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Vince Goes Back to Bastes__

EXCLUSIVE NEWS
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Korg DDD1 Sampling Drums
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A Music-
Dedicated
Computer

The Facts
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he ‘. 500 is fme '.zl"'_ o
g’-‘ 2, a?uri an a-Dial, a2-line
D display (each line 20 characters
- long), and a numerical key pad.
® The MC-500 can be synchronised

with MIDI devices and a multi-track
recorder.

REAL-TIME RECORDER SOFTWARE DISK

(comes with the MC-500)

® The MC-500 comes with a 32" disk
containing programs which let the
MC-500 function as a real-time
sequencer and provide tremendous
memory capacity and a wide variety
of functions.

® The performance data is written in the
MC-500 by real-time recording from a
connected MIDI instrument. Once the
performance data is recorded, the
MC-500 can completely control any
MIDI instrument from a synthesizer
(such as the aJUNO or SUPER JX),
to a drum machine (such as the TR-505,
TR-707 or TR-727), or a MIDI sound
module (such as the Super Quartet
MKS-7). The MC-500 also allows the
perfect formation of any MIDI set-up
from a simple sequencer-synthesizer
set-up to a complicated professional
quality set-up.

® The MC-500 itself can store the
performance data for up to eight songs
or about 25,000 notes. The song name
can also be stored for each song. In
addition, the performance data can also
be saved on a 3%2" disk. In this case,
up to 100 songs or about 100,000 notes
can be stored in one disk.

® The program provides the MC-500 with
four recording tracks. Each track can
polyphonically record MIDI messages
of all 16 MIDI channels including note,
bender, exclusive messages, elc.
In addition, a rhythm track is separately
provided to control MID! rhythm
instruments. The rhythm track stores
the performance data created by step

THE MC-500
OMPOSER

Rolang

writing and can
control up to 32 sound sources.
Eight levels of accent can be
programmed for each sound source.

® Convenient recording functions are
provided. The Punch-In/Punch-Out
function allows unwanted parts of a
recording track to be replaced by other
performance data at will. The
Quantizing function automatically
corrects the rhythm. And the
Overdubbing function allows the user
to overdub other performance data
while listening to a previously recorded
performance.

® The performance data can also be
loaded by step writing—all notes and
rests are written in the MC-500
step-by-step.

® for greater convenience, a variety of
editing functions are provided. The
Merge function allows the performance
data recorded on several recording
tracks to be mixed on a single track.
Extract function transfers the
performance data of one MID| channel
recorded with other MIDI channels’
dataon one track to another track.
In addition, the performance data for
every single measure can be
transposed, inserted, and deleted.

® A Micro-Scope function allows every
single note to be edited over several
elements such as the note length and
its strength. Even after the performance
data is recorded by the MC-500, the

=Roland

00

MicRo Commpogen

tempo can be modified

in detail—accelerando (becoming
gradually faster) and ritardando
(becoming gradually slower) can
be programmed.

STEP-WRITE SOFTWARE DISK
(available in the near future)

® This program allows the user to write
the performance data using the MC-500
controls. Even people who cannot play
an instrument can easily create
performance data.

® The performance data is created by
inputting a note name, gate time, step
time, and other elements for every note
of a composition. Any complicated
composition—even a composition
physically impossible to play—can be
easily created.

® This software, like the Real-Time
Recorder software, offers a variety of
editing functions. The total playing time
of a composition can also be controlled.

® The performance data filed by this
software is compatible with the data
filed by the RealTime Recorder
software.

The price - £799

Roland (UK) Ltd/983 Great West Road/Brentford/Middx/Tel: 01-568 4578
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{ ment

Fairs are great for demonstrating
technology, but do they do enough to

further the cause of music? on iq ESQ | 5 7
synth

Systems The Mirage people announce a synth

thatuses analogue and digital

j technology, throws in a multitrack
1 desk The ‘baby Emulator’, announced only a sequencer, and costs just over £1000.

month ago, gets put through its paces by Paul Wiffen checks it out.
Paul Wiffen at E-mu’s Californian HQ.

It’s good.

The latest on all the new music machines,
including those announced at the NAMM |
show in Chicago, plus an opportunity to
win a free ticket to the British Music Fair.

E&MM AUGUST '86 >

— 0

8
26 Riniga Update 70

David Ellis buys a Commodore Amiga

A preview of Roland’s first software- and looks at the latest software written
based digital recorder. As Paul Wiffen for it. The music is good, the graphics are
Latest Pick from the bulging EEMM reports, it takes over where the MSQ better-but what does the future hold?
postbag. range left off.

: w Software 8 1
ac " the Japanese computer standard a
T e dead duck, or will the latest music and
It’s question and answer time again, with video software from Toshiba and Pioneer
E&MM’s experts on hand to answer your save the day? Annabel Scott has the
queries on equipment and music, answers.

2 E&MM AUGUST 1986



wsure
lectropop veteran Yince Clarke and

latest partner, Andy Bell, discuss
composing, sampling and singing
following their debut album release. Tim
Goodyer takes notes.

Takes i

Another batch of record releases

analysed by E€EMM reviewers. This
month: Sting and his band on CD, Chakk
and Philip Glass on vinyl.

~eche Mode 1 8

After five years at the top of the
electropop tree, Basildon boys Martin
Gore and Alan Wilder talk tech with Paul

Tingen.

*ael Brook 3 6
A Canadian guitarist with a low profile

buta high pedigree pays avisit to
Britain. Tim Goodyer finds out about the
infinite guitar and the infancy of FM
synthesis.

Keymix
Simon Trask takes an in-depth look ata
computer-controlled modular mixer.

Does MIDI programmability represent
the future of the mixing console?

\;is MIDlfex 66

Hot on the heels of the remarkable
~ MiIDIverb, the MIDIfex takes reverb-
derived sound treatments a step further,

while retaining a low price-tag. Paul
White has the details.
E&MM AUGUST 1986

rak Pt2

lan Waugh concludes our appraisal of
Tantek’s budget modular FX system, and
reveals there’s plenty more to come in
the near future.

/

Time Machine 30

'ou may remember the Minimoog and
the ARP Odyssey, but when was the Rist
time you saw an EMS YCS3? Annabel
Scotttravels back to the days of VCAs,
YCFs and non-programmability.

&nt Your
ples

As sound-sampling becomes accepted as
a technique, what will musicians do with
their machines after the novelty has worn
off? Chris Meyer takes a sideways look.

hwork 6 4

Another collection of readers’ own sound
patches, with the Korg DW8000,

Oberheim Matrix 6, Yamaha DX7 and -
Casio CZ range all featuring.




MUSIC AND BUSINESS

o most intents and purposes,

America’s version of the music

trade fair is no different from

any other. Long gangways

crowded with besuited dealers
and their wives/girlfriends/daughters,
a general cacophony of sound as the
musicians inside soundproof booths
do battle with: those outside, and an
abysmally low standard of in-show
catering.

But the NAMM show, which
takes place twice a year and which
had its summer Expo in Chicago’s
McCormick Place in June, is subtly
different from both the Frankfurt
Musikmesse and our own British
Music Fair. For a start, there’s a
bigger emphasis on dealer education
(the public get minimal access to
NAMM), with seminars on how
modern music technology works
and, more importantly, how it could
work for the dealers by bringing in
new custom.

This year’s Frankfurt show had
plenty of that, but unique to NAMM
is an entirely different kind of
seminar — the kind aimed at increas-
ing sales, and nothing more. Here
the emphasis is very much on
getting cardboard boxes out the door
and money out of punters’ pockets:
in the two such lectures I attended,
music wasn’t mentioned once.

As it happens, music didn’t appear
to be too high on people’s list of
priorities in the main body of the
exhibition, either. The product
demonstrations were often just that
— tightly-scheduled demos of pro-
ducts, not musical instruments. The
way some of the demonstrators and
sales people were carrying on, they

might as well have been selling
washing machines.

Honourable exceptions to this
rule included many of the software
manufacturers, and two eaterprising
drummers — Alex Acuna and John
Robinson — on the Yamaha stand.
That duo succeeded in showing the
huge potential of MIDI percussion
control (using the new electronic
drum system and a pair of TX816
racks, no less) whilst driving out the
most compelling series of musical
compositions, all of them original
and hastily prepared, this writer has
ever heard at a trade fair. As people
emerged from the demo, you could
hear them mutter not ‘that piece of
gear was amazing’, but ‘that was
good music’. The appreciation of
the music came first, and it made the
appreciation of the technology all
the greater.

Fortunately, last year’s British
Music Fair had a much higher level
of instrument demonstration, with
plenty of concerts, impromptu jam
sessions, and punter participation.
The result was a vastly increased
awareness of what modern musical
equipment is capable of doing, not
just in terms of cardboard boxes
sold, but for the work today’s
musicians are engaged in.

There’s no reason to believe this
vear’s BMF will disappoint in this
respect. In fact, with the number of
‘name’ musicians likely to appear, it
should be better than what went on
12 months ago.

What still worries me slightly
about all such musical instrument
fairs — BMF included — is the extent
to which they further the cause of

the technological snobs. You hear
them at every major event, mouthing
off about New Product X beating
the pants off all the competition,
and how no self-respecting musician/
engineer/producer will now be able
to make music without New Product
Ye. ‘

If you come across New Products
X or Y at the BMF, ask someone on
the stand how and why they are so
instantly desirable. Then, when.
you’ve played around with the'
instruments for yourself, collected
all the leaflets, and survived the
train journey back home, ask your-
self if those machines could be
beneficial to your music, or whether
some lesser, unsung device could be
of more use.

1 believe it was Roland who, some
time ago, first drew attention to the
fact that a new FX pedal could make
just as big a difference to somebody’s
music as a new synthesiser.

And in this very issue, Vince
Clarke, as seasoned an electronic
music campaigner as any, records
his continued amazement at the
degree to which musicians sending
him demos seem to be ‘blinded by
science’. They all think their music
will improve immeasurably once the
deal is struck and the Fairlight is in
the living-room, but they couldn’t
be more wrong.

Money spent on new gear doesn’t
translate into a proportional increase
in talent, just as the number of units
sold by a dealer doesn’t indicate the
service they’re providing, long-term,
to the musical community as a
whole.

Enjoy the show. I know I will. m

Dg
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Roland

ER JX10 POLYSYNTH £1899

Super JX10, the ultimate analogueé

polysynth! 76 keys! 12 voice! weighted
keyst built in sequencer‘. dual and spiit!
50 presets! 50 memories! MIDH Alpha
dialt Call for avaitability

NEW |TR505-£249!

16 PCM voices, 48 preset, 48
program memories, & tracks, LCD

display, MID!
_w,,..,.YR~SQ‘S\

i
.

- mEEREEEs =
puiot=t="L 1Ll

OMING SOON!!
JSAMPLERS

IN STOCK NOWN!NEW SUP

.

NEW! ROLAND MC500
MICRO COMPOSER

built-in 3.5” disc drive.
Holds 100,000 notes
per disC. Intemnal
memory capacity
40,000 notes. Alpha
Dial. LCD display. MID

\ £799

S FANTASTIC NEW KEYBOARD

HLAL Lpnaim

$-50 SAMPLING KEYBOARD

Superior quality sampling. 400K RAM Memory.
seconds samphing ime at 30kHz.
extemal CRT monitonng. And much much more =

detaits and delivery.
ii DIM-C~Dimension c

‘ .
-" 0D-2- Turbo-overdrive =
—

Up 0132

$-10 SAMPLING KEYBOARD
8 voice sampling, 4 octave spit mode ¢
12 bit hnear data format, 30kHZ samplim
samphng of 15kHz rate gives 8.8 seconds.
Alpha dial. Built i 2.8 inch disk drive.

FANTASTIC NEW
EDALS

eyboard, 128K memor,
q rate gves 44 seconds
16 digit LCD dispiay.

phone for

- £99
£47
WF-2-High band

flanger

1
L
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KORG DSS1 DIGITAL SAMPC

The DSS-Visa new kind ot digital keyboard that blurs the
boundartes betweer sampling and synthesis, between
reproduction and improvisation. Any input can serve as your
starting poinl. From a microphone, tape, even another synth ]
You may also create completely new waveforms by ‘ulawmg‘
them or specitying their harmome composibon. Blend and edit
your wavelorms 10 ater their imbre any way you like. Never has
synthesis peen this last, easy of versal
32 sound programs 1 afash No waiting like

sampling systems
music. Buit-mn sounds nclude

1 DIGITAL SAMPLED PIANO,

The very bes! in dignal plectronic pranos, the new ¥org SG- 1 gives 8 choice ot fous pran =

prancs (PANO 4 and W), as well as fwo elec {E. PAND 1 and 1) Add a paliette of other digitally sampled sounds 0‘( %u%:\gdxkog SG?lll: el
(Fult keyboard), SG-1 =76 keys (Nosral)

@ SOUND S St

tile. You can select any of
with conventional

e Panos

[
POLY 800 MKII
1000 note polyphonic sequencer,
programmable digital delay, up to
1024 milisecs, programmable Eq, 6 point envelopes

NEW EX8000
PROGRAMMABLE SYNTH
MODULE £POA

Expandes version of the amazing DpW8000 Many many
teatwres Phone for detafls
SPECIAL OFFER
Korg MIDI pedal board and SDD2000 sampler delay.
Special deals EPOA Call for details.

DVP-1 DIGITAL VOICE
PROCESSOR

Features MIDI, 5 note programm
shittes, 8 imemal wavelorms, 64
technology £B95

able harmonizer, pich
programs, 16 bit digital

Equipped with RGB socket for

T

o
= esd.

=Roland

e et HAJUNO 18 2 POLYSYNTHS)

sounds! Fantastic vai these
_ lue! Lool
;::tures 49 notes, 63 memo:ki: 16
Sharacer LCD . ew L) chip g
Um"edx waveforms! New DlaISysm?l' ©
e supptes nsiock.cafor e,
u pmg'ouch sensive polysynth, =
ams, 64 presets, 15 cnar'acler Lco

dispiay, new L81 chy 'Ves complex waveforms. New Ipha dial syster 01
P g
81 e f New Al tem! 76 note keyboard,

NEW
OLAND RD1000 DIGITAL PIANO

g:: mo;t realistic ang
yet’nsomlcal digital piang
% - 0UNds incredibje!
voices! 88 note
keyboargt MIDI! Caii fo,
further details 1

NEW M
MODULE

Rack mount vers;
of RD1000 (sop
above) same
specification byt
keyboard g

RPS-10 Digttal p
Pitch Shift
response fat ev/Detay. Shift from —
Digital Samvbl;';:ue: ?HI & 15kHz. smm: r:elay‘ 3
delay, repeat echg ¥ 2 second delay - 7kHz freqy
&.ADY. CALL FOR FURTHER INFofyiay e o> eludes

ROLAND
REVERD/ & | g, STEREC DIGITAL i

incredible Sophisbcation Ui

+1octave. Fr
. Freq
Reverse delay. RSD-10

Programmable — 995 ARttt

oy DRt o e | Controtlable - Totait

Q control for room size PRG ﬂe'raay‘ualjl)‘axmm, /
3 \g. rev hme

MIDX - 6 integraty

ed

ot leaturess T aTogh ofsulE"e0 OUPU1 f U to 99 secands! M
any

VS DIGITAL
VECTOR SYNTHESIZER £1895

The Prophet VS digital v
i : ector synthesizer f o
4 digital osc sizer features 8 voices wi ;
Velo% N andlg?::grsiri(lo programs via ROM and RAM Caﬁridgg: ealcgl v8|ce composed of
ensitive 5 octave keyboard with prograrr{mablé sslff ;423?, waveforms.
. Many innovative

features ~ call in for details.
PROPHET 2000 DIGITAL PROPHET 2002
DIGITAL SAMPLING

SAMPLING KEYBOARD £2175
s MODULE £1795

Rack mount version of the
Prophet 2000. Same specification

:Jp to 16 splits(touch sensitive weighted keyboard,
_o:rgats own disc/6 secand sampling at 21KHz
secs at 15KHz/Extremely sophisticated

MULTITRAK £695

AR

Sequential’s new advanced

! polysynth, now at all-ti
low price. Touch sensitive, powerful on-board e
sequencer, multi-timbral, MIDI.




PO YAARA
FANTASTIC NEW PRODUCT

SPX90 DIGITAL MULTI EFFECTS PR

i pverb

| Features include revero,
4 years.v:::ram, reverb & gale,l
EQ, flange, phase, MIDL.

— cts to appe
ost exciting new prodlllacticn control, autopan,

i echo, modu : mld
ean; “:\t:\c;g)nf'rgg?'l\DR gate, compression, para
pitch € " y

i n
RC7 remote controtler available 500

ORDER
NEW MT1X MULTITRACK CASSETTE REC

nism with

One of the m

track cassette record'ing mechas
annel mixer. Mixer n;‘clud::s |
annel,
Jectors on each cf o
i jine input, auxiliary sen
j ic and line input. 3 -
g uts for effects processing, an i oy
L= e ith level and pan controls for
Wi

clion il
gtr)x:‘\‘::ar::ous 4 track record 1actl"y!£4gg! !

AL SEQUENCE
Al e 2 e
£250

Combines @ four-
a full-function 4 ch
tape-mic/line input el

pX27 £499

[

reguiar key ve iof e . 1ts features a
A K rsion of th DX100. 1t tul d
specs are nearly ide! tical to the DX100 so you Ca
yseitasa MIDV on line col troller keyboasd.

jgital sequencer is
K l:h‘.lplay on a Yamaha

-trac
is high-performance 2-
s complete with

f recording anything you
obg(pg;’:\ih%sizer or ofher MIDI keyboard,
touch response (wl(gll:)‘ce

tion pal 6
ﬁ\n;ﬁ:(::]yr:c? “character LED display,

ity), pitch bend, modulation, and
N
S

’

000 to 8100 note
e M.

HE AMAZING

MIDIVERB £395!!

igital, the Midiverb
Complelgge?;g:e‘x)léwmm rangeloi
63 room programs M
full stereo. Everythmg“
from small rooms to ful
halls. Decay times
from 0.210 20
seconds as well as
gated and reversed
programs for special
effects, plus MIDI.

MIDIFEX £395!!

amazing new multi effects unit rom Algys.
?:munirtas delay etfects with stereo panning
B fithe sound, regeneration
iprograms and slap-
back echoes. In
total, MIDIFEX
has 63 slereo
effects avaiable
Callinfora
demo today.
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€ YAMAHA

I-TECH EXCELLENCE!!!

INCREDIBLE NEW YCAM PRICES
[1)4]

e

[ et
ot R

DX 21

128 Pre-programmeq voices, 32 performance
memories, MIDI, & note polyphonic

X1 MEGA
‘SEQUENCER
SUPER PRICE

Incredibly sophisticated state of the art data slorage, the most
powerful yet! § Polyphonic channels, buift in disc drive with one
megabyte storage (80,000 notes!) Extremely sophisticated
editing. Best Yet!

KX88 MOTHER KEYBOARD
DX100 .

0Xx100 battery operated FM Synth minj keys 129

voice ROM, 8 note polyphonic, 49 notes, ideal
MIDt control synth,

Yamaha invent the ultimate in MIDI remote keyboards! Light and
portable yet hull of features! 88 notes wood keys, beautitul feeit
19 dlﬂerm %'E""D, effects. 192 parameter change possibiities.

3 THE UL
TX7 FM TONE
GENERATOR

s
?
|

o
Yamaha break the price performance
barrier wth the brand new REV-7! 19~
fack mount unit with remote, s mulates
any revert characteristics! New LS|
chips give up to 15 early reflections

and 9.8 milliseconds of mrtial delay. i
Parametric EQ, MIDI, 30 presets,
stereo, 60 user memones!t

NN

QX7 DIGITAL SEQUENCER
RECORDER £299 MT44D
Muttitrack Recording
Systems PHONE

Ty

|

/ o
MODEL 80 MULTITRACK RECORDER
Fastex pioneered €ight tracks on quarter inch. This unique format ofters
coqvengence and economy of operation with audio mastertng qQuahty.
This unique fourth generation Personal Multitrack recorder and uses
&ﬁaggg‘?ssm conm;l technoiogy to achieve Smoother, faster working,
'S are provided for both the remot
| 4, i€ and synchromiser
Model 80 audio quality is tight and clear the resut of no fribg electroni
; ic
Circuit design and the incorporation of m'e latest Doiby 'C’ noise reduction.
Every feature is ncluded to make the process of recording and
[ o.verdubblng. faster and evey bie for working musicians,
ers

450 MULTITRACK RECORDING'MIXER
The Fostex 450 mixer is designed to comptement the Modet 80 recorder tn 4
| versatility, Qquality and speed of operation 4
| 1t has a total of seven busses, but it's designed to work eight tracks.
Efficiently ang economicalty. The state of the art in Personal
Muttitrack

Like all Fostex products it's carefully designed and made.

|| @ Matching Ccosmetics to model 80 & 450

Sensible colour coding and iight weight are important
phystcal features. Elecrronlcally and operationaity
there's innovation throughout
Every feature for mixing and monitoring has been
included to provide a fast console for music or
production applications
® Compietely redesigned cosmetics and routing

tem

Bar graph integral meters
Pre and post 3 band parametnc €0 @ In line monitoring
| @ Input solo @ 2auxsends @ Phantom powering

Bﬂgs?dﬂ 20 MASTER RECORDER

the same transport as the Modei 80 Muttitrack, the Modei
20 Master recorder offers unique facilities 1o anyone mastering for
production
The standard mastering two track, two channef format is
Supplemented by a third, cue channel, located in the centre of the
Y layback of SMPTE time code.
Ichroniser compatability, puts alf of
ion techniques into the hands of
€ user,
; The proven cost benefits of the compact Fostex transport, and the
Incorporation of up to date facilities opens up a new range of
apportunities in multitrack.

Until now, synchronisation of SMPTE and MIDI, of music ang video,

was reserved for select, 1op of the market studio operations.

Now Fostex puts this link o the future wittn reach of every working

studio and musician,

ters @154 7.5 ) S Baorg’aph portis

meters ips speed Varispeed Easy editi
@Dy C @ SMﬁ'E S

s,
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BMF TICKETS GOING FOR A
SONG

As the UK music event of the year comes
perilously close, E€MM is in the enviable
position of being able to offer ten pairs of
tickets for the British Music Fair at Olympia 2
- free. All you have to do to become one of the
lucky recipients is to answer this simple
question: Which issue last year saw the
previous ‘Electronics & Music Maker’ front-
cover logo turn into the current ‘E&MM’?

A phone call to any of the EEMM editorial
staff on ® (0223) 313722 with the correct
answer will ensure free BMF admission, on
one of the public days (August 1-3), to the first
10 callers. Good luck — and don’t all ring at
once. B Tg

KORG DRUMS GO DYNAMIC

One of the stars of a fairly quiet (In terms of
new product releases) summer NAMM show
in Chicago was Korg’s most ambitious drum
machine yet - the DDDI. The new instrument
is as big a step away from the company’s
DDMI10 and 220 machines as you can
imagine, and is aimed fairly and squarely at
the semi-pro and pro musician.

Cosmetically similar to the company’s SQDI

sequencer, the DDDI has 18 digital drum
voices stored internally, routed to 14 touch-
sensitive ‘pads” mounted on the machine’s top
_panel. But in addition to those sounds (which
-are of the conventional kit variety), the new
Korg has four insert slots for optional ROM
cards, each of which can contain up to eight
further sounds. These sounds can then be
assigned to any of the programming pads, and
initially, a library of 20 different cards -
spanning acoustic and electronic drums, Latin
and Japanese percussion, and sound effects -
will be available.

The DDD! is programmable in both real
and step time, and offers the user a host of
programmable features including tuning,
decay and dynamics. The internal memory is
capable of holding a maximum of 10 songs
made up of as many as 100 patterns, and
pattern data (including specific instrument
settings and assignments) can be dumped to
optional RAM card, too.

Also optional is a sampling board for the
DDDI, offering a maximum 3.2 seconds of
sampling time. At the moment, however, this
board offers no means of storing sound
samples to any external medium such as tape,
disk or card, which is a shame.

The rear panel sports, among other things,
six separate audio outputs (user assignable to
different drum voices) and MIDI In and Out,
plus an audio input for triggering internal
sounds, or sampling external ones.

UK price of the DDDI is expected to be
around the £800 mark, and the machine should

8

be generally available in the autumn.
More from Korg UK, 32-34 Gordon House
Road, London NW5. & 01-267 5i5/ m Dg

E&MM COMPETITION
RESULTS

At last, we can bring you news of the two
competitions we ran earlier this year, for
which the prizes were a Yamaha DX100 synth
(E&MM March '86) and a Toa HY! headset
mic system (April "86).

Winner of the headset mic is Anita Thomas
(nice to see a female reader winning some-
thing) of Bebington, Wirral. Runners-up (who
each receive a pair of RS2IM mini monitors)
are Phil Stollery of Salford, Lancs, and Peter
Greer of Belfast. To those lucky three, your
prizes are on their way.

The DX100 competition has already been
the subject of a few irate letters and curious
phone calls, but the fact is that judging the
competition — in which, you may recall,
readers were asked to submit editorial features
with a view to becoming regular E&MM
contributors — has been a much more involved
process than we originally foresaw. The delay
is due to two factors: first, the sheer quantity
of submissions we received, and second, the
high overall standard readers attained.

Rest assured, though, that judging is now in
its final stages (it’s not exactly a ‘first out of
the hat’ job, you know), and that the DX 100
winner will be notified of his/her good fortune
shortly. As for the winning piece, this’ll be
published in EEMM September, with several
of the other (less fortunate) entries also
making an appearance over the next few
months. Stay tuned, FM lovers. @ Dg

STEPPS AHEAD FOR THE
ELECTRONIC GUITAR

Across the way from the NAMM show proper,
E&MM spies were lucky enough to get a sneak
preview of the Stepp DG/ electronic guitar.
The instrument has been developed over a
number of years by a small British company,
and vast sums of research money have been
spent in the process.

At first sight, the DG! seems to be following
in the footsteps of the more expensive
SynthAxe: it has a moulded body, and two sets
of strings - one for picking and one for
fretting.

The biggest difference is that the DGI
contains its own voicing electronics and is
therefore a self-contalned instrument — just
plug it into an amp and away you go. And as
the multi-timbral synth voices are controlled
directly from the guitar vla an interface
several times faster than MIDI, there’s no
perceptible delay between plucking any string
and hearing the synthesised sound. There are
many nuances of guitar-playing that don’t
transiate too readily via MIDI, and the DGI
system is designed to exploit these, too.

MIDI, however, is an important feature,
and Is supported not only to control external
keyboards or voice units from MIDI Out, but
also to allow the DGI voices to be accessed via
MIDI In.

The DGI’s design incorporates some in-
teresting technological features, particularly
in the neck. The frets themselves are made
from a semiconductor material which trans-
lates the string position into bend information.
And it’s because pltch information is originated
by the fretting system that the sort of tuning
problems, delays and mistracking that plague

pitch-to-voltage guitars are eliminated on the
DGI.

The synth voicing circuitry employs digitally-
controlled analogue elements, forming an
architecture which, according to the designers,
has been conceived with the guitar-like nature
of the instrument in mind - though the
potential of the system should be great
enough to encompass a broad range of
different sounds. So that musicians can start
using the DGI straight away, the voicing
sectlon comes with 100 useful preset sounds
- though all synth parameters are user-
programmable.

The designers have succeeded in keeping
the size and weight of the DG in line with that
of a normal electric guitar by relocating much
of the electronics, including the voice gener-
ators and power supply, in the instrument’s.
custom-designed (and rather neat) stand. And
the guitar, like the stand, looks tasteful and
well thought-out.

As soon as we get our hands on a finished
example of the DGI, we'll compile an
‘official’ revlew. In the meantime, final
production work is proceeding apace, with
widespread availability a matter of weeks
away.

More from Stepp, 8 Primrose Mews,
Sharpleshall Street, London NW1 8YL. & 01-
722 5448 ® Paul White

SUPER SOUNDS FOR SUPER VOX

Supersoft, developers of the excellent Com-
modore 64/128-based Microvox sound sampler
reviewed in E&MM April '86, have now
created a sample library for their system.
The library divides Into five sections:
Orchestral & Strings, Wind & Brass Instru-
ments, Guitars & Basses, Drums & Percussion,
and Keyboards & Miscellaneous. Each section
is on a separate disk and fills both sides, and
the disks are colour-coded for convenience.
In total there are 123 samples, with elec-
tronic and synthesised sounds as well as the
‘real thing’. Really good news is that the
complete library retails for just £29.95, which
a quick burst of mental activity will confirm
works out at less than 25p per sample.
Microvox products are available from Gig-
sounds in Catford, South-east London, |SG
Music in Barnsley, Yorkshire, or by mail from
Supersoft.
More from Supersoft, Winchester House,
Canning Road, Wealdstone, Harrow, Middle-
sex HA3 7SG. 01-861 1166. m St

LIVE ELECTRONIC MUSICFOR
'86

Thanks to the huge efforts of Andy Garibaldi’s
Lotus Records, Britain still has a live electronic
music festival in September.

It’s called Lotus Electronica, and it follows a
format similar to that used by UK Electronica
over the last three years. The festival is divided
into two halves: a daytime concert and an
evening one, with a stall area and a newly-
devised video room operating throughout the
day.

The venue is a new one — the 600-capacity
Borough Hall, Eastgate Street, Stafford — and
the date is Saturday, September 3.

Headlining the daytime event are Wavestar,
who made such a big impact at last year’s
UKE, preceded by established synth/piano
composer Paul Nagle, Greg Truckell, Pete
Tedstone, Kevin O’Neill, and Darkside, a

group of ex-Altres members who kick- the P
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PRO-24

‘A NEW CONCEPT IN MULTITRACK RECORDING’

TIEPRN Bl  STEINBERG RESEARCH pioneer a new

‘ generation of professional MIDI software —
THE PRO-24 and PRO-CREATOR for the
Atari 520/1040 computers
THE PRO-24 is an innovative 24-track MIDI
recording system. It offers unparalled depth
of control ranging from note-on & note-off
quantise of individual notes, right up to
multi-copying of whole sections of tracks.
THE PRO-CREATOR - is designed for all
migraine-suffering FM synth programmers.
If you can’t quite get the sound that you
want, dump it into the Atari and The PRO
CREATOR will generate up to 32 variations of
your original sound. What’s more you can
even specify the parameters that you want
to randomise.

—

STEINBERG PROFESSIONAL — GUY FLETCHER — DIRE STRAITS
Further products in the STEINBERG
PROFESSIONAL range include:

@ PRO-16 - 16-track Polyphonic Sequencer
@ TNS —Scorewriter and Music Editor

@ NEW EDIT KIT Note & drum pattern editor for
the PRO-16

@ MIR - Mirage Visual Editing System

@ SES - Visual Editor and Sound Library for

DX7, DX5 and TX’s

@ COSMO — Visual Editor and Sound Library for
Casio CZ Synthesisers

@ NEW TRACK STAR - 8-track

Polyphonic Sequencer

@ PPC — Piano Tutor

@ GPC - Guitar Tutor

@ MIDI MATRIX - 4 into 8 MIDI

Patchbay

All the above software runs on the

C64/128 and SX64 STEINBERG PROFESSIONAL — MARK KELLY — MARILLION

STEINBERG RESEARCH

‘PROFESSIONAL SOFTWARE FOR THE SERIOUS MUSICIAN’ s

teay Qllllll
Lt 40 o 0 o, M { {
«’1’1'7'.'1:'1'0‘:'1‘1“'5! ,!

! (AN ]

OI N THE STEINBERG FOR DETAILSSEND  STEINBERG USER CLUB, Oé &
j USER CLUB LARGE SAE TO 68 WILSDON WAY, KIDLINGTON, OXON OX5 I TX (;,\ OQV'

All Steinberg Professional Software is permanently on demonstration at the following main dealers:
@ Chromatix— Ealing, London W5 @ Rod Argents Keyboards, London WC2 @ Holiday Music — Leytonstone, London E| | @ Glg Sounds — Catford,
London SE6 @ Syndromic Music — Muswell Hill, London N10 @ Take Note — Camden, London NW | @ Sackville Sound — Hove @ Bonners
Music — Eastbourne @ Musical Exchanges — Birmingham @ ABC Pro-Shop — Addlestone @ ABC Pro-Shop — Oxford @ JSG - Bingley

@ Audio Engineering — Dublin @ Dougies Music — Northwich @ Carlsbro Sound — Norwich @ Sound Control — Glasgow @ Sound Control ~
Edinburgh @ Underground Music — Leicester @ EMS — Inverness @ Audio Services — Stockport @ Swans Muslc — Manchester

Oxford Synthesiser Company Ltd.

5 Gladstone Court, Gladstone Road,
FOR FURTHER DETAILS ON ALL Headington, Oxford OX3 8LN
STEINBERG PROFESSIONAL PRODUCTS CONTACT! Tel: 08675 5277 Telex: 83147 att: OSCAR




P event off at about | pm (doors open midday).

Beginning the evening concert at around
7pm will be Mike Brooks, and he’ll be followed
by ex-Throbbing Gristle members Chris &
Cosey, making their first UK live appearance
in three. years. Co-headlining with Chris &
Cosey is lan Boddy, who'll be playing a
selection of material including tracks from his
new album.

Ticket prices are £7.50 for the whole event
(£6.50 if you buy before August 31), and £5
(£4.50 in advance) for just the evening
concert.

Send your orders to: Lotus Records, 14-20
Brunswick Street, Hanley, Stoke-on-Trent,
Staffs, ® (0782) 269012. m Dg

TAKENOTE... -

...Is the name of a new London-based retail
outlet catering expressly for musicians and
engineers interested in computer-based music.
The company’s showrooms incorporate a
permanent MID! setup, and are designed
specifically to demonstrate today’s computers,
software, MIDI Instruments and outboard
gear. The emphasis, say Take Note, is firmly
on hands-on demonstrations and personal
assessment of equipment.

More from Take Note, Unit 7, Carol Street
Workshops, London NWI. & 01-485 2988.

Still on the retail front, Carlsbro Sound
Centres have opened a purpose-buiit pro-
fessional audio facility underneath their
Mansfield music store. Naturally, the facility
is_built around a large demonstration studio,
which features— among other things - live and
dead areas, along with a 264-point jackfield
that allows access to a wide range of signal
processors by the likes of Drawmer, Bel,
Lexicon, Symetrix and Aphex.

The new facility also deals in multitrack
equipment by Fostex and Tascam, and being
beneath the main music shop, is ideally placed
to demonstrate MIDI keyboards to studio
managers and engineers.

More from Carlsbro Professional Audio,
182-184 Chesterfield Road North, Mansfield,
Notts NG 19 7]D. B (0623) 651633. m Tg

SEQUENTIAL UNVEIL STUDIO
RECORDER

Hottest news from E€MM'’s newly-established
US office is that Sequential, who weren’t
exhibiting at this year’s NAMM show but who
threw a party on a boat instead, are now
putting the finishing touches to a studio-
standard digital drum machine that also acts
as a sampler and MIDI recorder.

The machine is called the Studlo 440, and its
512K of memory is capable of holding a total
of 32 .12-bit sounds, stored as four banks of
eight.

User sampling is an integral part of the
machine’s spec, and this can be carried out at
three different sample rates: I16kHz, 31kHz
and 42kHz, with maximum sample times of 32,
16 and 12.5 seconds respectively.

Eight pressure-sensitive pads are mounted
on the Studio 440°s top panel, and these can be
assigned to any voice. Four ‘kits’ (ie. sets of
voice-to-pad assignments) can also be stored
in the machine’s memory, which is configured
so that, for example, the eight pads can be
used to trigger eight different pitch and pan
variations of a single sample. Each voice also
has a set of ‘alternate parameters’, which can
comprise different settings for pitch, pan
position, and dynamics as well as reverse
reading of the sample as on Sequential’s
earlier Tom drum machine.

The digital recording side of Studio 440 is
configured so that it can trigger either the
machine’s internal sounds, or external voices
connected to a maximum 32 MIDI channels
(via two MIDI Outs), or any combination of
the two.

The sequencer’s 200K memory is capable of
10

storing between 50,000 and 70,000 events,
depending on the kind of music you're
recording and the sort of MIDI data you’re
storing in addition to note values. It’s an eight-
track affair that’s programmable in both real
and step time, and in addition to a host of
sophisticated programming and editing facili-
ties, it features a novel idea called Record
Phrasing, in which the user inputs all the
events first, and then programs a rhythm for
them.

Studio 440’s back panel is a haven for
futurists, with Terminal In and Out sockets for
the proposed MIDI-SMPTE standard discussed:
by Chris Meyer In EGMM July, and an SCSI
(Small Computer System Interface) connector
for hooking-up to a hard disk storage unit.

First shipments of the Studio 440 should be
arriving on European shores sometime around
October, though initial models may lack some
of the fancier interfacing.

More from Sequential Europe, PO Box 16,
3640 Mijdrecht, Netherlands. 8 Dg

NOW IT’S THE SUPER JX CLUB

Enterprising South London retailer Gigsounds
have taken their after-sales care one step
further by forming an exclusive club for
Roland and Boss users. The organisation is
called the Super X Club, but buying any
Roland or Boss product from one of Gigsounds’
two stores is enough to secure you automatic
membership.

Being a Super |X Club member gets you a
variety of benefits, including regular news-
letters, exclusive offers on gear on a voucher
redemption basis, invitations to regular semi-
nars using the latest Roland Innovations, and
priority treatment when it comes to getting
hold of equipment in short supply.

Fifty club members have already qualified
for tickets to the Marillion/Roland concert at
the British Music Fair, and in the future,
Roland wlll be welcoming news of members’
musical actlvities, including them — where
possible — in their ‘Newslink’ magazine.

All in all, a smart and highly laudable move
on the part of both manufacturer and dealer,
and what’s more, the entire service is free.

More from Eric Lindsey, Gigsounds, 86-88
Mitcham Lane, London SW 6. B 01-769 6496.

Still on the Roland front, copies of the
winning entries to the company’s Ninth
Annual Synthesiser Tape Contest are now
available. The I4-track cassette costs £4.95,
and is available from Synsound (Dept STC),
The Sound House, PO Box 37b, East Molesey,
Surrey, KT8 9JB, & 01-577 5818.

Entries for the 1986 competition are now
being invited. Prizes include three polysynths,
seven drum machines and a selection of synth
books, records and tapes, plus the chance to

first stage along the route to megaprizes is to
submit a demo tape which must run for no
longer than 15 minutes, after which come nine
regional finals for 27 selected bands in
September and October, and a further play-
off for the five places in the final.

The final itself will take place in November
at London’s Heaven nightclub (under the
arches at Charing Cross, as if you didn’t
know), and will be televised by BBC2. Included
on the judging panel will be Weather Report’s
Joe Zawinul. )

What you could win for your efforts is £2000
worth of equipment from FD&H Music, £500
in expenses, a trip to the USA with Virgin

‘Atlantic (with the possibility of several public

performances in the States), and a pro-
fessional demo recording at Virgin’s studios.
Not bad at all.

More from jazz Services, 5 Dryden Street,
London WC2E 9MW; closing date for appli-
cations is August [5. B St

WHOOPS!

Apologies to all those shocked/surprised/
offended by an outrageous howl-up in EEMM
July. In the course of Matthew Vosburgh’s
interview with Douglas Adams, the good
hitch-hiker was quoted as saying he bought a
load of synth equipment from Rod Argent’s
Keyboards. In fact, the shop in question was
Rose-Morris, so it’s egg-on-faces time for the
editorial staff. Well, the two shops are in the
same street... 8 Dg

ROLAND’S NEW PRODUCT
PROCESSION

The grandaddy of Japanese synth companies,
Roland, pulled off their customary string of
surprise product launches at the NAMM
Expo. Unbeknown to most of the Roland staff
before the show, the company used the fair as
a launchpad for several new advances, most
notably the DEP5 Effect Processor.

The DEP5 features a newly-developed 28-
bitsignal processor for reverb simulation, and
16-bit processors for A-D and D-A conversion
and control functions. The net result is thatit’s
capable of generating programmable sound
treatments of four different kinds — reverb,
delay, EQ and chorus. Not only that, but all
four sections can be combined to form
complex effects algorithms, something the
DEPS5’s main competitor, the Yamaha SPX90,
cannot achieve.

Also new from Roland are the GM70 GR-to-
MIDI converter, which enables any Roland G-
series guitar to control any MIDI instrument.
In conjunction with the GK|! synthesiser driver

appear on next year’s ‘Winner’s Pieces’.

Your entry mustbe recorded on cassette and
can be no more than five minutes long, and, of
course, must be made up of music that is
mainly synth-based. Closing date for entries is
October 31, and more details are available
from Synsound at the address above. 8 Dg

SCHLITZ SOUNDS

Jazz musicians between the age of 18 and 30
are being given the chance to make it big
through a national competition, sponsored by
the Shlitz beer company to the tune (Ouch! -
Ed) of £200,000.

Schlitz Jazz Sounds *86 is open to jazz bands
with @ maximum of seven performers. The

(a pickup and controller package), the GMT0
can be used with almost any electric guitar,
making the Roland system a truly compatible
MIDI guitar network.

From Roland’s Boss division come two of the
neatest units at NAMM - the new Dr Rhythms.
The machines are called DR220A (for Acoustic)
and DR220E (for Electronic), and both offer 1|
digital drum voices, a memory capable of
storing 64 rhythm patterns (32 preset, 32 user-
programmable), and the sort of comprehensive
liquid crystal display that has made pro-
gramming other Roland/Boss drum boxes so
straightforward for so many.

More from Roland UK, Great West Trading
Estate, 983 Great West Road, Brentford,
Middx. B 01-568 4578. m Dg
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ALPHA JUNO 1
Great New Looks Great New Sounds
Rolands Cheapest Polysynth

ALPHA JUNO 2
Great new touch sensitive polysynth:
64 preset voices, 64 programmable +
64 on optional cartridge, MIDI, the
best ever touch sensitive UNDER £800

JX8pP
2 Oscillators, touch sensitive, MIDI,
beautiful sounds at an AMAZING NEW
LOW PRICE

e
1 kil

SUPER JX10

The brand new Roland flagship. The ultimate
analogue machine, 76 keys, 12 note poly,
layered and split sounds, built in sequencer,
touch sensitive + MIDI of course £POA

% CAMBRIOGE

% MUSIC VILLAGE
BARNET

Ans

DARTFORD
TUNNEL

CHADWELL HEATH MAIN LINE FROM LIVERPOOL STREET
HIGH BARNET NOATH LINE TUBE

MUSIC VILLAGE

THAMES

RD1000 DIGITAL PIANO

88 fully welghted wooden keys, 16 note
polyphonic MIDI, SAS sound generatlon,
incredibly accurate grand piano sound and
feel, Including stand £POA

MKS20 DIGITAL
PIANO MODULE

Exactly the same facilities as RD1000 without
the keyboard SUGGESTED PRICE £1199

MKB200

61 note MID! keyboard controller
SUGGESTED PRICE £599

MC500
MICRO
COMPOSER

\40,000 notes internal
memory + 100,000
notes on 3.5" disc +
MID! SUGGESTED
PRICE £799

PLANET P

MIDI piano module. Was £900
TO CLEAR £299

MAIN DEALER - ALL BRANCHES

e .
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TR505
Fantastic new digital drum machine,
16 PCM voices in Latin sounds + MIDI
with a SUGGESTED PRICE OF ONLY £249

\ - A

- aee
» e
. warans? e

e %
waws = % =

e
TR707 DIGITAL DRUM MACHINE
MIDI, separate outputs, on board mixer,
reatsound.
TR727 DIGITAL PERCUSSION
MACHINE Same as 707 but with Latin
sounds. A great combination with:

PAD-8 OCTOPAD

8 touch sensitive pads, to trigger any MIDI
drum machine or synthetc.
SUGGESTED PRICE £399
# SPECIAL PACKAGE DEALS AVAILABLE

BOSS EFFECTS PEDALS

The complete range of these market leaders
always in stock at the very best prices!!

SRV2000 STEREO
DIGITAL REVERB

This is the really serious reverb, unmatched
quality and facilities. Incredible new
low price £POA

SDE 1000 DIGITAL DELAY
SDE 2500 DIGITAL DELAY

(Progs + MIDI)

SDE 3000 DIGITAL DELAY

(programmable)

BOSS CE300 Super Chorus

DI30SS
MICRO
RACK
SERIES

Low budget
high quality
processors

RDD 10Delay.......ccccoeeriiiiiiiiiiiiiannins £149
RSD 10 Sampler/Delay (2 sec) .. £199
RCL 10 comp/limiter........ £115
RGE 10 graphicEQ ... £115
RBF 10flanger ............ -£115
RPW? multi power supply ..£64
BMRS rack

G77/GR77B
BASS GUITAR SYNTH.
NEW LOW PRICE!!

f

[ 1

| HEAD OFFICE & MAIN SHOWROOM: 10 HIGH ROAD, CHADWELL HEATH, |
(Near ROMFORD, ESSEX) Tel: 01-599 4228 01-598 9506

L%

=

VOTED KEYBOARD OF THE YEAR B note poly, digital
waveform, touch sensitve, built in digilal delay,
arpegiator, MIDI, terrific spec. EPOA

DW
6 NOTE POLYSYNTH NEW LOW PRICE!!

DVP-1 DIGITAL
VOICE PROCESSOR

Vocoder/Harmoniser, polyphonic, pitch
shift, 1 octave, MIDI, unique product £POA

SDD 2000
SAMPLING DIGITAL DELAY
64 effects memories, up to 4368 M.seconds

delay and sampling, MIDI, Was £799
SPECIAL OFFER £399

SDD 1000

SAMPLING DIGITAL DELAY
Sampling, sequencer and trigger, overdub
effects, up to 2048 M.secondgs delay and
sampling was £499 SPECIAL OFFER £299

NEW KORG PRODUCTS
COMING SOON DSS-1 Sampling
synth & SG-1 sampling grand
piano RING FOR DETAILS

Programmable module, exactly the same
facilities as DW8000 without the keyboard

POLY 800 MklI

New programmable pogsymh 8 volce, 64 programs,
built-in programmable digital delay, and EQ, built in

MIRAGE SAMPLING KEYBOARD

Still the most cost effective sampling keyboard
around including advanced sampling guide and discs

SUGGESTED PRICE NOW ONLY £1320

MIRAGE
MULTI SAMPLER EXPANDER

As above but without the keyboard, 8 voice, builtin
sequencer, disc drive, touch sensitive, MIDI

SUGGESTED PRICE £1080

1000 note-sequencer, MIDI, great price!

POLY 800 MKI,
TO CLEAR INCREDIBLY LOW PRICE

SQD-1 MIDI SEQUENCER
15,000 note internal memory + 30,000 notes
on disc, independent record, edit and
playback on all 16 MIDI channels

Bossooof

KORG EFFECTS PEDALS
COMPLETE RANGE IN STOCK

AT 35% OFF!!

NEW $900 MIDI

Eight voice, 12 bil, velocity sensitive 3.5 disc drive,
6 octave range, multl sampling, maximum 48

seconds sampling time, SUGGESTED PRICE £1599

$612 +
MD280 DISC
DRIVE

6 voice, 12 bit velily sensitive, MIDJ, complete
rack samplin§ packa&e
AT AN AMAZING NEW LOW PRICE!!

ENSONIQ SAMPLED PIANO

6 octave fully weighted keys, real piano sounds,
touch sensitive, 10 voice, + MIDI, ONLY

SUGGESTED PRICE £1080

NEW ENSONIQ
SYNTH/SEQUENCER

very pawerful new synthesiser from Ensoniq, split
eyboard, layerable sounds, touch sensitive
sequencer, MIDI, 24 oscillators,

SUGGESTED PRICE ONLY £1080

% NO DEPOSIT INSTANT CREDIT UP TO £1500 % ACCESS * VISA % AMEX % DINERS * MA

CASIO.

NEW RX1 DIGITAL SAMPLING DRUM

MACHINE 800 milliseconds sampling time for
single sample or
split between a
maximum of 4
samples, 12 PCM
sounds, 10
separate outputs,
on board mixing,
MIDI, incredible
spec for only
£395
NEW 5K1
DIGITAL
SAMPLING
KEYBOARD. An
nlroduction lo
sound sampling
foran
unbelievable
E;(e of just £89

1 MID 4 track sequencer £249 CZ101 — CZ1000 - CZ3000
- CZ5000 NEW C. INSTOCKNOW!



THE INCREDIBLE PRO FM PRODUCTS
AT AMAZING NEW LOW PRICES

@YAMAHA 1985 TOP DEALER AWARD

-
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KX88 MOTHER KEYBOARD

The ultimate MIDI keyboard controller, 88

fully weighted keys, all facilities + great
feel! Now only £1099

SPX90 DIGITAL MULTI EFFECT PROCESSOR

Incredible product which gives you
up to 100 seconds of digital reverb
# delay, modulation, auto pan,

TX816 8 DX7 modules in 19" rack.
The ultimate FM weapon

NOW ONLY £3099. reverb & gate, pitch chan
TX216 2 DX7 modules in 19" rack sampling, e Al ML et
NOW ONLY £1299. TF1 Add on etc. ONLY£599
modules for TX216 ;
NOW ONLY £299 EACH A':r?vwm‘rzfv'v

Yamaha CX5M 1 128k
music computer —
fantastic spec., including
SFGO5 module —

DX5
76 keys, more powerful than 2 DX7's
Now only £1999

o i v
I3 ™ .‘;x foan m..
3 S - i

fantastic spec, including
SFGO5 module, MIDI in,
MiIDI out, ONLY £449

KX5 Ludicrously cheap touch
sensitive MIDI keybord controller
ONLY £130 .
SPECIAL PACKAGE DEAL consisting
of DX100 AND KX5 + touch
sensitive voice tape, gives you th_e
cheapest touch sensitive synthesis
available ONLY £429

RX11 29 PCM voices, MIDI,
separate outputs, RAM port, the
BIZ! UNBELIEVABLE NEW LOW

PRICE!! RX15 15 PCM voices at
NEW LOW PRICE!

g

DX7
The Industry Standard, always in stock
at the best price

MT1X 4 TRACK CASSETTE

QX1 MEGA MV special package deal includes FREE
P B
1 w&ErggENSERm,‘ power supply + FREE microphone + FREE
1racks buil in dise drive. ful headphones ONLY £449

editing facilitles
NOW ONLY £1299

DX21
8 note poly, split keyboard or layered
sounds, MIDI|

e

RX21 — MID1 Digital Drum Machine

Qx21 also RX21L Latin Percussion with 16

New powerful

TX7 FM tone digital sequencer PCM Percussion notes PF70 AND PF80 FM ELECTRONIC PIANOS
generator IgOhII.YqEZSQ BOTH AT NEW LOW PRICES! 76 or 88 notes, weighted action, 10 voices,
... nex low . editing, MIDI, stereo tremelo and chorus,
DX27 rice for this PF70 £899 PF80 £999
X7 inabox! * INTEREST FREE CREDIT AVAILABLE #*

192 voices, FM, MID1, polysynth,
61 full size keys

* CP70B Electric Grand. To Clear £199 ®

FULL RANGE OF DX RELATED
digital reverb, ACCESSORIES ALWAYS IN STOCK,
AMAZ é W LOW PRI PEDALS, RAMS, ROMS ETC

WE GUARANTEE THE LOWEST PRICES!!

- 1 230HIGH STREET, BARNET, HERTS.L——_| 8-9 BURLEIGH STREET, NEAR GRAFTON CENTRE, CAMBRIDGE
=l Tel: 01-440 344901-4403440 [ |  Tel: 0223 316091/65093 (FORMERLY CAMBRIDGE ROCK)

RDER ANYWHERE % SECURICOR DELIVERY x WORKSHOP WITH 2 ENGINEERS ON SITE % HIRE %

TASCAMSTRY .. 2 FOSTEeX

NEW! vsg‘&‘{é‘w -
SPECIAL : .
PACKAGE DEALS

REV 7 The programmable MIDI,

PLEASE RING OUR GHADWELL HEATH BRANCH FOR DETAILS OF
INCREDIBLE PACKAGE DEALS!! i

\

Il
DGET 4 TRACK ..
INCREDIBLE v
UALITY AT
UNDER £300" -
o

) Ll A

Porta One plus free DEL 80 +
headphones plus free carry o
case plus free headphones 244 Portastudio ........... Best UK Price The gn?os tN‘IkXERk =
only £399 246 Portastudio ........... Best UK Price P Y ¢ track package
Porta One p|us free power 234 Rack 4 Track ... . Best UK Price or under £2000
225 SYNCAset .......occcinieneiiniinn £225
.Supply i gagp/iad 38" Btrack..........coue. Best UK Price FOSTEX 260
mixdown cassette plus free -
headphones £459 SUSAT il 4 TRACK
GRS, Portastudio................. Best UK Price M U LTI-
38 8-track — special offer — 344" 4 track ... ... Best UK Price
Tascam 38 plus M216 mixer, 329" 2 track ... ... Best UK Price TRACKER XI5 S WRACK GASSETTE
list price £3500. VERY M216 16-4-2 mixer ........ Best UK Price 2 aux sends, parametric N ek ner)
LIMITED SPECIAL OFFER £2699 M208 8-4-2 Mixer ......... Best UK Price EQ, Swltdz‘::;e Dolby C + headphones £259
soynd
technology SIMMONS OTHER SIGNAL MICS & HEADPHONES
v PROCESSORS | AKG - SHURE - BEYER
esta Fire Dig 420 sampling delay ........
NEW VeslaFireDigdﬂdigdelay ..... o SENNHEISER—AUDIO
Vesta Fire RV3 stereo reverb..
SIMMONS SDS Vesta Fire RV2 stereo rever TECH N ICA = ALL AT

NEW ALESIS . 100|0dKIT 2““’5: stereo reverb .. THE BEST PRICES
MIDIVERB MIDI sampled snare ccessit compressor .. J
controlled stereo sour?ds (excaL Accessit Noise Gate .......... Special Offer £36 AMPI_I FICATION
digital reverb, 63 | A ch;g‘%‘gg’;’[ it Accessit Exciter ... .... Special Offer £36
presets, up to 20 Q) SUCCESTED SE GBS Reverb.................. Special Offer £112 BOSE - JBL- TANNOY

seconds reverb
time, + gated and

MIXERS

SDS9 complete with leads & sands... ..

$DS1 inc. mounting kit, tom, snare & cassette...
$DS200 complete with leads & stands
SDS400 complete with leads & stan
SDS800 comnplete with leads & stands .
MTM MIDI interface, i i
TMI MID! Interfac:
SDS 200 watt elect
DS§ ed nin

RAM RM10 10-8-2 - RAM RM16 16-8-2
MTR 6-2 - MTR 12-2 - MTR 6-4-2
MTR 12-8-2 - DYNAMIX 6-2 - DYNAMIX 12-2

LOWEST UK PRICES

reverse 5ate sounds ALL FOR JUST £395
NEW ALESIS MIDIFEX Amazing new multi
effect unit from the MIDIVERB people. Due
in at any moment - Place your order now to
avoid dvsafpointmem. INCREDIBLE VALUE
AT ONLY £395

MARSHALL - CARLSBRO
SESSION - ROLAND
FENDER - YAMAHA

AN =




Write to: Communiqué, E&MM, Alexander
House, 1 Milton Road, Cambridge CB4 1UY.

Dear E&MM

Serendipity

| remember when synthesisers fell into one of
two categories: preset or modular. The
former was decidedly monophonic and fell
somewhere between a fashionable addition to
the home organ and a practical live instru-
ment for the rock keyboard player. The latter
was potentially polyphonic and considered
‘the creative instrument’, but was generally
deemed to be a little on the unmanageable
side for anything but studio work. At this point
there was no doubt where creative synthesis
was to be found.

Next came what was later to be termed the
non-programmable synthesiser. Whilst still
effectively monophonic, creative synthesis for
the masses had arrived. Now it was possible to
get all the silly noises you could possibly
imagine out of one box that wasn’t cursed
with buttons labelled ‘Trombone’ and ‘Clavi-
cord’. It’s worth noting at this point that the
margin of error in creating and reproducing
sounds was phenomenal.

Now, we all know polyphony was a land-
mark in synthesis so Pll skip that one and
mention programmability. It’s a mixed blessing
that programmable synths these days come
with memories full of sounds; imagine the
outcry if they didn’t but look at the result of
the impressive DX presets. The DX7 has
effectively brought us full circle to the original
monophonic preset machines.

The convenience of being able to recall
hours of work at the touch of a button is sadly
counterpointed by the temptation to re-use
the same hackneyed old string sound every
time you want to orchestrate something.

It’s all too easy these days to concoct a
synth/sequencer/drum machine set up in the
same way you’d chose a chinese meal. One
number 47 (JX3P) a portion of 12 (SQDI) and
one number 88 (RX21). The result: the same
combinations of sounds every time you switch
on the radio or put a record on.

Please, someone, bring back the uncertainty,
unreliability and creativity to sound synthesis.
B Pere Etfils
London

14

Dear E&MM

Old Dreamer

I am not a nostalgia freak, but...

In the past months there have been many
subjects of controversy in Communiqué: ana-
logue vs digital, sampling vs synthesis and so
on. Throughout all of this, however, one major
issue has gone unnoticed - real-time control of
sound.

With the introduction of the programmable
synthesiser and, more recently, digital par-
ameter access, it has become nearly impossible
to make, for example, the release time longer
at the end of a song, or to take full control of
filter cutoff frequency for subtle sounds.

Whenever | have d jam in the spirit of the
early Tangs (well said, Graham High, it’s
about time someone spoke up), | find improvis-
ation of sounds as important as musical
improvisation. For effects like transforming a
brass sound into that of a choir, a Juno 6 fits
the bill to a tee, even though a DX7 could
produce better imitations of both sounds. Who
can tell what sounds may be desirable before
the jam?

The new Ensoniq ESQI comes close to a
solution by having a bank of simultaneously
variable parameters, but even this system falls
short.

A similar criticism can be levelled at drum
machines, but their use in pop music, with its
concrete structures, excuses them to some
extent.

I’m sure programmability is the prime cause
of the Tangs’ sad demise in recent years.
Perhaps they should buy a Mellotron (with its
excusably inflexible sound), a YCS3 and a
modular synth system, and ‘go out to the
cottage to get their heads together’.

On a different note, | feel | must reply to
your statement ‘Machines that are years out
of date, technologically speaking, don’t im-
mediately cease producing good noises...’
What an irresponsible comment - it heralds
the demise of the monopoly sensible people
had on cheap, obsolete gear.

Oh, for the good old days, when you could
count on a modular system being more
entertaining than the light show, when the

romantic tones of Mellotrons were counter-
pointed by rippling eight-step sequences, and
the good old MiniMoog could be heard cutting
through the mix...

B Grant Middleton
Glasgow

Dear E&MM

The Sound of Sweden

First of all, I’d like to thank Mick Perrett for
his letter in the June issue. He took the words
right out of my pen. There is just too much
attention paid to gear, and-not enough to
music.

I can’t understand how such a mass of bands
can go out and buy the latest synth before they
can even play it. Last month | saw a Roland
JX10 in a Swedish band before it had even
appeared in EEMM. | bet the player had
bought it unheard.

My experience is that when it comes to
composing and practising, a piano or electric
piano is the best thing. So, if you have an
analogue poly, a sampler and an FM poly,
what else do you need? Why on earth do
musicians - amateurs or pros — need a Jupiter
8 and Prophet 5 and OBXa, or a DX7 and PPG
and Fairlight? There is one possible expla-
nation: they can’t program them and rely on
the presets instead. But that’s another story...

’m sick and tired of reading about people
like Jezz Woodroffe owning four JP8s. Here |
sit with MS20, RS09 and a Drumatix, all
secondhand. Sorry. | almost forgot my YL-
tone. It took me about five years to amass and
now | read about Steve Troughton, who went
out and bought a complete MIDI studio.
Sadly, he didn’t even know what MIDI was.
My advice to you, Steve, is to sell the lot bar
the CZ5000, and learn to use that from
scratch.

Please, E&MM, try asking your interviewees
more about their music (if they’ve got any)
because we already know they own a vast
selection of keyboards they can’t program.
No hard feelings - you’re a great magazine.
B Erik Gronberg
Sweden
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brand new, 72 page
Studio Catalogue

First Fold

|- 1 13 1
' erte now, for our FREE,!

Second Fold

Third Fold

Fold In
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The Turnkey catalogue
1s packed full of products,
prices and facts on all the
latest in studio equipment.
From plugs and tapesto 24
tracks.

This latest fourth edition
1s the most comprehensive
guide to the very best in
recording.

For your free copy, just
simply complete this
coupon, fold as shown, and
post it off to us today.
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Help us provide you with new product information in the future,
by completing this section;

Have you ever bought from or enquired to Turnkey before?

[ ]Yes [ ]No

Do you own any recording equipment?

[JNo []2Tk [J4Tk []8Tk

Do you play any sort of musical instrument?

[JYes []No
Have you ever attended the ‘Hands on Show’?
[]Yes [ ]No [ ]Please send me further information

Which, one other magazine do you read?

S <m
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Your questions answered by E&MM’s resident team of experts. If you have a query
about any aspect of music technology, or some information that might be useful to
other readers, write to Interface at the editorial address.

Having recently bought a copy of
m E&MM, I'm impressed by the

range of information presented.
Can you suggest a few up-to-date books on the
subjects of computer-controlled synthesis and/
or digital synthesis? This field changes so
rapidly that it’s hard for the small-scale
hobbyist to stay currrent.
8 David Parkinson

Montreal
Canada

A new book from Collier MacMillan
A entitled ‘Computer Music: Synthesis,
Composition and Performance’, written

by Charles Dodge and Thomas A Jerse, may interest
you. You might also like to investigate a series of books
published by William Kaufmann Inc under the banner
‘Computer Music and Digital Audio’. These include the
snappily-titled ‘Digital Audio Signal Processing: an
Anthology’ and ‘Digital Audio Engineering: an Anthology'

If you fancy moving beyond the numbers to consider
a broad range of perspectives on computer music from
such luminaries as John Chowning, jean-Claude Risset
and George Lewis, then another book in the Kaufmann
series titled ‘Composers and the Computer’ comes
highly recommended. All of these books contain
reference sections which should lead you along further
paths of discovery.

Dave Crombie’s book ‘The New Complete Syn-
thesiser’, published by Music Sales at £7.95, provides a
very accessible introduction to digital synthesis and
sampling techniques. For a change, it’s presented
‘within the context of instruments which most peaple
have heard of, so included is a section on Casio’s Phase
Distortion synthesis technique, for example.

Also published by Music Sales is ‘The Casio CZ Book’
by Dave Crombie and E&MM'’s very own Paul Wiffen,
which looks at the Casio synths and Phase Distortion in
more detail; this sells for £5.95.

You should also keep an eye out for the forthcoming
book on FM synthesis by John Chowning and Dave
Bristow. Given the background of its two authors
{Chowning is the originator of the musical applications
of FM, while Bristow is Yamaha's top product
demonstrator), there’s every reason to suppose this
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book will be the last word on FM synthesis and its
application in Yamahd's instruments.

Collier MacMillan can be reached at Houndmills,
Basingstoke, Hampshire RG2| 2XS, England B
(0256) 29242,

William Kaufmann, Inc can be reached at 95 First
Street, Los Altos, California 94022, USA B (415) 948-
5810.

Music Sales can be reached at 24 East 22nd Street,
New York, NY 10010, USA; or at 78 Newman St,
London WIP 3LA. BSt

First, thank you for publishing my
m letter in E€MM June '86; | hope

people are kind enough to get in
touch regarding Philip Glass recordings.

For your information, the New Music
Distribution Service which | mentioned in my
previous letter have informed me that it looks
likely the early Glass albums on Chatham
Square will be reissued (eventually) on
Columbia, which is good news.

Now perhaps you long-suffering folks can
help me with a related problem. Your review
of the Philip Glass video in fanuary’s EEMM
said: ‘Buy it now, or better still, get someone
to buy it for you for Christmas’. Well, I’'ve been
trying since Christmas and have drawn a
blank. None of the big stores such as Virgin
stock it, and my local record store couldn’t
trace it after many weeks trying. Do you know
where | can get it from, or who the distributor
is? If you can crack this one for me, I’ll mention
you in my will.

8 Philip Davies
West Kirby

No sooner said than done. Distributors of
the Glass video are Transatlantic Films,
who can be contacted on B 01-727

0132. By the way, can you leave me the Fairlight? @ St

P'm in a young band and hoping, at
[.] some future date, to find fame and

fortune with a recording contract.
| find myself in the position of a composer/
performer constantly committing original
musical ideas to cassette tape and despatching
them all over the country, and while | accept
that this is an essential part of attracting the
attention necessary to realise my ambitions, |
can’t help but feel concerned over the issue of
copyright.

Although I’ve recently taken to writing the
copyright symbol on my recordings, it seems
all too easy for someone to rip off a piece of
my work and hawk it around as their own.

Is there any easy way | can establish
copyright on my work?

B Les Gravelines
London

Legally speaking, copyright exists on all
your work from the moment you complete

it. The problem, therefore, is not one of
owning copyright on a song, but proving if and when
you actually wrote it

One common practice is to mail a cassette of the
song to yourself by registered post and leaving it
unopened, the postmark providing the date. Unfor-
tunately, this is not legally recognised proof of your
claims, though it may help you out a little in certain
cases.

The best way to establish your copyright is to leave a
copy of your demo with a solicitor or your bank
manager. Not only will this substantiate your claims,
jt'l also — at least in the case of your bank manager —
cost you nothing. It's worthwhile putting your own
name to your work, tao, as you may find you're not
taken all that seriously as Ali Borange, Viv Acious, or
Neil Sportscar.

Useful sources of information on this and related
subjects are:

The Performing Rights Society, 29-33 Berners
Street, London WIP 4AA, ‘B 01-580 5544; and the
Mechanical Copyright Protection Society, Elgar House,
41 Streatham High Road, London SW16 1ER, B 01-
769 4400. ® Tg
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PINION IS CERTAINLY

DIVIDED ABOUT DEPECHE

MODE. ‘Teeny-bopper band

making awful synth music’, some

would say. ‘Inspiring and
innovative pop’, others might putit. A
couple of years ago, somebody wrote
that Depeche were ‘the perfect
marriage of pure and applied
synthesis...with money’. And the editor
of this magazine, reviewing the band’s
latest long-player, Black Celebration,
referred to them as ‘easily the
strongest-willed and most deeply,
hearteningly talented of the all-synth
bands that made it big in 82’ (E&MM
May).

But to separate objective
achievement from subjective comment,
the fact is that Depeche Mode have
come a long way since they started out

18

in 1980 as a fairly conventional trio
based in Basildon, Essex. Martin Gore
played synthesiser, Andrew Fletcher
bass, and Vince Clarke guitar. When
singer Dave Gahan joined in 1981, the
band shifted its instrumentation to an
all-electronic line-up, and had an
instant success with ‘Dreaming of Me’,
aClarke-penned pop ditty that steamed
its way to the top of the indie charts
under the wing of Daniel Miller’s
innovative Mute label. That single and
the album it spawned — Speak and Spell
— set the tone for a generation of
melodic, tight-tempo electronic pop
bands. The Basildon boys had proved,
perhaps unwittingly, that a drum
machine and three synths could sound
as spontaneous, as rootsy, and as ‘fun’
as guitar, bass and drums. And theyalso
proved, with a bit more self-conscious
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effort, that musicians with little or no
playing dexterity could write better
melodies than the classically-trained
brigade, and make money out of them,
too.
Late in 1981, Clarke left the band to
pursue a career with Alf Moyetin
Yazoo (see separate story elsewhere this
issue), leaving room for Martin Gore to
explore his own songwriting talents,
subtly different to — though no less
inspiring than — those of Clarke. It was
Gore who put pen to paper to craft ‘See
You’, the band’s biggest hit to date
when it was released in January ’82.
Another album — A Broken Frame —
followed soon after, an early sign that
Depeche were not a band to shirk their
artistic responsibilities in favour of
swimming pools, fast cars, and women.
It was also a sign that the band were

E&MM AUGUST 1986



all-synth bands to stick to their hi-tech ideals w

Depeche Mode, with five albums and a long, successful pop career behind them, remain one of the few

hile continuing to keep their audience guessing. We speak

to two of the Basildon boys. Interview Paul Tingen

dritting into an era of post-Clarke
melancholy, in which the relentless
beat box rhythms began to take aback
seat to slower, more considered synth-
wash ballads.

With Alan Wilder installed as third
synth player at the start of °83,
Construction Time Againsaw the
Modes’ music take another unexpected
turn — this time in the direction of
industrial noise and metallic
percussion, courtesy of producer
Miller’s Synclavier I1 and its sampling
capabilities. Lyrically, Construction
had a stronger political stance than
before, with the single ‘Everything
Counts’ proffering a cynical overview
of big business, and ‘Pipeline’ — with its
compelling arrangement of Oriental
percussion, synth arpeggios and
funereal backing chants — takinga
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much-deserved swipe at the
exploitation of Third World countries
by multi-national corporations.

And still the hits kept coming. The
band’s most committed flirtation with
industrial sound, ‘People Are People’,
made it to number fourin the UK
singles charts, while signialling another
lyrical shift for Gore.

For if Construction Time Again was
political, its follow-up, Some Great
Reward was social in its commentary,
Gore and company turning their
attention to the problems of love, lust,
and marriage in the mid-1980s. The
pensive, mesmerising love ballad,
‘Somebody’, with its haunting piano
and heartbeat backing, was a highlight
in a rather mixed album of clever
touches but generally unfulfilled
potential.

ET THROUGHOUT THIS
TIME, Depeche continued to find
time for the jerky, mechanical
rhythms (electronic headbanging?)
that had been their musical trade-

mark since Day One. Couple that with

a sprinkling of arrangements that have

been too unlikely to succeed, and

Gahan’s occasionally monotonous

vocal, and you have the reasons for the

critics’ ambivalence, my own included.
Now Depeche Mode are based in

London, and there’s Black Celebration.

On it, we hear some impressively

coherent arrangements (just listen to

the title-track), a new -found and very
welcome symphonic touch featuring
deeper, warmer synth textures, some
strong, considered drum programming

(‘New Dress’), and just the one

headbanging track (‘Here is the p»
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P House’ » sandwiched between softer,
gentler songs. Gone are the simplicity
and directness of the Modes’ pop past
(with the notable exception of ‘A
Question of Lust’), which goes some
way to explaining the band’s
comparative lack of recent chart
success. And as for the cynics, they’d
probably say the band’s huge leap
forward in arranging skill doesn’t
camouflage an underlying inspirational
infirmity, a sad state of inertia in the
Tunes ’n’ Rhythms department.

Then again, carvinga longand
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successful career out of an
all-electronic line-up takes a lot of
courage, more than most acts in
Depeche Mode’s position are capable of
displaying. Limit yourself to synths and
samplers, and you have no tradition to
fall back on —other than the traditions
of songwriting. And there are a whole
host of dilemmas to work your way
around. If everybody plays the same
instrument, what role divisions are
there between the members of the
band? How do you get pieces together,
and how do you present sequencer-
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based music to a live audience? And
most important of all, how do you keep
your music alive and vibrant, when the
machines you’re working with force
you to use your head, not your body, to
give an idea musical form?

The sleeve artwork of the last two
Depeche albums has symbolised the
humanity-versus-technology struggle.
On Some Great Reward, a couple in
wedding outfits are surrounded by
industrial architecture; on Black
Celebration, tulips break up the dark
patterns of steel and glass.
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LAN WILDER, WHO1GET A
CHANCE TO MEET before the
release of Black Celebration, sces
my point about the sleeve of the
previous album. ‘Yeah, it did
occur to us, too. But that cover was
actually inspired by what we felt tobe
the lyrical content of the record: a
romantic couple facing the real world.

‘What you say is a kind of struggle,
because people tend to think that
technology is very cold, which it
doesn’t have to be at all. To me, our
music has always been quite warm in a
lot of ways, in its lyrical content, in its
melodies and so on. People are always
saying that electronic stuff can never
have the same feeling as guitars and
bass, but that’s rubbish. You use
whatever technology is available, and
it’s you that makes it cold or warm, not
the machines.

‘We always take a lot of care over the
sounds we use. In them we try tocatch
the atmosphere of the song, and often,
that does involve a lot of hard
searching.

‘And as far as drum and sequencing
go, our stuff is not dead on time. We do
actually play around with timing to geta
certain feel. We might use speeding up
or slowing down, or push the snare part
slightly ahead of the bass drum. But
obviously it’s all gonna be very tight.”

So Wilder, a tall, shy man in black
leather who scarcely looks me in the
face as we talk, clearly doesn’tbelieve
in the myth of mechanical-sounding
technology. And after listening to
Black Celebration, 1’m more inclined to
believe him. Between another round of
touring, recording and TV
appearances, I coax another Depeche
interview out of Mute, this time with
Martin Gore. With huge, staringeyes
and blond flowerpot coiffure, Gore isa
more open interviewee than Wilder. In
a series of keen, fragmentary sentences,
he reveals some of the reasons why
Black Celebration is so markedly
different in mood from its predecessors.

‘Partly, the album reflects us beinga
year farther on in our career, and
having a year’s more experience, which
we used trying to find new samples and
searching for new ways of arranging.
On the other hand, the songs mostly

N ADDITION TO SPENDING

MORE TIME on pre-production,

the Modes have also altered their

‘equipment setup to offer thema

more flexible approach to their
arrangements and song structures.
Their new nerve centre, effectively
replacing the Synclavier of old, is
nothing more than a BBC Micro with
UMI 2B interface and sequencing
software.

‘The UMl is very good for
programming song structures’, Gore
explains, ‘because it’s so flexible. The
Synclavier is OK, but it isn’t very
practical because once you’ve

Marvin-type guitar sound, an acoustic
guitar plucked with a 50-pfennig piece.
We’ve used that three or four times
now.

‘Then there’s the mandolin-like part
on ‘Here is the House’. That was an,
acoustic guitar sampled twice —once on
a down-stroke and once on an up-
stroke. We used them on alternate
notes, so every other note was adown-
stroke and all the in-between notes
were up-strokes. It sounded very funny
—almost like a real player.

‘There’s a Black & Decker drill in
the opening of ‘Fly on the Windscreen’,
and the rhythm of ‘Stripped’ was made

“When we want something that sounds non-acoustic, something that doesn’t reflect
or imitate a known instrument, we go for an analogue synth, often the ARP 2600.”

programmed a song, it’s very hard to
change the structure. It’s a bit rigid. So
instead we used the Emulator 11 for
most of the sampling work, and
connected the UMI and all the other
synths to it via MID1. We evenused
some Akai S612 samplers, because
they’re very easy to use and the quality
isn’t bad. The Synclavier is now used
mainly for drums, because youdogeta
good, powerful sound from it. Most of
the drum sounds on the album are
Synclavier, though apart from the
middle-eight, all the drum sounds on
‘New Dress’ are analogue ones from an
ARP 2600.’

Aside from the 2600, Depeche are
hanging on to a number of ageing
analogue synths, even though their
popular image among musicians is one
of having an up-to-the-minute sound.
An RSF Kobol, a Roland 100M
modular system, a Syrinx and even a
suitcase Synthi AKS still find a place in
the Depeche equipment list. Live,
however, the band depend on more
recent instrumentation, notably a
Roland Jupiter 8, an Oberheim OBX,
and a Yamaha DX7. And for Black
Celebration, they used a PPG Wave 2.3
for the first time.

Wilder: ‘When we want something
that sounds definitely non-acoustic,
something that doesn’t really reflect or
imitate a known instrument, we usually
go for an analogue synth, often the

“UMI is good because it’s so flexible. The Synclavier is OK, but it isn’t very practical
because once you’ve programmed a song, it’s very hard to change the structure.”

determine the kind of sounds we search
for, and the songs on this album are
much softer and gentler.

‘So we got some very rich, very warm
sounds like the ones on ‘A Question of
Lust’ and ‘World Full of Nothing’.
There are four tracks on the album
without any drums whatsoever, so it
was easy to make them flow more, make
them less jerky.

‘We spent more time on the
arrangements this time. We spenta
month at Worldwide International, a
small studio owned by Daniel (Miller),
just programming the album. We were
able to work more on the song
structures and arrangements, whereas
before we just programmed as we went.
With Some Great Reward, for instance,
the recording process had already
started while we were still programming
the songs.’
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ARP 2600. 1f we want something that
does sound like another instrument, we
turn to the digital or sampling
machines.”

More than most bands of their
generation, Depeche Mode have
embraced the technique of sampling as
an important contemporary music tool.
No factory disks for the Basildon boys —
with the help of Miller and long-time
engineer Gareth Jones, the foursome
have continually searched for new
sound samples and new ways of
manipulating them.

‘Usually we spend two or three days
before recording just sampling sounds’,
says Gore. ‘Then we sample as we go. If
somebody has a good idea, we just stop
recording and do some sampling.

‘Sometimes we use old favourites —
like one sample which we first used on
‘People Are People’. It’s a Hank

up of the sound of an idling motorbike
played half-an-octave down from its*
original pitch.’

Godre admits to being particularly
proud of one Black Celebration sample.
‘It’s not that audible, though. It’sa
sample from a record called ‘She Wants
to Mambo’, an old doo-wop disc. At the
end of each verse, the woman who sings
sort of moans. We sampled this moan
and played it up a few notes, which
made it sound like a girl moaning. We
used it on the chorus section of ‘A
Question of Time’.’

And then, of course, there are the
industrial sounds and treated vocals of
‘It Doesn’t Matter Two’, where a
sequenced vocal pattern gives the songa
distinct systems music character.
Ingenious use of a Friend Chip SMPTE
controller enabled the band to slow the
song right down at its end without
encountering any pitch problems, but
musically, the piece is painfully
reminiscent of Philip Glass, almost to
the point of plagiarism.

‘Probably we were remotely inspired
by Glass’, concedes Gore, ‘though 1
hardly ever listen to that kind of music.
But it wasn’t a piss-take or something.
It was serious .

RACING THE PATH OF AN

EMBRYO P1ECE of music

through the Depeche Mode

songwriting process is not an easy

task. It starts with Gore, or
occasionally Wilder, writing songs at
home, making demo versions of them,
and submitting the finished tapes to the
band.

‘Martin and I compose in totally
different ways’, says Wilder. ‘Martin
works on guitar and 1 on keyboards. Yet
we present our songs to thebandina
similar form. We work on our songs on
a four-track machine, and basically get
a demo to the point where there’sa
bassline, a rough rhythm track, most of
the melodies and all the lyrics. That’s
what the band gets to hear.

‘Then we all sit down with Daniel,
pick the songs we want to put on the
album, and talk over the good and the
bad points — whether we need to change
the structure or add or take outbits
here and there.’

Gore: ‘I still largely write my songs
on guitar, just to get the basic chord
structure. Then I move on to electronic
equipment to demo the songs. luse an
Emulator 11, aDX7, and an MC4 .
Microcomposer to sequence the stuff.l>
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I don’t pay too much attention to the
sounds at that stage, because you can
end up putting months of work into
that, and it’s something everybody
needs to work on lateranyway.

‘When it comes to production 1 tend
to take a back seat. If Daniel and Alan
and the others are doing something
which I really don’t like, I’ll obviously
say something. But I’m prepared to step
back because if I were to take over
completely, there’s be no point in us
being a band. It’s good to get some new
enthusiasm for the songs because I’ve
already worked on them for maybe a
month or two, while the rest of the band
are really fresh, and are more likely to
come up with new and inspiring ideas.

‘We’re all programming and finding
samples. Even David is now joining in
with that, which is good because he
used to be just “the singer”. On Black
Celebration I’m in turn singing four of
the tracks — ‘A Question of Lust’,
‘Sometimes’, ‘It Doesn’t Matter Two’
and ‘World Full of Nothing’ —because
we’ve noticed over the years that my
voice is more suited to the slowerand
softer'songs than Dave’s. Basically,
we’re a band without roles.’

Still, it’s Wilder and Miller who are
clearly the most heavily involved in the
more technical side. Daniel Miller’s
role, especially, is an intriguing one.

because he’s had a vestige of formal
training.

‘I had some piano lessons when 1 was
young, but that doesn’t come into ita
great deal’, he says. ‘The whole idea of
being musically competent is irrelevant
to me. I’m not interested in being a great
piano player any more. There are loads
of good musicians around, all far better
than me. If I'd auditioned foranother
band, they probably wouldn’t let me in.
But for me, it’s shaping songs and
sounds which is important.’

In practical terms, the result of this
attitude is that Depeché Mode have to
resort to machines to re-create their
sound live. A TEAC eight-track tape
recorder plays most of the drum tracks,
some basslines and a few other parts
which are either too hard to playor
can’t be reproduced for technical
reasons.

Wilder: ‘We never use sequencers
live because they go wrong too often. So
what we do is take the studio tapes and
re-edit them. Sometimes we’ll change
the structure of songs, or shorten or
lengthen various parts because we
might think something works better
that way live. Then we’ll play the
different fill-in parts as it comes. We
have no labour division there.’

In fact, Depeche use two tape
recorders because their set is simply too

“People say we’re pessimistic or manic depressive, but we don’t see it like that. We’re
just trying to get feeling, warmth and realism across in our songs.”

‘He’s a technical wizard when it
comes to synths’, says Gore. ‘He also
has a lot of good production ideas
concerning song structures, especially
on acommercial level. He might say, for
instance: “This middle-eight is very
good, perhaps we should start the song
with it”.

‘And he’s very good at building
sounds. We might start off a song witha
single sound on a sequencer and as it
progresses, bring in more sounds just to
make it richer. We did that a lot on this
album — making layers of sounds all
play the same part to get a full and warm
effect. We could do that because we
went 48-track for the first time. Before
we used 24-track, which meant that we
sometimes had to put three or four
sounds on one track. This time we
could minimise that, which made things
alot easier when it came to mixing.’

Engineer (and now co-producer)
Gareth Jones is the man who ‘puts it all
together’ in the studio, according to
Gore.

‘Gareth is great at getting the sounds
which we find transferred to tape
without any loss of character. This time
we tried not to put too many effects on
at an early stage. We put a lot of parts
down very, very dry, and then worked
on the effects when it came to mixing.’

O MUCH FOR RECORDING.
What about one of the dilemmas
mentioned earlier, the one about
playing sequencer-based music
live? Well, one thing’s for sure: the
Basildon boys are no more enamoured
of keyboard-playing skill now than they
were when they first put fingers to
synthesiser keys five years ago. Of the
four of them, Alan Wilder is probably
the most gifted player, and that’s only
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long to fit on one tape. And which song
do they have programmed intoa
sequencer to fill in the gap caused by the
tape change? You’ve guessed: ‘It
Doesn’t Matter Two’, complete with
the slowing-down at the end.

Gore: ‘Programming that was a real
nightmare, because the Emulator
sequencer is all at one speed. What we
had to do was write in unjustified
measures, because otherwise the
sequencer would auto-correct the slight
tempo deviations which we put in. But
then, the sequencer is high-resolution
soit’s never totally unjustified. In the
end we made it, but don’t ask me how.’

But isn’t it all a bit boring, standing
there tied to a tape recorder,
reproducing the same, easy-play parts,
nightafter night? Martin Gore, in the
third month of a world tour and facing
several more months gigging in the
States, replies tentatively.

‘It’s a bit of a dilemma, because when

enjoyment comes from the contact with
the public.

‘And we do put on a good live
performance. We’re one of the most
exciting bands around. First, we always
get a very good sound, because
everything goes directly into the PA
system. Second, we have a lot of vocal
harmonies, which make a very big vocal
sound. And third, we take a lot of
trouble over the stage set and a good
light show. Dave has also become avery
good frontman over the years: he
manages to communicate very well with
an audience.’

HICH IS ALL FAIR

ENOUGH, REALLY.

Depeche Mode’s live

performances are usually very

successful, wherever in the
world they may take place. But that
leaves the question of the band’s
diminishing success on their home
teérritory. The Basildon boys are
spending a lot of time abroad, and in
their absence, the last couple of singles
haven’t done too well in the UK charts.
Is the public getting disinterested, or is
the band itself losing some of its
charisma?

Gore: ‘It’s difficult to say, but itisn’t
bothering us that much. At the moment
things are looking very healthy for us in
Europe and the USA. If Britain wants
to remain ignorant, it can. We’ve been
pretty successful at home for five or six
years. I think people might lose
enthusiasm because they might be
temporarily satiated.”

And Gore isn’t tempted to write
another ‘See You’ just to.get back to the
top of the tree. As faras he’s concerned,
Depeche’s current dark image stays.

‘We just let things happen’, he says.
‘I work on my songs and see what comes
out of them, without pursuingany
planned result. And I know people in
England say we’re really pessimistic or
manic depressive. We don’t see it like
that. We’re just trying to get some
feeling, warmth and realism across in
our songs. We like to think our songs
are more reflective of life than most of
the music that’s around in the charts
these days. A lot of it is just up, up, up
all the way. That’s the sort of thingthe
radio likes to play and people like to
buy. When peoplehave a choice
between buying ‘Sunshine’ by
Imagination and a record by a group
that’s labelled manic depressive, what

“We’re all programmingand finding samples. Even Dave is doing that now, and he
used to be just ‘the singer’. Basically, we’re a band without roles.”

you’re in your fifth month of touring
you can’t enjoy every night any more.
It’s getting to the point already now
where I can almost go through the
motions half-asleep. Now 1
automatically change disks at the right
moment, without even thinking about
it. It is quite boring, but we owe it to the
fans to play live because the concerts
always go down really well. The
audiences love it.’

Alan Wilder has a similar story. ‘I’m
not looking for musical excitement live,
because I know what it’s going to sound
like before 1 go on stage. Live playing is
only about reproducing our music ina
very tight and good way. My main

do they buy? (laughs)

‘What we try todo is present a
different kind of pop music to the
masses. So we go through the routine of
glossy magazines and TV shows. But
that doesn’t mean our music has to be
like everyone else’s music.’

A brave way of looking at things, 1’d
say. Why all the pessimism? Gore
blushes and looks away nervously
before answering: ‘You do get more
cynical as you get older, don’t you?’
And how old is Gore, exactly? ‘Nearly
25 now’.

Guess it’ll be interesting, hearing
what Depeche Mode have to say when
they’re 30. ®
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FrRoM A FIVE STROKE ROLL TO A FIVE PIN DIN

MTM. THE TOTAL PERCUSSION INTERFACE [SIMMONSJ

MTM — 8 CHANNEL, PROGRAMMABLE MIDI-TRIGGER-MIDI INTERFACE. 16 FUNCTION PROCESSING OF INCOMING AUDIO AND MIDI DATA TO
TRIGGER AND MIDI OUT. PROGRAMMABLE EFFECTS INCLUDE ECHO, STEPPED SEQUENCE, DYNAMICALLY CONTROLLED SPLIT AND LAYERED CHORDS.

PROCESS. TRIGGER ROUTE, MIDI AND EFFECT DATA ALL STORABLE. 20 FACTORY AND 99 USER PATCHES. 10 PROGRAMMABLE SEQUENCES OF PATCH
CHANGES, FORWARD-REVERSE FOOTSWITCH INCLUDED.

SIMMONS ELECTRONICS LIMITED, ALBAN PARK, HATFIELD ROAD., ST. ALBANS, HERTFORDSHIRE. TEL: 0727-36191
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E-mu Emax

Sampling Keyboard

24

AL

An ‘In Brief preview that's two pages long?
Appalling, isn’t it? When will Paul Wiffen learn to
keep his mouth shut, his paper quantities down, and
his wordprocessor in check! Probably never, and
certainly not when there are instruments as interest-
ing as E-mu Systems’ new Emax sampler around to
preview. One trip to E-mu's Californian headquarters
and he's away, grabbing hold of one of just three
prototype Emaxes currently in existence, and putting
it through its paces.

Prototypes being what they are, though, Wiffen
finds a fair bit of Emax’s software still in the process
of being written, so a fully-blown review will have to
wait a month or two. In the meantime, here’s a
rundown of what the ‘baby Emulator’ can do to get
your mouth watering, because what there is of Emax
now is already pretty impressive.

Emax retains the same sampling format as its big
brother, the Emulator I, but E-mu’s engineers have
succeeded in reducing the fundamental circuitry so
‘much that it can now be fitted on a single silicon chip,
known as the E-chip - hence the dramatic reduction
in cost. What's more, memory chips have now come
down sufficiently in price to allow the Emax to hold
the same amount of sample memory as the original
Emulator .

This means that at the same sample rate as the
Emulator Il - around 28kHz - Emax samples for the
same amount of time: over 17 seconds. But E-mu
have added variable sampling rates from 15kHz to
40kHz, the range given in the preliminary specifi-
cations. However, on the prototype unit | tried, the
display gave the maximum sample rate as 42kHz,

which makes Emax at least the equal of the Prophet
2000 and Akai S900 in this respect.

And the quality shows, too. Recording direct from
a CD player, sound fidelity was extremely fine,

rreaching well into those high frequencies above

13kHz which many samplers reproduce poorly or not
at all. Of course, you pay for this extra facility by
having less sample time available. Maximum sample
length at this rate was just over eight seconds, but
fortunately, the display told me exactly how much
time was available in seconds, not K of memory or
hexadecimal.

It’s the display (similar to that of a DX7) which

‘makes sampling with Emax so easy. On entering

Sample mode, the bottom line of the display acts asa
VYU meter in much the same way as the Ell’s, and a
threshold can be set visually using a slider. In fact, all
the other instructions in Sample mode (Arm Sampling,
Force Sampling and Stop Sampling) operate ident-
ically to those on the Ell.

This user-friendliness isn’t restricted to sampling,

‘though. It also extends to the use of all the other

modules, and to the provision -of one all-important
button (missing on most samplers): a dedicated ‘load
all’ switch, which means you only need to perform
one action to load a new disk. A Godsend in live
performance.

The other modules of Emax (besides Sample) are
Master Control, Digital Processing, Preset Manage-
ment, Preset Definition, Analog Processing, and the
Sequencer. Each of these has its menu printed on the
front panel (no loose card to lose with Emax), so you
can look up which options you want to use and key in
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the appropriate number on the keypad. Alterna-
tively, you can‘use the data slider to scroll through
the options and then press Enter to select the one
being displayed.

Master Control governs essential functions like
master tuning and disk formatting/copying. But it
also holds a few more unusual features like Select
Velocity Curve and Bird Run. The first is an excellent
feature which allows you to personalise the touch
response of the keyboard to suit your own playing
style. The second is a little bit sillier, causing an Emu
(yes, the bird) to trot across the display. I'm not sure
exactly why it does this, nor am | sure why it’s there at
all. But | am sure E-mu could have made better use of
the memory and processing power Bird Run takes up.

Digital Processing covers all the things you may
want to do to a sample once you've made it. First
there’s the essential Truncate, which allows you to
trim any unwanted material from the beginning or
end of the sample. Being able to type in individual
sample numbers is a great benefit here, as sliders can
be a bit fiddly for fine adjustment.

Next come the two loops possible on Emax: the
normal loop and the Release loop. Each can be
specified by its start point and length. However,
before you can begin to adjust these loops you need to
go to the Mode parameter to turn the loops on, which
is a bind. Once you've done this and set start points
and lengths, Emax gives you the option of using
Autoloop, which works by finding the nearest zero
crossings. This goes a good way towards getting rid of
awkward clicks or glitching in a loop.

If this is not enough, however, there's another

feature - new on an E-mu keyboard - called Cross-
Fade looping. This process actually smooths out the
data around the loop point to create a ‘seamless’ join.
It works wonders provided you've got as close as
possible beforehand using the manual and Autoloop
“functions.

Other, more ‘experimental’ Digital Processing
options include Tapering, Splicing, Combining and
‘Digital Effects, but these were yet to be implemented
~on the Emax we tried.

Preset Management is a utilities module, allowing
different presets to be Created, Copied, Saved,
Named or Erased - essential if unexciting. More
interesting things go on in the Preset Definition and
Analog Processing sections. In the first of these, you
can set up all the crossfades and switches you want.
There are three options here: Positional (to smooth
out the differences between multisamples as you go
up the keyboard), Velocity (to allow different force
keystrokes to trigger different samples recorded as
‘hard’ and ‘soft’ performances), or Realtime (which
allows you to use the mod wheel to change between
+samples).

It’s only when you set up one of these crossfades
that you notice what is one of the strongest points of
Emax. Normally, when you make such assignments
on keyboards, the machine's polyphony is halved: if
you're using two voice channels to play different
sounds from the same note, then you can only sound
half the number of notes. But not on Emax. Each
voice is provided with the equivalent of two
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oscillators, so it can play back two samples simul-
taneously.

The usefulness of this isn’t restricted to crossfade
assignments. In Dual Yoice mode (another area of
Preset Definition), two different samples can be
layered to provide, say, Brass and Strings or Piano
and Nose-Flute together, again without losing poly-
phony. This feature is also responsible for the
chorusing provided in the Analog Processing section.

Preset Definition also covers MIDI options, pitch-
bend range, arpeggiator setting-up and real-time
control assignments. The last-mentioned refers to
the controllers: left wheel (sprung), right wheel,

‘pressure (Emax features a pressure-sensing keyboard

as well as velocity control), pedals, footswitches, and
MIDI controllers, all of which can be assigned to a host
of destinations: pitch, filter frequency, level, LFO,
attack rate and sustain, to name but a few.

The two wheels, incidentally, are on the small side
and can get fiddly to use, though their action is fine.

The Analog Processing section contains all the
things keyboard players raised on MiniMoogs, Prophet
5s and Juno 60s can't live without: VCAs and VCFs
(with their own independent five-stage envelopes),

filter tracking and resonance, LFOs and velocity

amounts to level, pitch, filter, attack and panning.

Panning? Well, Emax allows you to pan each voice
to a stereo position, and then move it either through
velocity or LFO control. It makes for great effects or
realistic mixing, whichever you prefer.

On top of everything else, Emax has a sequencer.
Not an exhaustive one, it’s true;, but then it's not
designed to be. The idea is that you can dump
sequences recorded on more powerful systems
(either PC-based packages or stand-alone units) into
the Emax, and then save them onto the same disk
you're keeping your sounds on. This means that,
during a live performance, you can have everything
loaded from one disk. And despite its basic specifi-
cation, the sequencer is capable of muiltitrack
recording and is particularly strong on the sychronis-
ation side, featuring not only MIDI clock but also
MIDI song pointers, which allow you to record and
playback from anywhere in the track. Emax can also

‘receive 88 notes via MIDI, over all 16 MIDI channels,

simultaneously if necessary.

On the back of Emax, in addition to the || audio
outputs (Mix, Stereo, R and L, and eight individual
outputs), the MIDI connections and the sample and
footswitch inputs, sits an RS422 computer port. This
will enable visual editing software on computers such
as the Apple Mac to communicate with Emax much
faster than MIDI can. And as it turns out, Digidesign
have already told us that they hope to have their
Sound Designer Mac package available for Emax at
the time of the keyboard's release this autumn. B
Paul Wiffen

Prices US: Emax keyboard $2595; Emax rack-mount
module $2395; UK prices to be announced
More From E-mu Systems, 1600 Green Hills Road,
Scotts Valley, CA 95066. B (408) 438-1921

Trade members can see the Emax during an E-mu
Systems product presentation at the Royal Garden Hotel,
Kensington on July 30 and 31.
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Roland MC500 Sequencer

So, there’s a new Roland sequencer at a price
significantly less than that of the MSQ700, something
of an industry standard over the last couple of years.
Yet amazingly, the new MC500 is a lot more

“sophisticated than the MSQ. In fact, the only machine

which bears any sort of comparison with the MC500 is
the Yamaha QX|, in that its operating software is at
the same level of flexibility. ‘

* But the new Roland scores over the Yamaha in
several areas, like price, ease of operation, and MIDI
implementation. To start with, its five-track format
provides for a real innovation: a dedicated track for
recording a rhythm part. This means that drum

- machines which are unable to store velocity data can

be used as velocity-sensitive units - if the drum parts
are programmed from a suitable keyboard or set of
drum pads.

Complete freedom of movement is possible
between real- and step-time recording, playback and
editing without the delays that result from disk
access. This means you can program a part in step
time, overdub a second track in real time, try some
auto-correction on that track, revert to the original
or use a different value if necessary, copy sections of
the piece or insert or delete measures, without any

annoying pauses caused by the machine needing to

load different software to accomplish the tasks
you're asking of it. All this makes for faster music
composition, which is what sophisticated MIDI
sequencers were supposed to be about in the first
place.

Another exciting aspect of the MC500 is that it's
able to record and play back MIDI System Exclusive
data, not just from Roland instruments, but from
other popular machines, too. This means you can
hold all the parameter. information for an FM or
analogue patch along with the sequence to be played,
all on the same disk. If that doesn’t save a lot of
messing around with different RAM packs, I'll eat my
chips.

The MC500 is also (as far as I'm aware) the only
sequencer which allows you to bounce tracks together
and then, if you need to re-record or edit them at a
later date, to separate them again. This is possible
thanks to the format of the sequencer’s MIDI
assignment. Data for each MIDI channel is memorised
independently within each track, and is always
accessible simply by specifying which MIDI channel
you want to work on --much as you would do with

L e MCSS00

tracks on a standard sequencer. This gives you the
equivalent of 64 tracks to work with internally, all of
which can then be bounced down to 16 tracks, with
different MIDI channelisations, in your finished song.

The four discrete tracks give you enough ‘elbow
room’ for any simultaneous editing and subsequent
bouncing operations you may want to perform in the
course of your recording.

The MC500 hardware (as distinct from the initial
software supplied with it, which is known as MRC500)
has two independent MIDI Outs. Currently, - this
allows you to assign different channels to each socket
(in case you're stuck with an old synth that tries to
play all incoming MIDI data), or even send justa MIDI
clock signal from one to allow slave sequencers or
drum machines to take timing data without getting
all the note information being sent from the other.

But seeing as the MRCSOO software is entirely disk-
based, there’s no reason why updates or different
software packages couldn’t provide for two indepen-
dent MIDI buses, each with their own 16 MIDI
channels, allowing 32-track operation. Roland have
already announced an alternative systems disk which
works in the same way as earlier models in the MC
range, ie. as a true Microcomposer.

Synchronisation is also an MC500 strong point, and
two of its most important implementations are Sync
Record and MIDI Song Pointers. The first allows you
to record new tracks while the tempo of the MC500 is
being controlled either from another MIDI device, or
from tape code. The second means that sequence
playback or recording can'start from any bar in your
piece of music.

In conjunction with a suitable SMPTE adaptor, the
MC500 will be the only sequencer on the market that
can easily replace or augment tape tracks, all the way
to the mixdown stage.

The MC500 seems set to open a lot of musicians’
eyes to the possibilities of MIDI-based recording -~ not
simply as a replacement for or an addition to
conventional tape, but as a sequencer whose disk-
based software allows it to grow with new develop-
ments, rather than getting left behind by them. &
Paul Wiffen '

Price £799 including VAT

More from Roland UK, Great West Trading Estate, 983
Great West Road, Brentford, Middx TW8 9DN.

R 01-568 4578
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ROLAND SUPERJX 189900

Roland AlphaJuno! 43900
Roland AlphaJunoll 77500
Roland MC500
Micro-Composer 799,00
Roland Sampling Keyboards
Arriving Soon

YAMAHA DX 100 349.00
YAMAHA DX 27 47500
YAMAHA DX21  649.00
YAMAHA DX7  1299.00
YAMAHA KX5 13000
YAMAHA PF80  999.00
YAMAHA PF70  899.00
YAMAHA TX7 499,00
YAMAHA QX21 25900
NEW YAMAHA CX5 Mk II
IN STOCK NOW

Save ££€s on
all Casio Models!!

Casio SKi1
Sampling sensation 99

Casio CZ101 299
Casio CZ1000 399
Casio CZ3000 495
Casio CZ5000 695
Casio CZ2305 295

CAEO

e e =

s tee——

You’ve read about the latest
products in the music press...

You’ve seen them at the

Massive
Savings
on all Boss
Products
including
Micro-rack

Music shows...

Now get your hands on them
at ABC MUSIC!

Save up to 30%
on Carlsbro

Peavey Roland
Customsound Yamaha
Session amplification
plus many used bargains
Send for Amp Info-pack
with details of all our
prices and mail order
service

vt 7

] - Join the
Price Breakthrough L] Rhythm Revolution
Roland TR505 24900
g:ﬁ%ar;‘"afggi?"g @ | Roland TR707 499,00
Q,Q Roland TR727 45000
easy to use 9% Za{ | Roland Octapad 399.00
o £160 o> Q YamahaRX21 22900
p Qﬁ@@’ YamahaRX21L 22900
f Yamaha RX15 399.00
A(B£$ 5"0' 'Cg 5?5 @ _d YamahaRX11 599,00
SUP &P Casio RZ1 399.00

Save £££s
on Aria, Westore,
Ibanez, Fender, Tokai,
Squier, Yamaha,
Guitars & basses
Send for guitar

info-pack with details
of all our prices and

mail-out service

Simmons Electric
Drums
now at unbelievable
prices

Available at our
Oxford Branch

Callin and
try the complete
Simmons Range

You’ll get a square deal at:

® ]14-16 High Street. Addlestone, Surrey
(Just off Junction 11 - M25)

0932 40139/54811

® 324 Farnham Road, Slough

(just off Junction 6 —M4) 0753 822754

@® 56 Surbiton Road, Kingston, Surrey
(near Kingston Polytechnic) 01-546 9877
® 44 St. Clements, Oxford 0865 725221

g,o_%'b Ask about our amazing
Fostex 8 track package deal
Visit our special Demo Studios IT CAN'T BE BEATEN
at Oxford Addlestone with all
the latest 8 track recording STEINBERG SOFTWARE
gear, effects and accessories ON DEMONSTRATION
pius all that’s new in
Sampling Technology—Book Sequencer packages for
an appointment for extra Atari ST 520 and
special attention Commodore 128
Oxtord 0865 724820 Available now plus editing
Addlestone 0932 59675 kits for DX-Mirage-CZ efc.

Alesis Midi Verb and
Midi-Fex in stock now

£395

Yamaha SPX 30
in stock

£595

Tascam 388 the ;
Ultimate ‘Portastudio’ lnl\?ltaaim)edric: !
Complete with Friendly Service
Tannoy Stratford and Expert Advice
Monitors, Accessit ]
monitor amplifier Open six days a week
SE.D. stand Late night Thursday
complete £2,699.00 till 700 pm
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INTEREST<

IPSWICH

COLCHESTER

/QNE HOUR “

[ HOT NEw PRODUCTS |

THE FANTASTIC
YAMAHA DX27

DX 27 Digital I#rlgf?ENsT
Programmable Sl

Algorithm Synth
192 Presets £499

bt 2 Stitad
FF EREVre-Fih ey

YAMAHA DX24

BUY ON
INTEREST.
REEH.P,

128 PRE PROGRAMMED VOICES.
32 MEMORIES.

8 NOTE MIDI POLYPHONIC
SYNTHESISER £599

YAMAHA PF70

76 Key Midi equipped FM Electronic Piano
Real plano feel - real piano sound

Unreal piano price of only £899

YAMAHA PF80
Same as PF70 but with 88 keys £999

128K memory £499
New Sound Module

RX21 £249
BUDGET PRICED
DRUM COMPOSER

RX21L Latin Percussion Unit £249
DX100

—-——
BUYON
INTEREST.
'REEH.P,

THE ONE & ONLY YAMAHA DX7

Superb new FM Synth from Yamahe
192 preset voices
Only £349

FM Tone General oM
Midi equipped
32 voice memories

[=Roland

ALPHA JUNO |

Special offer €495

[ HOT NEW PRODUCTS N

SPX 90 - Digital Multi Effect
Pracessor/Reverb

Effects include Reverb, Early reflection,
Delay. Echo, Modulation, Auto Pan, Vibrato,
Pitch change. Reverb and gate. Freeze,
Compression, Parametric EqQ.

Price £599

Midi Sequencer £259

YAMAHA MT1X

Muttitrack Cassette
Recorder
New Model-£449

TR505 Digital Drum Machinele s fi ~aareil 2

16 Voice 6 Track £249
Alpha Juno Il Synthesize:
Touch sensitive with after touch £799

N

The very latest synth
an affordable price

from Roland M ' NP, |

In Stock Now £499 P e

TR707 RHYTHM COMPOSER
Stores 64 rhythm patterns. Velocity
sensitive. Midi. Individual outputs efCTERS
SUPERB VALUE AT ONLY  £449

JX8P

SRV 2000 DIGITAL REVERB  £4100 4 =

Midi Polysynth
Price £1149

MKS7 Super Quartet
The most sophisticated sound module ISL‘I{;ROENST
ever made DEMO MODEL £64 .-'REE:: [3

. JUNO 106

W ogrammable

‘Oly Synth with Midi

includingstand  in stock £599

PAD8 OCTAPAD BUY

yoNi
“The first mich compatitle pad oo |
controller. Touch sensitive -

. €329 Liverpool 21 fret short scole,
L 3 pickup. semi hollow body £588
330 Thinline semi acoustic, 24 fret,
| 2 pickup, dot inlay, mono £595
0350 Liverpoo! 24 fret full scole 3 pickup,
semi hollow body £655
©® 360 Deluxe thinline, semi acoustic, stereo,
inlaid neck £675
04003 Bass - Roundwound strings. stereo.
& neck, full inlay £669

BOSS MICRO-RACK BOSS PEDALS
g veriFa

EEFESR % Dimension & £ﬁ°23
) mension

Y2 rack width

RDDA0 Delay £449 OD2 Turbo overdrive £59

RCL10 Compl

DSD2 Digttal Sampler £460
Limiter £445

DD2 Digital Delay
CE3 Stereo Chorus
RBF10 Fionger £415
Digitat Sampler£499

BF2 Flanger

DM35 Analog Deloy
RGE10 Eq. £115
RPH10 Phaser £445

CS2 Compressor
DS1 Distortion

The New Fender 70s Strat £299

The New Fender Standard Strat £399
The New Fender Standard Tele £395
The New Fender Deluxe Strat £599

B Squier Strats £249

Squier Teles £235
Limited Edition Re-issues of Jazzmaster,
Tele Thinline.

Tel: (0473) 54996

WEEH.po

DW 8000 'Ssynth 240
SQDI1 MidiRecorder +Disc Drive £599
Poly 800'IL Poly Synth +.DDL 49

Model 1 Guitar....

Model 1A Guitar.

Model 2 Guitar ....

Model 3 Guitar....

Model 3A Guitar.

Model 4 Guitar
Model 5 Guitar.
Model 6 Guitar

Model 1B Bass......

Model 2B Bass

Model 3B Bass




tenist ree Cradit:

® % 5060000600060 0 00
® 0 5606000608 0600000060608 008

EASY FAST INTEREST FREE H.P SERVIE
!GOODS REQUIRED

The Customer
_Full Names:

PORTA ONE

Mr/Mrs/Miss
Full names of spouse
(if signing}: —

Home Address

Howilong? Phone No:
Previous address

_ lif less than 3 years) i

4 Track Cassette
Just £399

244 Porta Studio
Parametric EQ, DBX.
Now only

£739

e = .

is the first complete 8 channel
recording system, consisting of a full
function 8x8x2 mixer with a full servo
controlled 8-track reel to reel recorder.
Compact yet professional.

Price £24560

THE NEW 246 PORTASTUDIO
with 6 input full function mixer and 4
channel 2-speed DBX cassette
recorder.

All for £899

Number of
Dependants [J

Marital

Status Married(] ~ Single O

Accommodation House [] _ FatO |
With Monthly
| Buyingl ~ Renting[] Parents (] Amount £ -
Name and address of Landlord

or Mortgage Holder:

38 8 Track Reel to Reel P.O.A.

TEAC V340 | D
Cassette Mastering

Recorder £99
Teac W440C Twin

Cassette £239

3 i %
SRgR'ee AN Tenewaw
How Long?
Commission
Monthly 0 Weekly (J Only

Position

Netincome £ -
Previous employer
_lif less than 3 years):

e w
===

S$612 Sampler & MD280 £799

S900 8 Voice Polyphonic Digital Sa
AX73 73 Key Controller Keyboard £
MX73 73 Key Controiler Keyboard 2%
VX90 6 Voice Rack Mount Synthesizd
CPZ 1000 Midi Recorder &

Systemn Controller £4699

Position How long?

X15 Multi-Tracker £259
260 Multi-Tracker £799
80 8-Track Recorder Hi-Speed£1695
450 Mixer £699 Accessit Stereo
Reverb £135

Accessit Noise Gate £42

Accessit Compressor £42
§ SECK 6/2 Mixer £295

Bankers:

Branch Address:

Type of

account Current (] Savings [1 Deposit (] Loan (]

—
100w Valve Master Vol Amp £360
50w Valve Master Vol Amp £294

Just fill in the above and return to either of

100w Valve Switchable Split Channel
& Reverb £444
4x12 Cabs 300w £294
12w Practice Combo £80
30w Guitar Combo £163
50w Guitar Combo £265
75w Guitar Combo £283
100w Guitar Combo £359
50w Guitar Combo (Valve) £313
New 12 waft Mini Stack

Bass & Keyboard Amps in stock — Phone

AH 500w &Amp Head with GP4141 Preamp £758
AH 350w Amp Heod with GP11 Preamp £675
AH 250w Amp Head with GP14 Preamp £595
AH 150w Amp Heod with GP11 Preamp £440
o 1145 150w plus GP11-1 x 15 Combo £749
I 1110 150w plus GP11-1 4 x 10 Combo £704
1818 1'x 18 and 1 x 10 Cab £440
1048 4 x 10 Cab £330
15618 1 x 15 Cab 80 £315
1514 1 x 15 Cab 822 £330

Audition Guitar'’20w £95

Back Stage Plus Guitar Combo - 35w £459
Bandit Guitar Combo 65w £279
Special Guitar Combo £379

MX Gultar Combo 130w £499
Encore Guitar Combo 65w £379
Century Bass Head 100w £225

Mark IV Bass Head 300w £469

KB 100 Keyboard Combo 65w £279
KB 300 Keyboard Combo 130w £465
XR400 100w PA £375

XR500 130w PA £399

TKO65 Bass Combo 65 watts £269
TNT130 Bass Combo 130w £389

300 Watt Bass Combo £569

Marlin 150 PA £275
Cobra 90w Bass Combo £223
Cobra 90w Kbd Ccmbo £289

BUY ON
INTEREST:
REEH.R%

our shops and your application will be
processed immediately.

Tel: (0206) 65652/5710630
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THETIMEMACHINE

While Bob Moog was still experimenting with vast ‘telephone exchange’ modular synths, a British company
was producing the world’s first mass-market synthesiser. We take an affectionate look back at the EMS
VCS3, and examine how well it stands the test of time. Annabel Scott

magine the typical Japanese

design job, and you think of sleek

lines, tasteful colour schemes,

logical (if sometimes bafflingly

complex) control systems, and a
general air of professionalism and
competence. Imagine the typical
British design job — and you’ve got
the VCS3.

That’s not to knock the basic
design of the old EMS synthesiser.
At the time EMS went into
production in the UK (sometime in
the late sixties), Bob Moog had just
launched his modular synthesiser
range in the States, and such
equipment was impossibly
expensive for the British musician.
Moog synths were large, unreliable,
far from portable and, of course,
expensive. Electronic Music
Studios (EMS) in the shape of chief
designer Dr Peter Zinovieff, aimed
for something portable, relatively
affordable, and definitely
home-grown.

The VCS3 (it stood for Voltage
Controlled Studio Model 3) was
Zinovieff’s attempt to introduce all
these factors, and it was massively
successful, albeit mainly in the UK
(the company’s German and
American offices never did get their
export services together properly).
At the same time, the machine
introduced a few typical design
philosophies which have been
cursed for their limitations and
missed in their absence ever since.

The first of these was the Pin
Board. Like the Moog systems, EMS
synths were modular, though on the
VCS83 and its briefcase-borne
portable version, the Synthi A, the
modules available were
permanently fixed. But rather than
using double-ended cords to patch
the modules together, EMS took the
inputs and outputs for every module
to a matrix of relays which could be
shorted together by pushing metal
pins into holes in the matrix. With
‘sources’ down the side and
‘destinations’ along the top, the pin
board provided billions of possible
patches in a space much smaller
than a reasonable fistful of jack
sockets.
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Suitcase version of VCS3 was known as Synthi
AKS, had touch-operated keyboard and 256-

note sequencer built in

Some of the facilities linked by
the pin matrix were fairly standard,
some very unusual. For instance,

both the VCS3 and the Synthi A

had three oscillators as follows:

OSC1 1H:z-10kH:z Sine/Sawtooth
OSC2 1Hz-10kH: Square/Triangle
OSC3 0.05-500Hz Square/Triangle

Due to the wide pitch ranges, any
of these could be used as audio or
control oscillators, and since the pin
board allowed each oscillator to
control any of the others (and even
itself), the possibilities were almost
endless. Pitch was set via a Vernier
pot with Coarse and Fine controls,
but with very little allowance for
conventional musical tuning or
octave switching — there wasn’t
even a 440Hz tuning oscillator.

The VCS3 filter was fairly

understandable, with just
Resonance (marked ‘Response’),
Frequency, and Output Level
controls. As a simple low-pass filter
it wasn’t amazingly powerful,
though it could be set to resonate
and it tracked fairly well if used asa
fourth audio source. Jean-Michel
Jarre, who swears by his VCS3s (he
has six), has long since replaced
their filters with Moog circuits.

White Noise — with Colour and
Level controls — was also provided
onboth VCS3 and Synthi A, and
this could be used asa control
source for random effects.
Unusually, a spring-line reverb was
also provided, and this could add a
great deal of depth to the EMS
sounds — though it meant that
leaning on the synthesiser while
working could lead to the
appearance of unwanted clonking
noises.
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Il these effects could be passed

through a ring modulator and

an envelope shaper of

somewhat bizarre design. As

well as having Attack and
Decay parameters (with the pots’
clockwise movement marked ‘Slow’
in each case), there was a parameter
cryptically known as ‘On’ (better
known as ‘Hold’ on later Korg
synths) and another named ‘Off’
(with the maximum setting known
as ‘Manual’).

Additionally, there was a Level
section with Trapezoid and Signal
parameters, which allowed several
other parameters to be controlled by
a DC version of the envelope signal
for stereo panning and other effects.

Yes, the VCS3 was a stereo
synthesiser, with individual
panning and filtering on its output
channels, built-in stereo speakers,
mic and line inputs with level
controls, high and low outputs, and
even an auto-trigger facility for the
envelope shaper on one of the line
inputs. Inits bwn way the VCS3
was pretty accessible, though for
some reason, Dr Zinovieff decided
not to adopt Bob Moog’s one-volt-
per-octave standard. A typical EMS
standard was around a third of a volt
per octave, though as we’ll see, the
company didn’t want its clients to
feel constrained even to think in
octaves.

A couple of major features
remain unmentioned, one common
to both VCS3 and Synthi A, one
packaged only with the latter
machine. The first of these is the
joystick, which has survived
through to the Korg synths of today,
but which took on a far more
versatile role on the EMS synths.

"The joystick’s Up-Down and
Left-Right movements, each with
individual scaling controls, could be
set to affect almost any parameter
on the synth, from pitch to
modulation speed to reverb mix
(ves, the reverb mix was voltage-
controllable too). Although the
EMS joystick has most often been
seen in the act of being furiously
twiddled by Jarre or Tim Blake for
wobbly sound effects, it could in
fact be a powerfully expressive
performance device — always
assuming you were using the synth
for anything which could be termed
a ‘performance’.

That’s where we come to the
other facility, the keyboard. The
VCS3 could be bought with a
mechanical keyboard called the
DK1, which plugged into a special
socket — though on very early
models, you had to patch it into the
pinboard with a loose wire
terminating in a patch pin. But the
Synthi A usually came packaged
with its own keyboard, the KS
(becoming known as the Synthi
AKS), which was a capacitative

E&MM AUGUST 1986

EMS advertising was stylish and daring for
early 1973, but couldn’t save the London-based

company from closure

touch-operated two-and-a-half
octave model, with a 256-note
digital sequencer built in.

Frequently heard producing rapid
flowing sequences (as in ‘On The
Run’ from Pink Floyd’s Dark Side
of the Moon), the KS sequencer was
areal-time device which could
record as fast as you could play, and
stretch your sequences outto 25
minutes at its slowest playback
speed. You could transpose
sequences up a half-tone or full-
tone, a third or a fifth, or play
random notes chosen from the
sequence using the keyboard.
Macrotones and microtones could
also be tuned in, and a meter on the
synth itself could be set to indicate
the length of sequence available by
sweeping from left to right in the
appropriate time.

Also available on many models of
the VCS3 and Synthi A was the
Prestopatch socket, a multipin
connector beneath the pinboard
which allowed you to slot in a plug
with the correct connections fora
particular sound. It didn’t help you
with the exactlevels of each
parameter — you still had to set those
up by hand — but it was a useful way
of getting over the difficulty of
remembering and quickly setting up
apatch. '

woO major questions remain —

what was it like using an EMS

synth in those early days, and

what good could the machines

be now? The answer to the
first is pretty simple — not much fun,
but a hell of a lot better than what
came before. Tape studios began to
fade into insignificance as the power
of the synthesiser for creating,
treating and manipulating sound
became evident, and some brave
souls even tried to play tunes on the
things (‘An Electric Storm In Hell’
by David Vorhaus’ White Noise is a
classic example). EMS oscillators
tended to stray out of tune even
more than Moog’s, and there was no
standard tuning or tuning aid on the
synth in the first place, so a tuning
fork was a necessity. The white
noise generator took around half-a-
minute just to warm up, and the
sequencer was eccentric and non-
syncable. EMS gear didn’t happil y
link to Moog or any other gear (not
that that was unusual in those pre-
MIDI days) and the pinboard
system was fiddly, if not as clumsy
as Moog’s patch leads.

But the sound potential was
stunning, and that’s where we come
to today’s place for the EMS synths.
After their disappearance,
synthesisers became more and more;p-

31



VCS3 pin board was neat, compact alternative
to the programmer’s patch panel, but it never

caught on with other designers
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» typecast as keyboard instruments,
and the standard oscillator-filter-
envelope-amplifier patch became
fixed on many machines. Result?
The variety of new sounds being
created was reduced — drastically.
Quite simply, the VCS3 and Synthi
A have possibilities denied to any
other small synth on the market,
and to many large ones. You won’t
find these possibilities on a Jupiter
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6, despite its polyphony and MIDI
facilities, and you won’t find them
on a Prophet, either, despite all the
wonders of Poly-Modulation. You
might find some of themon aDX7 —
after all, lots of oscillators
(operators) with many patch
possibilities (algorithms) are what
defined the EMS sound, but
somehow, no-one has ever
re-created the thrill of a joystick-

controlled gun battle or dawn
chorus from the VCS3.

Just imagine the possibilities of
three oscillators modulating each
other in a ring, or sequenced,
voltage-controlled panned stereo
reverb, or a noise-controlled
envelope decay time. The very fact
that many can’timagine those
things, and the fact that it’s so easy
to predict exactly what many new
synths will sound like, goes some
way to explaining why the VCS3
and Synthi A still change hands for
up to £700 on the secondhand
market.

You may get a bargain, though, if
you find someone who doesn’t
appreciate the potential of these
little monsters — and it’s a potential
which is, admittedly, more in the
effects line than the melodic line
(particularly if your model has old
and tired oscillators).

Luckily, there are still two
companies doing EMS sales, repairs
and servicing, along with some
mildly wonderful modifications
which help take the VCS3 and
Synthi A, and thrust them headlong
into the 1980s. B

EMS, Trendeal Vean Bar, Ladock, Truro,
Cornwall. B (0726) 883265

Brookside Electronics, 3 West Street,
Winterborne Stickland, Blandford Forum,

Dorset DT11 ONT. & (0258) 880732
TS -
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There’s nothing worse than rushing round to your local newsagent, hard-earned £1.20 in hand, onIy to f nd that a load of other musicians have
beaten you to the store's allocation of E&MMs. You scour the bookshelves for hours, you ask the girl behind the counter if there are any at the
back of the shop, you even try the Swedish magazine importer round the corner — all to no avail.

The reason for this is simple. Only one musicians’ magazine has been looking at music technology thoroughly, accurately and objectively for
over four years. Only one musicians’ magazine has the reputation for carrying the most authoritative appraisals of new music hardware and
software. And only one musicians’ magazine has consistently inquiring, informative interviews with the people that are applying new technology
to today’s music. That magazine is the one you're holding in your hands now, but as anyone who's lived through the above story will know,
getting it there isn't always that simple.

But fear not. You can save yourself this monthly agony by subscribing to E&MM direct. That way, you stand a good chance of getting each
month'’s issue in your hands before it even reaches the bookshelves, let alone disappears from them again. So say goodbye to the newsagent
Grand Prix: clip the coupon now.

(L o 1 L 4 I It JT i J i rrirrrrirrror et i1.971;

Please send me the next 12 issues of E&MM, beginning with the issue.
| enclose a cheque/postal order/bankers’ draft* for £15.50/£16.20/£23.50/£37.50*, made payable to Music Maker Publications.

My name is

My address is........ccvrermeenienicnnnenrerasonns

ererssrsscenessnsane

reeeesee. POStcOde

see vemvene ense .. ones

Send to Mail Order Department, E&GMM, Alexander House, 1 Milton Road, Cambridge CB4 1UY.

UK & Eire £15.50, Europe & Overseas (surface mail) £/6.20; Europe (airmail) £23.50; Overseas (airmail) £37.50. Payment from overseas
subscribers (including Eire) should be covered by a bankers’ draft in pounds sterling.

*Please delete as applicable
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CHAPPELLS OF
BOND STREET
01-491 271717

50 NEW BOND STREET, LONDON W1
IF ITS YAMAHA

~ ANDYOUVESEENIT
» . » " . WE,VEGOTIT " . . " "
~ ORCANGCETIT

THINKING YAMAHA?
THINK CHAPPELLS

FX1001

PROGRAMMABLE EFFECTS PROCESSOR

MULT!

FFECTS PROCESSOR A IL )01

The FX1001 is a programmable effects processor containing six user programmable effects The effects
are fitted to the 2U 19" rack from the rear and are in a modular form.
PARAMETRIC EQ - PHASER - DELAY - GATE/SHAPER - CHORUS - FLANGER

As well as the parameters on the effects being programmable, up to six effects can
be programmed in a chain and stored with parameters in one of 50 internal
memories.

Select programmable input level monitored by a 10 segment LED bargraph. Select
programmable output level. '

The track facility is used when a number of effect changes are required. Each track
is capable of storing 25 of the 50 memories and there are 10'tracks.

COMPREHENSIVE EDITING FACILITIES

DISPLAY All programming and status information s displayed viaa 16 character
Vacuum Fluorescent display

BACK PANEL Input and stereo outputs are via 4" jack sockets. MIDI in and
through sockets are also fitted on rear panel.

' Each effect module has in and out sockets (V4" jacks) on rear so external patches

can be made, also useful in a multi keyboard set up where each keyboard has
separate effects.

DISC DRIVE All programs can be stored onto a 3%2” disc when internal memory is
full, using the save, load and enter keys.

What have we been doing without it!

MANUFACTURED BY SALES
UNIT ONE YORK PROMOTIONS
ENTERPRISE INDUSTRIAL ESTATE 165 DUK|
STATION ROAD WEST CRQWTHORNE
ASH VALE BERKSHIRE RG11 6DR
HANTS TEL: (0344) 761750
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‘Tomorrow'’s Designs Today’

* GRAND FACTORY CLEARANCE SALE *x

THIS IS A ONCE ONLY STOCK CLEARANCE SALE AND ALL ITEMS MUST BE SOLD BY THE END
OF AUGUST ON A FIRST COME FIRST SERVED BASIS: ORDER IMMEDIATELY TO TAKE
ADVANTAGE OF THESE ONCE IN A LIFETIME BARGAIN OFFERS:

M.P.C. SUPER PADS

\Super Pads fit any standard percussion hardware &
feature unique floating head playing surfaces:
Super Pads £14.95 each + 50p carriage

Super Pads Bass Drum £29.95 each
+ £2.50 carriage
* REMEMBER FIRST COME FIRST SERVED *x

THE KIT | ] THE TYmMP'
‘ ELECTRONIC
TYMPANI
£39.95
+ CARRIAGE £2.50 EFFECTS UNIT
| (ONLY 75 LEFT} L (ONLY 35 LEFT)
NORMAL PRICE £69.95 AMAZING VALUE
KIT B/DRUM PEDAL AT ONLY
9.95
£4.95 + £1.00 CARRIAGE
+ CARRIAGE 50P NORMALLY £29.95
NORMAL PRICE£12.95
“Easily the best synthetic drum sounds | have yet heard” SOUNDS  ‘Highly innovative . . . the bass and snare are superb”
MELODY MAKER ‘The sounds can be very authentic ..." E&MM ‘The Kit works very weil INTERNATIONAL
MUSICIAN ‘The Kit literally lets your fingers do the walking” ROLLING STONES MAGAZINE
—— o — = =

MPC DSM MODULES

DRUM SYNTHESIZER MODULES

‘The MPC DCM'’s are probably the best sounding electronic voices for percussion |
have heard’.

SOUNDS — FEBRUARY ‘85

=1 DSM2 (2 voice module) £69.95 + £2.50 carriage
| DSM 8+ [Auto tom module) £59.95 +£2.50 carriage

DSM 32 (128 memory programmable module} £99.95 + £2.50 carriage

DSM POWER SUPPLY TO POWER UP TO 2 DSM MODULES £29.95

+ £1.00 Carriage
| '3’ Unit Flight Case £19.95 + £2.50 carriage
‘6’ Unit Flight Case £29.95 £2.50 carriage




PROGRAMMER 8

A rhythm sequencer for electronic percussion
with interface to: Commodore 64,
Spectrum 48K orZx81.
Provides, dynamically variable trigger outputs for
driving: D.S.M.’s, Simmons, Linn, Dynacord, Pearl,
Tama, Cactus, U.P., Drumulator, Digisound,
Roland etc.
‘The programmer 8 system is incredibly easy
to use’

E&MM - FEBRUARY 85

£39.95

+ Carriage £2.50
INCLUDING.
INTERFACE

NORMAL PRICE
£149.95

(ONLY 30 LEFT)

THE SYNC TRACK

‘THE BUG’
ELECTRONIC The ’.Sync Track’is a un§§ specifically designed to
PERCUSSION provide a tape sync facility to units that only have a
TRIGGER clock input/output. An example of such units are:
£695 EACH Roland TR606 Drumatix
+ 50p CARRIAGE Roland TR303 Bass Line
Roland TR808 Drum Machine
4 Buig&’\sﬂﬁgOR Roland CSQ600 Sequencer
DRUMS It can also be used with various keyboards with
£2.95 EACH arpeggio clock inputs
‘Bﬁ?; ]C()/?)Ra'gggs £14.95 <100 carriage
of each left) NORMAL PRICE £34.95
(only 81 left)
CODE PRICE CARRIAGE BCL  Bug Clamp for detachable
SP_ SuperPad £14.95 £0.50 MEKREGy 8ug o e el
SPBD Super Pad B/Drum £29.95 £2.50 e L 1"/Sh-., i aC/Livrs Fhbel Roc
SSPS 5 Super Pad Set £89.75 FOC S/S MPC S/Shirt XL/L/M/S . £3.50 FocC
KIT  The Kit Drum Machine £39.95 g2.50 o2 X8I } Eragmarimei Eighd EERERS (EEE
_ PEC  Comm 64 ¢ with choice £39.95 £2.50
KB Footswitch Bass Drum Unit P8S  Spectrum J of interface £39.95 £2.50
for kit £4.95 £0.50p TY TYMP, Electronic Tympani
DSM2  Two voice unit £69.95 £2.50 effect £9.95 £1.00
DSM8+ Auto Tom £59.95 £2.50 ST Sync Track Sync to Tape
DSM32 128 User Memories £99.95 £2.50 Tape to Sync £14.95 £1.00
DSMP  DSM Power Supply £29.95 £1.00 3UFC 3 Unit fiight case for19” rack
DC-  Demonstration Cassette £1.50 FoOC modules £19.95 £2.50
BUG  Individual Electronic 6UFC 6 Unit fiight case for 19" rack
Percussion Trigger £6.95£0.50p modules £29.95 £2.50
ALL PRICES INCLUDE VAT

SEND: £1.50 FOR DEMONSTRATION CASSETTE MPC PRODUCTS T/SHIRTS £1.50 S/SHIRTS £3.50

ORDER FORM: Please send me

S Sy - Name IF YOU WISH TO COLLECT
' o GOODS FOR CASH.
; TELEPHONE: 0223 862711
AND ARRANGE APPOINTMENT
WITH SALES STAFF
Post Code Tel
Total combined price
plus carriage
I enclose cheque/PO/cash to the value of £ Signed Date

Please make cheques payable to: MPC Electrical Services and write your name and address on the back. Please allow up to 28 days for

delivery. Thank You.

RETURN YOUR ORDER FORM TO: MPC ELECTRONICS , THE GABLES, STATION ROAD, WILLINGHAM, CAMBRIDGE CB4 5SHG



in the

M O O D

Canadian guitarist Michael Brook has a unique style of ‘atmospheric’ music performance. His methods
embrace infinite guitar sustain, FM programming and digital effects, and he has plenty to say on all three
subjects. Interview & photography Tim Goodyer

ONFRONTED WITH
MICHAEL BROOK IN THE
FLESH, the easiest thing is to
underestimate him. Everything
about the unassuming, quietly-
spoken Canadian suggests he actively
wants not to be noticed, yet he’s an
accomplished musician, a technical
innovator and a unique guitar
player.

Apart from a small foray into the
more conventional aspects of
popular music as a session player for
Martha and the Muffins, Brook’s
associations carry the highest of
intellectual pedigrees. Among them
are trumpeter Jon Hassell and both
Brian and Roger Eno. It’sin
association with the last of these
that he is currently playing live,
taking a break in the middle of our
conversation to perform.
Afterwards, he describes himself as
‘happy with reservations’.

‘I’d say it went quite well for a
first night but I’m hopingit’ll go
better. There were some good
moments and no disasters; if you get
that in the first night I think it’s
pretty good.’

The concert is an unusual affair.
The conventional visual and
performance emphases take a back
seat to the creation of an
atmosphere, subtle and delicate,
within the concert hall. The lighting
is subdued, the volume of the music
well below rock concert norm. The
audience sit silent throughout, but
show through their applause that
the event is well appreciated.

‘There is a bit of a contradiction
in presenting this live’, says Brook,
‘because it’s not event-oriented
music, both in terms of what
happens in the music and in the way
that we’re presenting it. And there’s
virtually no performance aspect to it

‘in that we’re not grimacingor
dancing around: it’s not physically
demanding music to play.

‘It’s something we’ve all been
thinking about but, without trying
to be clever, there’s a good reason
for presenting it this way. At the
moment there isn’t any music like
this live, so giving people the
opportunity to go and hear music
that is quiet and not particularly
36

eventful is a good thing. They don’t
really get the opportunity to do that
otherwise. |

‘One problem that can arise is if
someone expects something to
happen that isn’t going to. But this
audience didn’t seem to be expecting
to see a great pyrotechnics display or
anything like that. In that respect it
was a good audience —better than 1
hoped for — which meant we could
play quietly and do what we wanted.

‘When I was rehearsing with
Roger we got into a discussion about
how we were both coming from
exactly opposite directions, yet
achieving basically the same results.
If it were just being discussed
verbally, you’d believe the two to be
totally incompatible. He’s a
schooled musician. His pieces are all
composed and he uses changes in
key. Because his pieces are all set,
it’s down to whether or not he can
capture the necessary mood for that
piece.

‘On the other hand, I'm not a
particularly schooled musician. My
pieces aren’t set at all, soineach
case it’s a structured improvisation.
Because of that, the piece is part of
the mood — that’s what
improvisation is.

‘But in each case it’s the creation
of that atmosphere that we’re
interested in, so the two aren’t
really very far apart. There are more
similarities than dissimilarities in
what eventually hits people’s ears.
It’s surprising when you look at the
things that have influenced him and
the things that have influenced me,
and how we go abput making our
music.’

ROOK’S PERFORMANCE

IS A DELICATE SERIES of

harmonic manoeuvres that

allow him to conduct the

listener on a guided tour of his
moods. And unlike many
‘improvisational’ composers, Brook
has an intimate understanding of his
chosen musical structures.

I almost always use the same

notes, but sometimes I establish

different chord centres — it’s how
you weight the notes you use.
There’s this beautiful thing that can
happen with tonal ambiguity, where
everything is obviously modal and
you can reach a crosspoint, like a
tonal dusk, where it’s not evening
and it’s not day — if you do it right.
You establish a key and then you
keep playing the same notes and
then you start emphasising another
one that’s still part of that mode. If 1
introduce a sequence, the sequence
is usually in the new key so your ear
starts saying: “oh, it’s not in that
key...oh, yeah itis...”. But there’s
no dissonance or tonal stress
involved.’ )

Meanwhile, the improvisational
aspects of Brook’s music mean that
his sequencer programs, for
example, are deliberately free of
constrictions.

‘With my sequences I can change
tempo or reverse them, and some of
them are purely rhythmic so I’'m
free to work over them. The big
difference between using tapes and
using sequencers is having the
choice of what you put in and what
you leave out. Having this bag of
tricks where you can call on what
you think is most appropriate is very
important, especially in terms of it
beinga performance rather thana
set piece or what might have
happened in a recording studio.

‘Something like Philip Glass*
music is quite digital, in that it’s
either right or it’s wrong. I saw his
band a few years agoand I enjoyed
it, but I thought I may as well hear
the record, where I know they get it
right. There’s very little room for
the flexibility that is inherent in
something that is worthwhile
performing. You have to have room
to move, or it’s either right or
wrong; I felt there wasn’t that room-
with his music, so it wasn’t worth
performing it.’

In contrast to Roger Eno’s

“classical training and French

minimalist background, Brook
draws his current influences from
his fascination with the East, and
India in particular, following his
study of Indian music with
LaMonte Young in New York.
E&MM AUGUST 1986



Brook’s recent album, Hybrid, is

a clear documentation of this
fascination, and utilises drone notes
set against seductive rhythmic
soundscapes to create the mood of a
modern, electronic India. The
extensive use of sound-processing,
and in particular multiple echo
repeats, allows one musician to
create a rich, gently moving tapestry
of sound, a situation exaggerated by
Brook’s infinite sustain guitar.

There’s nothing new about
infinite sustain, of course, but the
development of Brook’s
guitar-playing style and equipment
is unique to him.

‘When I started recording Hybrid
I wanted to get an E-bow, so1
phoned the guy and placed an order.
I sent the money; it didn’t come. So
I phoned him again and he said it
should be comingsoon. Then 1
phoned him again... We went
through all the standard
bureaucratic bungling until it was
obvious it wasn’t going to come in
time. But, as I built electronic
gadgets anyway, 1 wondered if 1
could build something that would do
what I needed. I’d actually had the
idea for quite a while, and I found
out later that it yorks much better
than the E-bow.

‘I found I couldn’t really use the
E-bow — you have to pick it up and
get it.in the right position over a
string before you get any sound.
With the infinite guitar, you don’t
have those problems. I also bend
notes a lot, and you can’t really bend
notes with the E-bow because you
hit the next string, and you also
can’t use the vibrato arm, which 1
like to use a lot.

‘My design is in the process of
being patented at the moment so,
although I’d like to, I can’t say how
it’s done. What it lets you do is
sustain a note for as long as you
want. It means you don’t have to
pluck a string to start a note, so it’s
perfect for me. It means I can fade in
notes without having to physically
fade them in — they just start up on
their own. It also allows you to get
harmonics very easily. A lot of the
drones on my album were guitar,
and not synthesisers as you might
imagine.

‘Idon’t think I’ll improve itany
more because it suits my playing as
it is — though obviously I don’t
know about other people’s playing.
But I’m more interested in creating
music than developing the idea any
further right now.’

LTHOUGH BEST NOTED

FOR HIS GUITAR WORK,

Michael Brook also makes use

of synthesised sound in the

form of a Yamaha DX7, TX7
E&MM AUGUST 1986

and a pair of TF1 modules in a
TX816 rack. They don’tplaya
particularly prominent part in his
music, but they retain a strong
individual identity courtesy of some
sympathetic and effective
programming — a rare feat in these
days of FM preset mania. As it turns
out, Brook has conducted a long
affair with FM synthesis which
extends as far back as the days of the

useless because it took weeks before
you could hear anything. I wrote a
couple of things on that and then 1
completely lost interest. It’s a very
academic way of dealing with sound
and consequently of no interest to
me whatsoever. I saw a couple of
other computer music systems that
had FM synthesis too, and they were
just the same.

‘Then, finally, Yamaha came up

“I found I couldn’t really use the E-bow — you have to pick it up and get
it in the right position over a string before you get any sound, and you

can’t really bend notes because you hit the next string.”
. e ——— e e e = T T e

system’s initial development.

‘I happened to be in school when
John Chowning published his
article on FM’, he recalls. ‘So I’d
read about that, and I was working
with a guy who was connected with
Don Buchla. Buchla had FM at that
time and it was linear FM —and
that’s the crucial point, because
most oscillators then were
exponential. If you use a linear
response oscillator you just geta
change in timbre as you increase the
modulation index, whereas with
exponential oscillators you get a
change in pitch as well as timbre. So
Buchla had FM synthesis in his
system but it never seemed to me to
do very much. This was in about
1975. Then he had a computer
system with theoretical oscillators,
and you could do any of the FM stuff
with that but it was absolutely

with the DXs and I thought: “Ah,
so that’s what happened to it all”,
and it turned out that they’d bought
the rights to it so nobody could do it
the way Chowning had proposed
originally. I suppose I’d waited ten
years for it to become usable.

‘Now that they’re around, I don’t
know why a lot of people in rock use
DXs, because they’re so much
stronger in my area.

‘I think the touch-sensitivity and
the fact that you’re not using filters
but adding harmonics, are huge
factors in their usefulness. The only
area that they’ve missed out on for
me is LFOs; I'd really have liked to
see more than one LFO.’

Considering his obvious
enthusiasm for the subject, it seems
strange that Brook’s involvement
with electronics didn’t embrace the

delicate art of analogue synthesis b
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¥ during the pre-DX lull.

‘I used to be really involved with
synthesisers about ten years ago,
but 1 lost interest over those ten
years because they forced you to
make trivial music in orie way or
another. You either did real avant-
garde ‘bleep bloop’ stuff, or you
were restricted to very simple
melodies in pop music.

‘I think the DXs are musical
instruments, while most
synthesisers aren’t.’

A sweeping enough statement by
anybody’s standards, and one that
can’t be allowed to pass without
some qualification...

‘Analogue synths are valid for
certain types of music, but it’s only
the DX that apply to my music
because you can get convincing
ethnic instrument sounds on a DX,
and you can’t do that on any digital
or subtractive type of synthesiser. 1
find I can get all the sounds I want
froma DX.’

O SUBSTANTIATE HIS

CASE, BROOKHAS AT

HIS FINGERTIPS the most

believable tabla patch this

author has ever heard.

‘If only they’d make a DX with

non-tempered tuning, I’d be in
heaven. The Prophet 5 would allow
you-to use just intonation, but it
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wouldn’t stay in tune so it was
useless. One thing I have considered
is putting more modules into the TX
rack and using each module
monophonically as a polyphonic
system, so each module would have
its own tuning. I’m sure you could
work something out along those
lines.

‘It always sounds so academic,
but I really believe it is significant.
It’s a very interesting area and 1
think there’s a lot more to come
from it.

‘I saw a programme recently
about a computer that allowed you
to use just intonation
monophonically’, he muses.

And maybe this time, the delay
between computer impracticality to
commercial availability will involve
Brook in something less than a ten-
year wait.

In the meantime, the composer is
keen to emphasise that his music
also makes use of new technology in
other areas.

‘Most of what I do isn’t just
synthesisers’, he says. ‘It’s delaying,
harmonising and tracking things. 1
can build up chords by having
feedback loops between the reverb
and AMS. But you can get fooled
watching me, because the guitar will
keep going when I’'m.not actually
playingit.’

Alongside that AMS and a

Roland SRV 2000 reverb, Brook
has a brand-new Yamaha SPX90
multi-processor, and what is
probably the largest private
collection of old Electro Harmonix
16-second delays. He is equally
enthusiastic about both.

‘L actually don’t use the AMS all
that much these days, but those old
delays are fantastic. The SPX thing
is fantastic, too—really amazing. 1
need about five of them, that’s how
good it is. I’m actually thinking.
about buying one at the moment:
The MIDI is useless, though.
Nobody’s implemented MID1 in a
useful way on any of these things;
all it means so far is that it saves

pushing a button. It means you

don’t push it there, you push it here
— that’s all.”

Like so many musicians, though;
Michael Brook has found
technology to be a double-edged
sword, creating as many problems as
it solves unless kept in check.

‘There’s such a danger of
becoming a one-man band if you’re
not careful. I don’t think that really
works for an audience, so I try to
make my concerts more like a solo
performer using a little extra sound-
generation to help add texture to the
music.’

In that, at least, Michael Brook
has succeeded adtnirably. There
should be more like him. ®

E&MM AUGUST 1986



FiR<ONT
<O A I EIDIDEE
e e s e T e T e e e e e 5 e = T
1510 HT" / 3020 HT™

Peavey’s new 1510 HT and 3020 HT enclosures are loaded. Loaded for powerful,
smooth, and wide bandwidth sound reproduction. Multi-driver front-loaded design
for high power handling and high sound pressure level. Full range three and four-way
passive crossover and facilities for biamping and triamping are included to allow
these enclosures to adapt to a wide variety of applications. The Peavey 1510 HT and

3020 HT, carpet covered for durability, meticulously engineered for quality sound.
Fully . . . LOADED!

For complete information on all Peavey products (including the 1510 HT and 3020 HT enclosures), send a self-addressed,
stamped envelope for our Monitor® magazine to Peavey Electronics (U.K.), Ltd., 204C & D Hatton House, Hunters Road,
Weldon Industrial Estates, Corby, Northants, NN17 1JE, England.
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‘The idea of marrying MIDI with an audio mixer is by no means new, but
AHB’s Keymix is the first MIDI mixing system to be made generally available. Isthe
marriage a successful one? Simon Trask

Ehis writer, the conceptofa

MIDI’d mixing desk hasseemed a bit of a
nebulous one for some while now. | mean,
how are MIDI and your typical mixer going
to interactin a meaningful way?

The possibilities seem plentiful, but until
Allen & Heath Brenell delivered the goods
with their Keymix system, I'd yet tosee a
MIDI mixer work properly, let alone
40

decipher what, precisely, was going on
between the interface and the machine it
was stuck to the back of. What AHB have
opted to do with Keymix (and their CMC24
and CMC32 mixers, incidentally) is to use
MIDI to store input muting and effects
routing settings for up to 32 input channels,
which can then be recalled aspatches from a
MIDlinstrument or sequencer, or as events
recorded into Keymix's internal sequencer.
Keymix has applications both in the studio

and on stage, but it's in the former setting
that it willmost likely find its home.
Mixdown automation in some form or other
isbecoming an increasingly common feature
in studios nowadays, and in a studio which
makes regular use of MIDI instruments and
sequencing, this is the sort of role that
Keymix will assume.

With Keymix slaved to a MIDI sequencer,
which isin turn slaved to amaster SMPTE
timecode track on tape, you have a very
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precise means of controlling the muting and
effects routing of an entire MIDI instrument
setup (which of course can include synths,
samplers and drum machines).

Keymix isn'tintended toreplace a
standard mixing desk, but rather to take on
(by effectively automating) some of the tasks
that the engineer is presented with on
mixdown.

AHB have designed Keymix as a modular
19" rack-mounting system, consisting of the
KMI eight-channel master mixer, KM2 eight-
channel slave mixer, and the KM3 equaliser
which offers eight discrete channels of three-
band equalisation.

The maximum configuration consists of
one KM| master, three KM2 slaves daisy-
chained via multi-way connectors, and four
KM3 equalisers which are patched into the
mixers, making a total of 32 input channels
with equalisation for each channel. But
Keymix’s modular format allows you to start
with just the master mixer and build up the
system as and when required, whichis no bad
thing in this day and age.

The designers have provided two
alternative options for controlling the
routing/muting of signals: the KMR
dedicated remote controller and the KMI64

Background “The KM3
equalis¢r has been designed to
[fit within the Keymix system so
that each input'channel can be
given its own three-band EQ,
but the unit can be used with
any mixing console.”

computer interface. Both of these pluginto
the KM| master mixer. The KMI64 consists
of cartridge-based software which runs on
that old workhorse, the Commodore 64. But
more on these later. First, let’s look at the
mixer and EQ units in more detail.

he KM| master mixer unit consists
of eight input channel blocks, each with two
inputs feeding a master stereo mix output.
Each block consists of the main channel
input, two auxiliary send controls labelied A
and B, and an effects return input. On the
front panel are dual concentric controls
governing level and pan of the main input
and returninput in the stereo mix, together
with peak and mute LED indicators for each
input (the latter is handy for seeing ata
glance what channels are muted), and dual
concentric controls for the fevel of sends A
and B. There’s also a pushbutton control for
determining whether auxiliary send B will
derive its input signal from the main channel
inputor the return input, giving you the
possibility of switching two outboard effects
units into the signal path. The auxiliary sends
for each channel are of two types: mono send
E&MM AUGUST 1986

andreturn jacks (A) and a stereo insert jack (B).

The master output section consists of two
(L/R) balanced XLR sockets which can be
used for feeding a front-of-house mixer or a
main PA system when used live, stereo and
mono output jacks, and a headphone jack.
The XLR signal output is independent of
Keymix’s master level controls, but usefully,
it can be muted at the touch of a button along
with the stereo and mono outputs, allowing
for headphone-only monitoring at strategic
moments. There are also separate level
controls for the stereo/mono outputs and the
headphone output.

The KM2 mixer is essentially the same as
the KMI, the only difference being that as the
main stereo outputis fed into the KMI, there
areno XLR outputs. However, the mono and
stereo monitor outputs and headphone
output are available for independent
monitoring of any KM2 slave, and the output
muting has been retained, allowing instant
muting of any KM2.

The KM3 equaliser has been designed to fit
within the Keymix system so that each
Keymix input channel can be given itsown
three-band equalisation, but the unit can
equally well be used with any other mixing
console. Dual concentric pots are used for
frequency sweeping and cut/boost control in
each of low, mid and high ranges, coveringa
total range of 40Hz to | 5kHz. Once again, a
peak level LED has been included for each
channel. There’s also an EQ Bypass switch
for each channel, which is handy for making
comparisons when setting up asound.

Rear panel connections consist of mono
in/out and stereo jacks for each channel,
affording the maximum flexibility when
patching the unitinto either Keymix or
another console.

With the help of the KMR or KM164, you
can define route/mute settings for all input
channels and then group these settings into
patches which can be called up remotely
from a MIDI sequencer track or aMiDI
instrument (KMR only), or else entered as
events in aninternal sequencer which can be
set torun according to its own internal clock,
an external MIDI clock (KMRonly), aSync 24
input, or tape sync (KMIé4 only).

Each control option hasits own
advantages. KMR'sis primarily thatitallows
you toincorporate Keymix into a SMPTE
timecode-based system - which will
obviously be appealing to some studios. The
most likely chain to accomplish thisis MIDI
sequencer slaved to SMPTE timecode track
on tape (via a SMPTE-to-MiDI converter)
and Keymix slaved to sequencer (either
through direct synchronisation or by patch
selection from a sequencer track).

In contrast, the KM164 interface option (in
conjunction with AHB’s KMSé4 sync
interface)is strictly non-MIDI. What it does
allow you to doisrecord a standard sync
track onto tape and slave Keymix’s internal
sequencer to that. The KMSé4 interface also
outputs start/stop and 24ppqn clock signals,

allowing you toslave a MIDI sequencer to
Keymix with the addition of a suitable clock-
to-MIDI converter. Then again, slaving
Keymix to Sync 24 (which is possible with the
KMS interface)and a MIDI sequencer to
Keymix (as outlined above) would allow you
ultimately toslave the whole setup to a
SMPTE timecode track - but without all the
advantages that set SMPTE above ordinary
tape syncin the first place. You win some,
you lose some.

Where the KMI64 option really comes into
itsownis in the display department. There’s
simply no comparison between the KMR

InUse “AHB haver
entering event timi
and fractions of bar.
of fun, sp with the
can program even
by means of a foots

controller’srather limited LCD and the
amount of information conveyed via a
computer monitor screen - and in the case of
Keymix’s multiple routing and muting
options, that's an advantage not to be
dismissed lightly.

The KMIé4 software includes Channel and
Send/Return Index pages which allow you to
enter (and subsequently see at a glance)
which instruments are connected to which
inputs, and which effects units are connected
to which auxiliary sends. You can also adjust,
and see on-screen, the muting and routing
settings for all 32 inputs. This ready
accessibility (and consequent easy
comprehension) of information really is
invaluable, so it’sa shame AHB haven’t
combined the visual superiority of the KMI164
option with the MiDI advantages of the KMR
option.

By now, though, you're probably

wondering whatall this muting and routing
business is all about. Essentially, Keymix
allows you to decide for each input channel
block (up to the full 32) whether you want the
input signal muted or not (and if so whether
at the channel or return stage) and to what
effect(s) you want the input signal routed.
Complete 32-channel settings can be stored
aspatches and recalled in aninstant. The
KMR controller can store 100 mute and 100
route patches, while the KMI164 can store a
staggering 1024 mute patches, butonly 56
route patches.

Routing requires some further
explanation. Normaily with amixer, the
effects send or insert is hard-wired, so that
channel | is always routed to whichever
effect you've plugged into the channel | send
orinsert. Not so with Keymix, because
although this may at first seem to be the case
(each Keymix input channel block hasits own p-
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» effect send/return and insertsockets), the

routing of audio signals within each KM
mixer unitis actually governed by software:
This means you can decide you want the
signal on input channel | to go notto the
reverb unit connected to the channel | aux,
but to the DDL connected to the channel 7
aux. Routings can only be accomplished to
effects connected within each eight-channel
mixer, a consequence of making Keymix
modular in design.

Once you have your mute and route
patchesset up, youneed to be able to access
themin real time. There are two ways todo
this with the KMR controller: viaMIDl or
with the internal sequencer. For MIDl access,
you can group pairs of route and mute
patches into MIDI patches, which can in turn
be set to respond to any incoming MIDI patch
number between 0 and 99. The remaining
possible 28 patches seem to have been
dismissed simply because AHB haven’t
allowed the KMR to display more than two-
digitnumbers, which seems a mite
unfortunate.

You can of course call up Keymix’s patches
inreal time from a MIDI keyboard, or record
theminto a sequencer track for subsequent
playback. When using a sequencer in this
way, editing facilities are determined by
what your sequencer is capable of-and you
have to dedicate a sequencer track to
Keymix, which could leave you short on
tracks, The advantage of this approach,
though, is that the structure of your ‘Keymix’
track can conform to that of the other tracks.

AHB have given Keymix an internal event
sequencer and a healthy variety of clocking
modes. Thus, for instance, you can enter
your patch changesinto the internal
sequencer, which can then be slaved toa
MIDI sequencer (or you can do things the
other way round if you want). This way, you
free aMIDI sequencer track which might
well be needed for something else (like
sending patch changes to areverb unit that
you’ve got connected up to Keymix). KMR
will send or read MIDI song position pointers
asrequired by the sync mode, aflowing it and
other devices to be keptin syncatall times.

The KMR controller also has Sync 24 In and
Outsockets, allowing you to slave anon-
MIDI drum machine to either the KMR’s
internal sequencer or toa MIDI sequencer;
alternatively, if you'refeeling really
perverse you can slave KMR and aMIDI
sequencer to anon-MIDI drum machine.

The KMR controller’s internal sequencer
allows you to enter up to 10 ‘songs’ at atime,
each with up to 100 events; alternatively, you
can chain up to | 0 songs together to give you
agreater number of events. An eventin this
context signals anew route and mute patch,
and s entered together with timing
information which specifies the bar (0-99)
and the fraction of abar (in 96th-notes). This
tends to suggest 100 4/4 bars, which may not
be enough for everyone’s liking, but like | say,
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you can chain songs together to get a greater
number of bars.

KMI’sinternal event sequencer (which lies
in the Commodore 64's memory) allows for
asingle sequence of 2048 events and the use
of time signatures other than 4/4, butit also
has alesser timing resolution (eighth-notes).

If you’re using the internal sequencer as
master, you're limited to one tempo for each
song (or just one tempo overallin KMI's
case), which again might not be flexible
enough for everyone's requirements. Slaving
KMS to a MIDI sequencer might be a better
bet here - sequencers such as Steinberg’s
Prol6and C-Lab’s SuperTrackallow you to
define a different tempo for each |6-track
pattern.

uiterightly, AHB have realised
thatentering event timings as

bars and fractions of bars is not a lot of fun, so
with the KMR, you can program events ‘on
the fly’ by means of a footswitch - and this
can be done regardless of whether the
internal, MIDI or Sync 24 clock is the master.
Of course, you then have to go back and
enter what patches you want to call up for
eachevent, but life is still a lot easier than it
mighthave been.

Conclusion “ With Keymix
slaved to a MIDI sequencer
slaved to a master SMPTE
timecode track on tape, you
have a precise means of
controlling the muting and
effects routing of an entire
MIDI instrument setup.”

And making life easier is (or at least should
be) the name of the game with a system such
as Keymix, whose main task is to facilitate
automated mixdown in a studio. On the
whole Keymix has been well thought-out,
butit’s ashame AHB haven’t seen fit to
combine the advantages of the KMR and KM
controller options into one controller.
Anyone who's prepared to pay upwards of
£1500 for just the basic eight-channel mixer
will probably not want to avail themselves of
the KMI’s sync-to-tape, but will be only too
happy to take advantage of the quicker
operation that the KMl option provides.

As for the MIDI side of Keymix, it provides
an effective means of integrating the
system’s automation featuresinto abroader
MIDI sequencing and SMPTE-controlled
recording setup. And Keymix’s own muting
and routing capabilities are further
enhanced by the rapid switching of effects
settings that’s possible nowadays using MIDI
control from asequencer.

Justhow AHB's offering will compare with
others-such as the forthcoming MIDI

mixers from Akai and Toa -remains to be
seen, though Akai’s mixer should make
more settings programmable and will work
out afader ‘path’ between two settings.
Fader automation doesn’t come into the
Keymix scheme of things, and although it’s
by no means a cut-and-dried case as to
whether such afacility is desirable, it’s
possible (given the modular character of
Keymix) that AHB will come up with such an
optionin the future.

Whatever, Keymix isintended more as an
adjunct to a standard mixing console, and
that’s arole which it seems to perform very
well. So if you're in a studio that makes
regular use of keyboards, drum machines
and MIDI sequencing and you want to
investigate the affordable mixdown
automation, Keymix is definitely worth
investigating. ®

b ATAFTILE
AHB Keymix System

KMSI/KMS2 eight-channel mixers 1/4”
unbalanced jack socket channel input;
1/4” unbalanced jack socket effect send
and return; 1/4” stereo jack socket insert;
[frequency response all paths 20Hz-20kHz
+0.5dB; crosstalk better than 60dB;
distortion typically 0.05% THD at normal
levels 20Hz-20kHz

KM3 eight-channel equaliser 1/4” un-
balanced jack socket input and output per
channel; 1/4” unbalanced stereo jack
socket per channel; unbalanced HF *15dB
sweep shelf, 5kHz-15kHz; MID *12dB
sweep peak-dip, 300Hz-6kHz; LF +15dB
sweep shelf, 40Hz-400Hz; max output
+22dBv; output noise -75dBv with con-
trols flat DIN 20kHz

KMR remote control unit MIDI In, Out
and Thru; Sync In/Out; 1/4” mono jack
socket footswitch input

KMR software 100 input mute patches;
100 effects send route patches; 100 MIDI
patches; 10 song sequences, 100 events per
sequencer; real- and step-time event pro-
gramming

KMIi64 computer interface multi-way
connector + cartridge to Commodore 64
cartridge input

KMI64 software channel index; send and
return index; 56 route patches; 1024 mute
patches; 2048-event sequencer

KMS64 synchroniser 1/4” mono jack
socket footswitch input; Sync 24 inlout;
tape sync in/out

Prices KMI + KMI64 + MPS10-£1084;
KMI + KMR + RPSI10 — £1625; KM2 —
£834; KM3 —£471; KMR - £459; KMR +
RPSI - £722; KMR + MPS10 - £550;
MPS10 — £91; RPSI — £289; KMI64 —
£150; KMS64 — £85; KMM cartridge —
£40. All prices include VAT.

More from Allen and Heath Brenell, 69

Ship Street, Brighton, East Sussex BN1
IAE. ® (0273) 24928
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THIS IS NOT THE END
OF THE GUITAR...




The electric guitar hasn't changed
much since the 50's. Music has.

Synthesizers and digital technology
have revolutionized popular music
with the result that guitarists have to
some extent been left behind. Quite
a few have taken to the keyboard
synthesizer only to sound like every
other guitarist turned synth player.

Guttar synthesizers have been
around for a while but they have
been shunned by guitarists because
they are basically keyboard

synthesizers you can plug a guitar
into.

No one has built a
guitar-dedicated system.

Until now.

The STEPP DGl is the first digital
guitar designed totally and solely for
the guitarist - the only other thing
you need to plug into 15 your amp or
mixing desk. It comes as a complete
unit, giving you the control essential
for dramatic guitar performance.

And it speaks your language.

Previously so called guitar
synthesizers and MIDI guitars failed
because they were locked into a
keyboard language far too limiting
for the enormous range of
expression and subtlety of the guitar.

The DGl s capable of instantly
analysing cvery chord, solo or strum,
and via its dedicated synthesizer
section can translate every nuance
into a whole new palette of sounds.
These can be stored in 100 memory
locations on the guitar itself.
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THIS IS JUST THE BEGINNING

In addition every new guitar sound
can be modelled in performance by
the way you play.

STEPP'S unique open architecture
and active performance software
(APS) allows parameters to be
routed to ‘real-time’ controls such as
the wang bar, frets or strum area.

To take one example you can
wang volume, bend resonance and

strum filter cut-off, or just stick to the
traditional parameters such as
bending pitch.

In short it's the most expressive
guitar ever developed.

And with MIDI-IN you can use a
sequencer to record and playback
your last solo or play bass while
playing rhythm and drums.

All on one guitar.

The STEPP DGl is a very
¢) sophisticated instrument

harnessing the very latest in 16 bit
microprocessor technology.
But happily it is technology that
doesn't herald the end of the guitar.
Just a new beginning.

Call or write for a brochure:
STEPP Ltd. 3 Pnmrose Mews, Sharpleshall Street,

LONDON NW | 8YL. Telex: 267002 STEPP G.
Telephone: 01-722 5448 (24hr)

é‘) THE STEPP DGl

YOU’'RE A GUITARIST — SO PLAY THE GUITAR



YOU AND ME BOTH

After paving the way for electropop with Depeche Mode and Yazoo, Vince Clarke has joined forces with

HE NAME VINCE CLARKE

FEATUREDIN THE

ORIGINAL Depeche Mode line-

up of 1980, alongside those of

Martin Gore, Andy Fletcher and
Dave Gahan. It was Clarke’s
songwriting talent and willingness to
play pop on unlikely new instruments
(cheap synthesisers) that gave the
Basildon band their initial success with
singles like ‘New Life’ and ‘Just Can’t
Get Enough’.

But at the tail-end of ’81, he bravely
abandoned the safety of the Depeche
camp to begin afresh. He resorted to the
classifieds column of Melody Maker in
an attempt to establish a working
partnership with a singer, and received
aresponse from one Alison Moyet. It
was an unlikely combination —he a
composer of up-beat synth pop from the
sticks, she an experienced London
blues singer —but the result of the
unholy marriage was the enormously
successful Yazoo. Huge, worldwide hits
like ‘Don’t Go’ and the immortal ‘Only
You’ not only established Clarke’s
prowess as a popular songwriter and put
Moyet on the map as a singer, but also
established the viability of an
electronically-based duo in modern
pop- For Clarke had remained loyal to
the instruments he knew —cheap
monosynths, drum machines and
Microcomposers —and continued to
rely on the production skills of Mute
label boss Daniel Miller and engineer
Eric Radcliffe. With their help, Yazoo
proved themselves an immensely
capable and versatile act, with two
albums (Upstairs at Eric’s and You and
Me Both) that demonstrated not justan
uncanny ability to create some of the
early eighties’ best-crafted electropop
tracks, but also calmer, moodier songs
like ‘Winter Kills’.

But all good things, as they say, come
to an end. And so it was that Yazoo
ceased trading in 1983, with Moyet
setting out on what wastobea
staggeringly successful solo career, and
Clarke beginning a series of uneasy
associations with other singers under
the umbrella title The Assembly.

The most successful of those
collaborations was with ex-Undertone
Feargal Sharkey, who sang on the
Autumn 83 hit ‘Never, Never’. But
after that, Clarke sank into a period of
inactivity, eventually forming a new
duo, Erasure, with unknown singer
Andy Bell. Together they’ve released
three excellent (but unrecognised)
singles and an album, Wonderland,
that’s offering the public an
opportunity to make up lost ground.

Talking with Erasure shortly after
the album’s rel ease, it transpires that
his association with Bell is another
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singer Andy Bell to form Erasure.

so far, commercial success has eluded the duo. Interview & photography Tim Goodyer

e beat, the melody and the instrumentation are as strong as ever, but

example of Clarke’s ‘classified ad’
strategy.

‘Andrew and I met about a year ago
after I put an advert in Melody Maker
for a versatile singer. We did about 40
auditions altogether, and he was almost
the last person to come along.’

The placing of that ad vert marked
the final admission of failure for the
Assembly project, as Clarke explains.

‘When we did The Assembly it was
meant to be an album full of different
singers. We started doing the album
after the first single but there were lots
of problems in finding singers. People
imagine that if you’re a musician it’s
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like one big family, but really you don’t
know anybody else. I contacted a few
people and they either didn’t want todo
it or they weren’t available, and when
they were there were contractual
problems with other record companies.
1 also had problems with producers
because the producer 1 wanted to use,
Daniel Miller, just wasn’t available at
the time.

‘The result was that we spent a year
in the studio hanging around writing
songs, preparing for the Assembly
album which never materialised. In the
end I was just sick of the studio. We
started to do the next single but we

FEER e
“I spent a year and a half messing about with the Fairlight and I got
really sick of it... It proved cumbersome live — we had to use two so that
one could load up while the other was playing.”
[ e,
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couldn’t get the right singer, so myself
and Eric took our synths and went
home. It was a really bad time; it wasa
year wasted and it made me really
lethargic because we hadn’t actually got
anything finished.’

Then, according to Clarke: ‘1t was
time we started a proper band. There’s
Andy and 1 in the studio. We find it
more workable that way, although we
get session people in sometimes to play
guitar or whatever. It works very well —
we don’t have any personality problems.’

Bell describes himself as ‘the eternal
optimist’ to Clarke’s ‘eternal pessimist’.
As if in confirmation of this, Clarke
continually refers to Wonderfand in the
past tense as if its failure werea
historical fact.

‘I liked the album’, he says. ‘I think
it’s the best thing I’ve ever done, but
one of the problems when we first
started recording was that Andy and 1
didn’t know each other very well —1
just wanted to record his voice. It’s
taken this long for us to get to know
each other and know what each other’s
views are. Consequently, I don’t think
the album had anything to say lyrically.
I’d like to incorporate those views into
the next album.’

That next album could be heard in
the making throughout the course of
our conversation in Mute’s own
London recording studios, and sounds

like it’s set to continue where

Wonderland left off.

ERE WONDERLAND

PICKS UP is another story

entirely. With its drivingdrum-

machine beat, tingling mono-

synth arpeggios and highly-
charged vocals, it’s an obvious
continuation of the theme Clarke began
with Depeche and continued with
Yazoo. In the light of the universal
success enjoyed by Yazoo, it seems
strange Erasure haven’t risen to instant
fame and fortune.

“‘You’ve got to have exposure on
Radio 1’, suggests Clarke. ‘90% of the
population of this country that listen to
the radio listen to Radio 1.

‘We’re doingall right in America.
They’re still working the first single
there cos everything takes a lot longer,
but we’re doing all right in the dance
charts. We’ve just come back from
doing five dates out there and they went
really well. It’s tough to sell records
there because the record companies
you’re dealing with are so difficult to
crack —it’s not so much cracking the
public as convincing the record
companies that the music’s worth
investing in and selling. Visiting
America and seeing Warner Brothers
(Erasure’s US label) in action really
pissed me off. They’ve signed me for six
albums; that’s a big commitment for me
but it doesn’t seem to be a big
commitment as far as they’re
concerned. They’ll release a record but
they won’t do anything about selling it.

‘We played LA and there were about
1200 really enthusiastic people at the
gig. LA is where Warner Brothers have
their head office, so a lot of the Warner
Brothers people were there. Backstage
afterwards they were all there laying
into the drink and Andy came into the
dressing room. The first thing that
anyone said to him was “where’s the
corkscrew?”. The second thing was
“what do you do?” and this was after
the gig... But if it means we’ve got to
spend six months out there and
disregard promotion in this country, it
doesn’t bother me a<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>