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The Shape Of Things
To Come

A chance to do some crystal e
gazing at product developments

in the music/recording/visual i 5]
fields. S

The Programming
People

Greater reliance on hi-tech
instruments in the studio means
there's more demand for £
people able to programme

them. Paul Gilby spoke first to
Karin Clayton about her

recently formed agency that
supplies programmers for St
studio sessions, and then to -
Fairlight programmer Simon

LLoyd about his work.

MIDI The Universal
Answer?
lan Gilby asks the question.

1z

Casio SZ-1: The Next

This 4 track MIDI sequencer is a
step in the right direction for

Casio but have the budget g
restrictions limited its appeal? =0

Yamaha REV-7. Yet
Another Milestone

Low cost digital reverb comes
of age according to Producer
Robin Lumley.
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WIN Sequential’s
Sampler Zﬂ
Invest some time and a 17p .-:..;

stamp in this competition and o
you could find yourself withan
amazing amount of Prophet!

UMI-2B: A Soft Touch 24

Jay Chapman discovers why
this 16 track MIDI sequencer
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package for the BBCB micro, .= %
described as the musical Tt
equivalent of the humble word
processor, is receiving so much
acclaim from studio users.

Midge Ure: A Man
With A Gift 34

In between tours with Ultravox «. -
and appearances on Live Aid,
Midge Ure somehow found the %
time to discuss the writing and * _
recording of his first ever solo ,_,{-
LP "The Gift’ and his No1 single 1= -~
with lan Gilby. R
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Engineer Dave Meegan recalls
how depression helped land
him a plum position at Trevor
Horn’s Sarm West Studios. Chns
Allison listened with great
interest.
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EDITS
Soundcraft Series In_formation, News, Gossip and

200B

Even though it had no serious
competitor quality-wise,
Soundcraft’s original Series 200 ——
mixer was somewhat lacking in |
the “useful features’
department. The newly-
improved 200B puts all that to
rights as Dave Lockwood
discovers.



SOUND ON SOUND
your NEW monthly hi-tech music

recording magazine

SOUND ON SOUND has been specially created to help YOU stay in touch with
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phex are one of those

American companies that
have traditionally occupied
the upper-middle sector of
the effects market, where
for the past few years
they've stood solidly by
what they reckon to be a
unique product —the Aural
Exciter. It's taken some
time for our side of the
Atlantic to react to the
effects of aural excitement
but now it's a run a way
success and you can‘t stop
It.

In recognition of this
fact, Aphex have decided
to discontinue the Type B
exciter! Well there you go.
But...fast on the heels of
that news comes the next
letter in the alphabet, C—
Aphex Type Cin fact, and
at less than £300 this new
unit has not simply been
restyled but has improved
internal circuitry as well to
give it a better noise
performance. And round
on the back panel it's now
fitted with standard jack
and phono connectors.

But that’s not all. The
Aphex Type A is also soon
to be released. This will be
the big brother of the range
and will, we are lead to
believe, use the same low-
noise circuitry but with the
added bonus of being a
balanced unit which
should enable higher
operating levels to be
used.

Well, now that you're
totally excited about those
new products, there's yet
more news from Aphex in
the shape of the Studio
Dominator. Due in the
country around November,
the advanced information
points out thatit's an
intelligent 3-band limiter
incorporating a unique
Transient Enhancement
Circuit that actually
increases your perception
of transients whilst
maintaining absolute peak
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limiting. Sounds like
there’s a bit of excitation
going on there as well.
We'll just have to wait. In
the meantime, the Type A
and Type Care due soon
and you can obtain further
information on these
products from Sound
Technology Ltd, 6
Letchworth Business
Centre, Avenue 1,
Letchworth, Herts SG6
2HR. Tel. 0462 675675.

..ﬂ..,.'ff

i

et i

R il
e
—
L WS e T .

W

hen it comes to Compact

Disc players, the Sony
name inspires confidence.
With the recent launch of
even more models, the
Sony range of CD players
now covers a broad price
bracket and offers the likes
of the world'’s first
portable CD, the D50, and
the flagship of the range
the CDP 502 ES pictured
here. It seems that Sony
envisage the CD market
really going places this
year and that, coupled
with a drop in compact disc
prices and the availability
of such a variety of players,
Christmas could sound a lot
better for many of us.

Getting back to the CDP
502ES, it features a full
micro controlled track
selector which enables you
to programme in your own
track running order. Now,
that's par for the course in
CD land but what you can
do with this system —and
Sony probably don‘t think
people would ever want to
do this — is edit sounds
directly off a compact disc.
By punching in your start
and stop points you can
select very short sections of
sound and then on
pressing the repeat key,
have it loop round. Sample
that and you could be
getting into some very
interesting territory! Of
course, this unit includes all
the necessary features such
as a digital display of track
number and time etc. You
can get more information
on all Sony CD players at
your local Hi-Fi shop.
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onitor sound quality is

very much a personal
thing and therefore often
susceptible to the ‘current
fashion’ school of thought.
Wellard Research are a
new company in the field
of speaker design and have
just launched there first
product, the Wellard
Middle Monitor. It should
be pointed out that these
speakers are, in fact, active
system each with their own
built-in mosfet power
amplifiers capable of
generating 109dB SPL.

For a speaker that's only
half a metre in height, the
Middle Monitors are
extremely heavy, weighing
in at 42kg each.
Apparently this is due to
the construction materials
used and the size of the
main driver magnet.

Wellard claim that these
monitors surpass the finest
of Hi-Fi speakers and that
they have been conceived
as first class studio
monitors and will reveal
the most delicate detail
often hidden in a mix.
Apparently Windmill Lane
Studios in Dublin are one
of the first to break with
tradition and install the
speakers. We'll have to see
how the Wellards ride the
fashion but if you'd like
some hard factual
information on the Middle
Monitors then write to
Wellard Research Ltd,
Whitehall Park, Weobley,
Hertfordshire HR4 8QT.
Tel. 0544 318800.
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@et another new British

outfitis The Bokse
Company Limited. Their
first product, the US-8
Universal Syncronizer, has
now been available for
several months and is
actually reviewed else-
where in this issue. We do
hear though that they
have a batch of four new
products planned for
release in a month or so, all
of which continue the
theme of control system
manipulation.

As the amount of new
products in the field of
synchronisation increases,
it's becoming more
apparent that the facilities
of the top-line studios and
post-production suites are
rapidly falling into
everyone's grasp. The
creation of modern music
at all levels will soon be
taken over completely by
another digital intrusion in
the form of timecode, and
I’'m sure their are many
companies out there
poised to get us all
wrapped up and
synchronised by next
spring. So, from Bokse
comes a new generation of
some of the most
affordable units to date.

The Timecode Controller
will read and generate
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SMPTE code with a display
of Hrs, Mins, Secs and
Frames. Other features
include control of tempo,
cue point, MIDI and the
ability to interface with the
US-8 Syncronizer which will
enable you to drive other
timebase clocks. An
interesting option is that
of programmable tempo
with up to 64 possible
changes and full MIDI
program selection.

Their ATS-3, Active
Timecode Splitteris a
useful device that helps to
solve those annoying
situations where you want
a timecode master clock
controlling a variety of
different units. Any one of
three inputs, MIDI, Din
Sync or Clock, may be
selected and used to drive
six outputs without any
time delay problems.

On the MIDI side of
things, Bokse are to release
the MPS-7 MIDI Patch
Selector and as the name
implies this unit allows any
one of seven MIDI inputs to
be routed to any of seven
outputs and is particularly
useful if you want to avoid
the task of constantly
plugging MIDI Din cables
in and out.

Finally, an ingenius box
that’s designed to put the
feel back into fied rate
clocks —the MIDI
Humanizer. This device can
be controlled by manually
tapping in the beat of the
music whereupon the
unit’'s own internal clock
will follow your feel. You
can control it from any
audio source such as a
miked up hi-hat and even
synchronise a live drum kit
or other sound source to
any MIDI controllable
instrument such as a drum
machine. Contact: The
Bokse Company Ltd, The
Old Bakery, Litlington, Nr
Royston, Herts. Tel. 0763
852946.

he sudden, if not

anticipated, arrival of
affordable samplers has
now commenced and they
are coming as rack
mounted or stand-alone
units with integral
keyboards. The Sequential
Prophet 2000 sampling
keyboard is the latest
model to join the growing
team and features a full
five-octave velocity,
sensitive weighted action
keyboard. On the sound
side, the Prophet offers 8-
voice polyphony with up to
16 different sound samples
spread across the
keyboard. Sample wise, it
offers a full bandwidth of
20kHz giving 3 seconds of
sample time over half the
keyboard and for the
longer 8 second sample
duration, an 8kHz
bandwidth. A rather nice
inclusion from Sequential
is a more traditional type

synthesizer section with its
variety of on-board
waveshapes, a filter,
envelope shaper and
arpeggiator.

All the resulting sounds
may be transferred from
the machine’s internal
256K memory and stored
on microfloppy disks for
later use. On the MIDI
front, the 2000 supports
the standard MIDI
parameters plus further
options such as double-
speed MIDI data transfer
and the ability to both
transmit and receive sound
samples over MIDI.(very
interesting)

You can find out more
about the Prophet at your
local dealer, and if you're
really excited about
sampling then why not
enter our competition
elsewhere in this issue to
win the new , Sequential
sampler?




e programming people

The recording industry has recently embraced a new breed —the programmer. These skilled individuals,

specialised in the operation of top-flight computer musical instruments like the Fairlight and Synclavier,
find themselves in great demand by studios and record producers. Recognising this need, Karin Clayton

has created a specialist agency — The Programming People — which offers clients the services of various

expert programmers. Paul Gilby sampled her story and discovered how it all started.

Karin Clayton—a winning idea.




SARM TIME

(19 S evenyears ago I started asa

receptionist at Sarm Studios East
in London and a few years later was
promoted to Bookings Manager. Then
around 1982, I was asked to move from
Sarm East to Sarm West when we took
over the old Island Records studiosin
Basing Street.

Basing Street Studios, as it was
called then,was coming to the end of its
heyday but Trevor Horn and Jill Sinclair,
his wife and manager, who were involved
with Sarm, decided to expand Sarm
studios into it and completely revamp
the building. And that was the start of a
whole new Sarm empire thatincluded
ZTT Records as well.

I was there for about two years until
last year when I decided that it was time
to move on. Basically, because I'd spent
seven years in studios and there was
nowhere else to go—apart from owning
my own studio which was a bit ambitious
forme!

The thing was, whilst I was working
at Sarm I was giving out information on
adailybasis, and because I'd been in the
business for seven years and I'd had so
much contact with bands coming in and
out of, what was by that time, three
studios, I'd met so many people —bands,
producers, engineers, record company
men...all sorts of people.  had a book
full of telephone numbers and, of course,
everyone would use me as a central
information bureau. Other studios
would ring up saying they needed an
engineer and askingif I could recommend
someone. Young producers were even
ringing me up to ask about royalty
agreements for a B-side etc. So there I
was sitting there giving out information
allday longand not, in fact, making a
penny out of it.

Sarm West, at this time, was gaining
areputation for state of the art recording
through the work of producers like
Trevor Horn and Peter Collins; people
who were working with the new Fair-
lights and Synclaviers. The trouble was,
they had the money to go out and buy
the machinery but nobody ever knew
how to use it, and there were all these
frantic phone calls going on during
sessions. We'd ring up Syco to get
someone to tell us how to do so and so.

Obviously, demand grew for people
who could operate that sort of equip-
ment and some young chaps were wise
to see this coming and they went off, got
themselves the equipment manuals and
went to Turnkey and places like that to
learn how to use these machines.”

NOISETIME

In my house in London at this time lived
aman called ‘JJ', who was one of the first
Fairlight programmers and who, it’s
probably fair to say, is one of the most
experienced Fairlight programmers today
in terms of actual application of the
Fairlight. Other than working on many
hit records, he’s a full-time member of
the Art Of Noise.”

He’s probably one of the more well-
known programmers in the public eye
isn’the ?

“Yes. It’s his catchy name ‘JJ". He’s a
bit of a crazy guy when it comes to ideas
but he’sbecome the sounds man on the
Fairlight. JJ's had the Fairlight for years —
his was one of the first models to come
into the country. I remember it was set
up in my dining room all the time, and it
sort of intrigued me.

To cutalongstory short, itbecame
more and more apparent to me that
there was a hole in the market for people
who knew how to use this equipment,
because the manufacturers generally
didn’t—they’d give you a quick demo —
but they generally didn’t have the time or
the patience to spend days explaining
things to you. And, of course, there was
the added problem that the young chaps
who were interested in this equipment
couldn’t afford to buyit.”

PROGRAMMERS
TIME

“So whatactually happened was that I
left Sarm to form a management company
—managing engineers and producers —
and towards Christmas of '84 [ was
approached by someone who had pur-
chased a Fairlight and a Synclavier, and
was starting to get lots of people wanting
to hire the machines. Buthe had a
problem, in so much as he never had
anybody that he could send out with the
machines when the client needed tech-
nical back-up. So he approached me
and said: ‘Will you help me to start
scouting around Britain for young pro-
grammers, to train up? So we did a lot of
scouting around, and interviewing
people like Simon Lloyd, to find young
programmers—who didn’t have their
own machines but could operate them.

Some of the hire companies kindly
gave enough free time on the machines
for the chapsto be able to go and play
with them and learn how to use them.
David Whittaker, at Turnkey, has been
extremely helpful. He never objects to
our chaps going up there and running
the latest software etc, because obviously
it benefits David.

We started The Programming
Peopleback in April '85, basically,
because I felt that the programmer today
had become as much an integral part of
the recording session as the engineer or
the musician. We try to provide the
service of a programming agency
because, really, it’s a chore for a busy
producer to have to waste his valuable
time phoning round looking for the right
people for a session.”

Soyou’'ve got your finger on the pulse
and know where everybody is then?

“Yes. All clients have to do is phone
us and say, ‘Right, Saturday, in studio
such and such, 10 o’clock start. Be
there!” And we will.”

SELECTION TIME

“Ilike to take on programmers that can
play as well as programme because

they're just so beneficial to the overall
session. We try and match up somebody
who is musically suited to the projectas
far as we can because they are often
asked to throw in ideas and play on the
records; they are not just strictly machine
programmers. Simon Lloyd, for example,
plays saxophone —in fact, he’savery
good saxophonist—but also programmes
the Fairlight and the Synclavier so he’s
got a tremendous musical knowledge —
asall of them have in fact.

We've had hundreds of programmers
contacting us—so many guys who have
been sitting in back rooms studying
away with manuals. Actually, those we
were more interested in were the ones
who had session experience and could
handle a session under pressure and
who had a good musical knowledge as
well.

We've selected about 15 from the
ones that have applied and of those,
three or four are PPG Waveterm people;
two or three are Synclavier men, and
two or three specialise on the Fairlight.
You see, the funny thing is that all this
gear is very expensive yet it moves inand
out of fashion very quickly. At the
beginning of the year demand was all for
Fairlight, then suddenly everyone
wanted Synclavier. Then there was a big
wave of the PPG stuff, and at the
moment it's Emulator 2.”

What about the DX7 and the rest of the
Yamaha FM system?

“There is ademand for DX. We get
asked quite a lot forit but most of the
keyboard players now know how to
operate those themselves because
they’ve gone out and bought one and
had time at home learning to programme
them. Whereas few of them would have
Synclaviers at home!

What we've actually managed to do
is bring together programmers who
previously didn’t know each other but
are now communicating between them-
selves. It's a case of: ‘I've had a so-and-so
problem on the Synclavier. How have
you gotaround it?’.”

So their whole knowledge has been
pooled together for the benefit of all?

“Yes. One guy might know the PPG
Wave inside out and the other one will
know the Fairlight and they tend to
swop: like, one’ll teach the PPG to the
Fairlight guy and vice versa. I think it’sa
healthy situation when they talk between
themselves about the latest software and
tricks of how to do this and that. I mean,
they are surprisingly unselfish about
their trade.”

SESSION TIME

“There seems to be more and more
demand now for programmers who can
do abit of everything and who actually
stay on the project from start to finish.
What the studios often do is supply the
producer with a variety of machines
hired in for the session and we would

supply the right programmer for thejob  p p



<« « —oneprogrammer from start to finish,

actually involved on the project rather
than just coming in to do one specific
task.

You see, alot of producers are
pretty busy and generally they’ve got
their heads down in the studio and so
they quite often appreciate someone
coming alongand telling them what’s
available. What we try to do when we
take all the bookings — the programming
session bookings — is we try to ascertain
the clients’ needs; what it is they’re
trying to achieve. Otherwise you some-
times find that somebody will book a
Synclavier fora session and, in fact, we
could do it quite easily on the Emulator
and save them a hell of a lot of time and
expense. So we try to do a little bit of pre-
production planning whereby the
programmer can take away a cassette of
the track and do some programming out
of the studio, so that when he goes back
itall falls together.”

EMOTIONALTIME

“Debbie Kempson is now running The
Programming People on a daily basis
and hasreally taken over from me
completely — my involvement is minimal
these days. Other than looking after the
administration of the bookings and
organising the technical side, Debbie’s
very much involved in trying to match
personalities on sessions. Nothing can
be worse than people who don’t geton
in the studio.

If we know that someoneisa
particularly difficult person to work
with—then we’ve got to give them the
most patient of our programmers. Our
job deals with people and not just

Debbie Kempson —a model of efficiency.

unemotional machinery and because
they’re human, confidence is an im-
portant thing too. We’ll never leta
programmer go onto a programming
session unless he’s absolutely sure that
he can provide what the produceris
looking for. And 99.9% of the time they
can, fortunately!”

FINANCIAL TIME

How is the session charged out? Isit
costed individually for each pro-
grammer, as obviously some have more
experience than others?

“Well, somebody who has three
years experience on the Synclavierand
knows all the latest software and every-
thingis going to cost more than some-
body who programmes a Linn Drum.
We do have a set scale of charges, and we
also take abooker’s fee of 12 2% for
finding the programmer.

We take commission from the pro-
grammer and from the client that we’re
providing the programmer for. So that
way, programmers aren’t paying us a
huge commission for work being given
to them and the clients aren’t being
charged a vast amount for the legwork
we do for them.”

Could you cite an example then in real
pound notes?

“Well, we have a minimum charge
fora programmer which is £200 fora 12-
hour day. It ranges between £200 and
£250 a day depending on the pro-
grammer obviously. And that’s fora
standard day. The other thing we try and
do asan agency, for the programmer’s
sake, is to protect them from being
worked 24 hours round the clock.”

As it were, an inferred union structure.

“Yes. The clients have to pay over-
time, if only to stop them from trying to
get three days work out of the pro-
grammers all rolled into one.

The normal day session is extremely
hard on the programmers because they’re
expected to provide a lot on the tech-
nical side as well as try and come up with
creative ideas and sounds. Plus they
have to sit around for hours while
nothing happens —which isn’t their
fault. We just try and encourage people
to plan a little bit better before hiring the
gear so that they know what they want to
dowithit.

We also found when interviewing
these programmers that they were letting
themselves go out for far too little money
really. They were on a much lower scale
of fees than the session musicians—who
at Musicians’ Union rates, are on some-
thing like £54 for a three-hour session. 1
think that the programmers should be
paid the same fees as musicians.”

But doesn’t the programmer receive a
royalty payment?

“No. Youdon’t get aroyalty...you
might get a credit on the album sleeve or
whatever. You only get a royalty if you
actually ended up writing the song
which can be a bit of a moot point
sometimes. Generally, the programmer’s
just doing overdubs and advising on the
way in which things may be done. But
sometimes a programmer may be called
inand he ends up playingall the
keyboards and composing the middle
eight for a song as well, and it’s part of
ourjob to protect them from that
situation.”

FUTURE TIME

What about the future? Do you intend
to expand the number of programmers
you have on your books oris 15
enough?

“It’s enough to keep the personal
contact. Any more and it would become
alittle impersonal I feel. We like the
programmers to call in and see Debbie
here and keep us up to date so that we
can see how things are going. We like
everybody to feel they’re part of a team
really. It would be very difficult to know
what everyone’s up to if we had a lot
more programmers. I think 15 is plenty.
For example, if Simon’s on a session and
he suddenly gets flu, I'd like to know
that the person I replace him with can
offer the same expertise and follow the
job through because, at the end of the
day, we need to maintain our reputation
as The Programming People.”

[0 The Programming People have
supplied programmers to work ona
variety of projects by the following
artists: ABC, Asia, Culture Club,
China Crisis, Duran Duran, Peter
Gabriel, Paul McCartney and Tears
For Fears amongst others. They offera
24 hour service and can be contacted
through Debbie Kempson on 01-229
0055.
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PROGRAMMER: SIMON LLOYD
(Fairlight and Synclavier) has
recently worked on sessions for
bands such as the Eurythmics,
Dead Or Alive, Dream Academy
and Kate Bush. In this brief sample
edited out of The Programming
Peopleinterview, Simon relates

the programmer’s position.

EVOLUTION

“Iwas a sax player for anumber of
years, playing with various bands,
one of which was The Members.
About three years ago, we were
recording with producer Martin
Rushent at his Genetic Studios. During
the down-time on the sessions |
became interested in the Fairlight
which the studio had and spent alot
of time acquainting myself with the
system. After we'd left the studiol
wasstill very interested in the
computer side of musicand started to
study manuals and read all the
magazines. Eventually | moved across
from saxophone to Fairlightand
started to do some programming.
I've moved on to Synclavier now and
have been spending around two days
aweek at Turnkey working on their
new polyphonicsampling system; it's
one of only three in the country at
the moment. So, if 'm askedtodo a
session on the polyphonicSynclavier,
I'll know the system inside out—you
have to keep well up on these
things.”

Do some of the programmers find
thatthey’re in demand because of
theirsound library ?

“Yeah! Cos if you've got
hundreds of sounds like about a
year'sworth of sampled bass drums,
snares, bass guitars, this, that and the
other; it'sa hugesound library. I've
got about two dozen of each drum

and lots of percussion and cymbals —
allsorts. So, if anybody hires a
machine without any samplesin it
already, it's going to take them two
orthree days to do the sampling. If
you've gotsomeone with a library of
good samples, itsaves a considerable
amount of valuable studio time.
Allthe programmers have their
own et of samples on disk and
obviously the better your sound
library, the more you're in demand
and so you getareputation for being
suited to certain types of work."”

SAMPLING RIGHTS

Ifyou’re on a session working for a
producer andyou create various
sounds for him—say, for a Fairlight.
Will he allow you to take the samples
away and add them to your library?

“It depends. Generally, there's
no problem because you're sampling
with them and the easiest thingtodo
isto give them a copy and keep a
copy foryourself. I've never had any
problems about that. If they want
disks of particular sounds that they
use on the session, they can have
them.”

Isuspect an awful lot of people want
what they've already heard?

“Theydo, yeah ... People still
want the same Fairlight orchestral
sounds they've heard for the last few
years. It'salright but we like to give
them some new sounds as well which
they haven't heard before.

Itseems a pity in some cases
when producers go for off-the-peg
sounds that ~re so well-known.
They're actually paying foran
instrument th>t's capable of gener-
ating a phenomenal variety of dif-
ferentsounds and all that they want
isaprogrammer to callup the
presets.

Itdoes happen, though part of
our job as programmers is to dis-
seminate information about what all
these machines cando and tryand
make studios and producers more
aware of their potential.”

Simon Lloyd — a dedicated programmer.

Sowhat kind of work have you been
doing away from the studio?

“Irecently did the new Zanussi
TV ads with the Fairlight. It already
had some synth work on it and they
justwanted a few effects. We worked
on the ad, which was basically aset
builtaround a 2001 theme with
astronauts etc. and a view of doors
opening and the washing machine
coming out of the space ship. They
spenta huge amount of money on
that ad which was filmed down at
Shepperton Studios. | worked on it
for three days giving them various
spacey effects for the overdubs.

Recently, I've been workingon a
couple of films as well but it would be
nice to get more video work. These
machines are particularly suited to
thatsort of work now that they all
run SMPTE code because you can
synchronise the sound to the visuals.”

Is your time outside the studio spent
gleaning information from manuals
and sorting out new sounds?

“Itis actually. You'reinvolved in
a continuous process of updating
your sound library and keepingin
touch with the software devel-
opments. The forthcoming Fairlight
Series 3, isa good example. When
that comes onto the market early
nextyear there's going to be one hell
of ademand forit,sol'mplanning a
visitto Fairlightin Australia and hope
to dosome work on it out there
before the system is made available
inthe UK."”

This all sounds as though a pro-
grammer’s life is a fairly hecticone?

“Itvery oftenis. All the sessions
I've done to date have been high
pressure all of the time with aimost
no down-time at all, which is the way
itshould be. You can quite often find
yourselfdoing a long 12 hoursession
with almost no breaks, just the odd
cup of coffee and that's all. It's
certainly very tiring attimesbut also
very enjoyable!” Jsjofs]



“There are certain very
rare moments in the
recording studio when
you realise that a series
of barriers you've been
used to living with have

just dropped.”

ay 1984, and those were the words used

by record producer Rupert Hine to
describe his initial studio link-up of MIDI-
equipped instruments during the recording of
the first highly successful Howard Jones
album.

Having previously struggled in the studio
with the incompatibility and rapid obsol-
escence of past musical equipment, Rupert
Hine was struck by the awesome potential of
the Musical Instrument Digital Interface and
how its widespread acceptance could drasti-
cally alter the way we conceive and play music
in the future. And all this from a highly
provocative five-pin DIN connector?

THE WAY WEWERE
Until the advent of MIDI in early 1983, the
electronic musical instrument manufacturers
of the world had been merrily producing their
own wonderful synthesizer and drum machine
systems all to the neglect of the user who not
unnaturally wished to plug different makes of
instruments together in the pursuit of musical
composition. This one system mentality, so
adamantly pursued by manufacturers in the
naive hope that it would promote brand
allegiance, resulted in the likes of Roland,
Korg, Yamaha and Moog products being of
little use to each other. It was primarily the
American company Sequential Circuits who
proposed that this madness stop and thatall
manufacturers’ systems should talk to each
othervia common computer software on a
level that would allow any electronic instru-
ment to interface with any other, regardless of

. which company designed and built it.

The result was MIDI, a universal digital
interface whose implementation has conse-
quently accelerated the application of syn-
thesizers and drum machines in today’s music
to a point where what were often considered
to be the tools of the ‘cosmic music’ fraternity,
such as Tangerine Dream, are now the de facto
standard in modern recording studios.

keyboard instruments, the transmission of
data relating to pitch, note duration, modu-
lation and dynamics were of the highest
priority. The inclusion of timing information,
however, meant that tempo-based devices like
sequencers and drum machines were also
drawn into the system and a new, far-reaching
communications network was formulated.

Today, the importance of the interface has
been acknowledged by the whole of the

equipment manufacturing industry with the
inclusion of MIDI on everything from a budget
drum machine to the likes of the ever popular
PPG Wave 2.3 sound synthesis keyboard.
Even the well established Fairlight CMInow
sports a MIDI retrofit due to the pressure of
populardemand.

The production of software-based multi-
track MIDI sequencers—the Yamaha QX1
and Roland MSQ700 are fine examples— have
resulted in whatis, to all intents and purposes,
anew means of recording synthesizer-based
music that removes the need for tape yet still
permits the techniques of multitracking, over-
dubbing and track bouncing to be used.

The inescapable truth of the matter is that
MIDI has slipped in through the studio
backdoorand quickly established itselfasan
integrated system with the potential means for
total sound control that extends from sound
source creation (synthesizers), through signal
processing and routing (MIDI channel
designation), to the final mastering stages.

However, it is beyond the bounds of the
current MIDI specification to offer a truly
effective means of synchronising sound
generating devices to audio tape. SMPTE
timecode, on the other hand, has long been
accepted by studio personnel as the pro-
fessional standard for tape synchronisation
through its ability to identify and locate unique
time events on tape.

Why not then combine the attributes of
both SMPTE and MIDI? With the appearance
of the Roland SBX-80 Sync Box, the problem
of MIDI to tape synchronisation has finally
been solved. Capable of both reading and
generatinga SMPTE timecode and converting
it to MIDI timing data, the SBX-80, under
direct SMPTE control, can act as the system
master clock to drive slaved MIDI equipment
in perfect synchronisation with all other
sound sources recorded on the multitrack
tape.

MIDI Synth

& MIDIIN
OR MID

MTR VIR MIDI OUT

SMPTE OUT
MIDI IN MIDI
Sequencer
SMPTE IN

SBX-80 _ pows OLriﬂIDn IN

MIDI OUT

MIDI
Rhythm
Machine

Anexample MIDI recording set-up: over-
comes the need to commit audio to tape until
the very last stage.



MULTIPLE BENEFITS
If synthesizer production work forms the core
of your current studio output, then first
generation sound quality, direct to master
facilities and increased track capacity without
the need to install a second multitrack
machine and locking device, are some of the
highly attractive benefits offered by a MIDI to
tape link-up.

For those of us who strive foraudio
excellence, MIDI has everything to offer.
Granted, the all-digital studio may well be
visible on the horizon but there’s no need to
clear out the tape recorders quite yet...

The addition of an eight track MIDI
sequencer extends the capacity of any multi-
track tape recorder and relieves the burden
upon the number of audio tracks available for
vocals, guitars and further acoustic sound
sources. Of course, future MIDI sequencers
may well offer far more than eight tracks —
Jellinghaus’ 12-track studio software and
Umusic’s 16-track UMI-2B system are already
leading the field. Even so, if the reasoning
behind your decision to uprate your track
capacityis purely to record more synthesized/
sampled sounds —then think again!

With a MIDI sequencer of some
description and a high quality eight
orsixteen track machine, the pro
fessional recording oraudio- visual
studio can successfully reap the
rewards ofincreased track capacity,
with no loss of quality, whilst still
retaining some of that precious budget
forextra effects and MIDI equipment.

ALLUNDER CONTROL Y

The creative need for programmable devices
and standardised hardware has long been
recognised in the recording studio. After all, it
was the high cost of studio time, ironically,
that helped spawn the development of the
time-saving SSL Total Recall console designed
to offera more efficient, cost-effective
recording procedure with the reinstatement of
emphasis firmly upon the creative as opposed
to technical considerations of the recording
session. MIDI technology has the potential to
expand upon this concept through interlinked
programmable noise gates, equalisers and
digital delays to offer an enhanced degree of
creative control to the studio engineer and
producer, thatis unrivalled by existing control
systems.

The Yamaha D1500 digital delay is a case
in point; when a particular voice patch is
selected on a suitably connected MIDI instru-
ment, the device remotely selects a delay effect

THE UNIVERSAL ANSWER?

stored in memory which hasbeen pre- Text by lan Gilby.
programmed by the performer, engineer or

whoever, to suit the newly chosen instrument

voice.

Again, usinga MIDI sequencerand MIDI
equipped digital reverb such as the Yamaha
REV 7 or Roland SRV-2000, it would be
possible to programme changes of room
ambience and generate basic gating effects by
rapidly switching reverb memories in time
with the music, or indeed with each new note
orvoice as required. All relevant program data
can then be stored digitally in the sequencer
and reverb memories, with recall and editing
of every parameter of the whole performance
instantly available at the push of a button, over
and over again.

~ ULTIMATE REWARDS
Several studios have already taken steps
towards a fully integrated recording
system operating along
those lines described,

fornot

Roland’s SBX-80: solving

the problem of MIDI to tape
synchronisation once and

only does the application of MIDI resultin forall

greater control of both instruments and effects
but combined with the increased use of digital
audio mastering, it also assures outstanding
audio quality. And as technology marches on,
the demand for middle ground, general music
studios is fast disappearing. More than ever
before, specialisation is the key to survival —
and MIDI is one means ofachievingit. SO




Specifically designed for all your
production and sound reinforce-
ment needs. The T Series is a 16/4/2
master mixing console easily
expandable to 32/8/2.

EXPANDABLE CONSOLES

©® Separate mic/line
inputs

® Phantom power as
standard

® 4-band EQ

® 4 aux sends

® Internal S0UT 0y

oscillator
Al
SED

SOUNDTRACS

_ -"/ LED bar graph
metering

® 100mm faders
® Inject and direct

outputs on
channels and Studio Equipment Distribution
groups 29 Guildford Street, Luton,

Beds., LU1 2NQ
Tel: Luton (0582) 452495

The new affordable SRV-2000 Digital Reverb
from [2Roland

Another major breakthrough in digital technology and low frequency shelving can be set for each Features:

from Roland: the Midi reverb! This professional, memory location while confirming the values on 9 9 . ] ;
studio-quality effect is the perfect companion to the digital displays. This enables accurate tailoring 0.1-9.9 & 10-99 secs reverb time
today’s Midi-controlled keyboards for creative of the SRV-2000 to your exact requirements. 0-100 ms. Pre-delay

sound processing. For 19" rack-mounted use, remote switching 32 Midi memories

The 32 Midi programmable memories can store all sockets are provided for bypass, programme shift, P ) .

reverb time, pre-delay, room size, high-frequency etemnity on/off and add-on. 2 band parametric equaliser
dampcning. gate time an\d. output level controls whilst Stereo outputs and 6 digital numeric readouts Low shelving equaliser

provielng Mstant access to pre-programmed. . further enhance the SRV-2000's facilities. High F dampi

sounds for keyboard patches or Midi sequencing of 1gh Frequency damping

effects (a form of digital effects patch mixing).
Precise programming of data such as
the two-band parametric equaliser

Variable room size

10-400 ms. Gate time
Programmable output level
6 digital numeric displays

Midi In & Thru
16-bit linear A/D/A

Please call in soon
for a working demonstration
of the SRV-2000 in our fully
operational 16 track demo studio (1st floor).

The London Rock Shop

Full technical specifications may be obtained from: 26 Chalk Farm Road, London NW1 8AG
Tel: 01-267 7851/5381/1771



by Chris Jenkins

(ASIOSZ SEQUENCER

HE NEXT LOGICAL STEP

verywhere you look, there are

MIDI synthesizers and drum
machines. For all its faults, the
standard has done a tremendous
amount for studios and players,
opening up hundreds of new
possibilities and easing equipment
interconnection problems which
previously bedevilled creative
musicians. Unfortunately, there
hasn’t been much available in the
way of stand-alone MIDI sequencers
—Roland’s MSQ-700 previously
dominated the field until Yamaha
released the QX7 and now along
come Casio with the SZ-1.

Who would have thought that
Casio, pioneers of the home
keyboard market, would eventually
turn their attention to professional
synths and peripherals? Bringing to
bear the manufacturing power and
enormous research and
development facilities that have
already helped make them the
world’s largest manufacturers of
portable keyboards, Casio look set to
do as well with the Z Series machines
as they have with their home
keyboards.

The innovative VL-Tone, CT-201
preset keyboard, and CZ-101 phase
distortion synth, have each marked a
notable leap forward in music
technology. Coupled with a
longstanding devotion to player-
friendly compositional aids like
arpeggiation and one-finger chord
systems, the introduction of the SZ-1
Sequencer seems to be the next
logical step for Casio, offering MIDI
sequencing at a bargain basement
price. The sad news is that, in order
to keep the price down to an
affordable £295, the SZ-1 has been
simplified to the point where some
users may well find it inadequate for
their specific needs.

Casio’s flagship synthesizer, the
CZ-5000, already sports a useful on-
board eight track sequencer capable
of controlling external instruments
as well as its own internal voice
circuitry. The SZ-1 offers fewer
facilities than the CZ-5000 but as a
self-contained, dedicated unit, it will
nevertheless have greater appeal if
what you're looking for is
straightforward control of your

current equipment set-up. | N 2
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In short, the SZ-1 is a four-note
polyphonic MIDI sequencer ideally
suited to drive Casio’s own CZ-101
synth operating in Mono mode (four
voices, each playing a different
sound monophonically). Facility-
wise, an LCD display gives most of
the necessary status indications to
guide you through operations. It's
rather difficult to read in low light
conditions, but that's a fault shared
by the displays on more expensive
instruments including Yamaha's DX7
and the PPG Wave 2.

The rear of the SZ-1 features a
cartridge port, 7.5 volt DC power
socket, start footswitch socket, a
tape dump DIN socket, two MIDI
Outs and one MIDI In. The two Out
sockets are necessary because the CZ
synths (among others) aren't fitted
with MIDI Thru sockets. Were it not
for the dual socket arrangement this
would make life difficult for multi-
keyboard owners unless, of course,
you possess a MIDI Thru box.

The $Z-1 can be powered by five
1.5 volt batteries, making it an ideal
match for the superbly portable CZ-
101, or via its 7.5 volt DC power
socket which would be a safer bet if
prolonged studio use is anticipated.
Batteries have to be left in the
sequencer at all times if you wish to
preserve the sequences you've just
programmed into the memory.
Should you forget this, there are two
ways of storing patterns; either by
fast tape dump, or in RA5 RAM
cartridges which are much handier
to use (though inevitably more
expensive if you go through lots of
them).

Complete sequences can be
dumped and reloaded instantly
using the optional RA5 memory
cartridges. The tape dump facility
has Load, Save and Verify functions,
but it's inadvisable to rely on tape
loading of sequences under typical
stage conditions. A full memory set
can be loaded from the tape in
around a minute. There's some
likelihood that it will soon be
possible to dump informmation to a
Commodore 1541 disk drive, since
another enterprising company,
Passport Software, has already
developed a CZ-101 data dump
program and will probably be
looking at doing the same for the
SZ-1.In the meantime, you can select
the sequence storage mode you
require using the Cartridge/MT
pushbutton on the top right of the
main control area.

On the back of the SZ is a Touch
Data On/Off switch which allows you
to select whether memory-eating
touch response information sent out
by the synthesizer is recorded or not.
Obviously, this needs to be set to the
off position if you're using a CZ-101
or other non-responsive synthesizer.

Also found on the back panel is
the Clock Ext/In switch, allowing you

to select whether the sequencer
clock speed is controlled by another
sequencer or drum machine, or
alternatively by its own internal
tempo setting.

RECORDING ROUTINES

There are two Sequence recording
modes and four Track selectors
available on the SZ-1. To go over
basic ground (which will no doubt
be familiar to most of you, so forgive
me if | appear patronising), MIDI
supports up to 16 control channels
along which musicinformation can
be independently passed. Before
starting to record a sequence, you
need to select the channel to be
used by hitting the MIDI button and
incrementing the Up/Down buttons
(which, together with the Enter key,
control the input of most
information). The resulting channel
number appears on the LCD display.

Recording in real time is
straightforward — just press
Record/Real Time and Play, then
begin playing. To aid good
timekeeping there’s a metronome
click audible through a tiny built-in
speaker to improve synchronisation,
but it's not really loud enough to my
ears and there’s nothing you can do
to increase its volume. A flashing
LED would surely be of greater
benefit.

As you play, the LCD display
counts off elapsed bar numbers.
Should you make some mistakes, as
on most tape recorders, the punch-in
feature allows you to drop into
record mode to replace a specific
portion of the incorrectly played
sequence, then drop out once your
correction is complete. Naturally,
this can be done as many times as
you like with no subsequent
reduction in sound quality — in effect
a solid state tape recorder.

Once you've finished recording
a track, you use the transport
controls as you would any tape
recorder. For instance, Rev counts
backwards through the bar numbers
to return you to bar zero and Fwd
counts forward through the bars
naturally.

Having completed one track,
you can reselect from the remaining
Track buttons (each one of which
has an LED which lights when it's
active) and record the next
monophonicsequence. This can be
achieved using a different MIDI
channel, which opens up the
possibility of running four different
synths off the SZ-1 simultaneously.
Some synthesizers, such as the CZ
series or Sequential’s SixTrak, can
play several different voice sounds
monophonically on different MIDI
channels (‘multi-timbral’ or ‘mono-
mode’). You could then use three
tracks controlling a CZ-101 to play a
bass line, harmony and effect, whilst

plugging in a DX7 or other synth for
a touch responsive lead line. The
control combinations are fairly
extensive and afford plenty of
variety.

In step time, or Manual mode as
Casio prefer to call it, the SZ's left-
hand control group is implemented.
The pitches of notes (up to 3600) are
entered from the attached synth
keyboard as in real time mode, but
the note length is set manually using
the nine various note value keys
(crotchet, minim etc) and the Rest
button. This programming method is
obviously slower than real time
input, but gives correspondingly
more accurate results — especially if
your playing skills err on the dodgy
side!

For repetitive music, the Bar
Copy facility’s Insert, Delete and
Copy keys allow you to quickly build
up compositions from a ‘library’ of
stored sequences. It's also possible to
use the overdub function to add to
existing sequences, though you have
to be aware that there's a danger
that you might run out of voices to
play with. Total memory capacity is
1800 notes (real time) and 3600 (step
time), expandable to 7200 via the
additional RAM cartridge.

[ mEMBORAL SHIFT ||

One problem with the SZ-1is that
the tempo, which on the internal
clock is variable from 40-256 beats
per minute, cannot be programmed
to vary within a sequence. Although
this restriction can be overcome by
using a drum machine with
programmable tempo as the master
clock, it's a silly omission. After all,
the great advantage of sequencers is
that they enable flawless
compositions to be replayed at
breathtaking speed, far beyond that
possible for manually played
patterns. Programmable tempo
should therefore be given more
priority on future updated models.
There you have it. The SZ-1isa
cheap and simple intro to MIDI
sequencing, particularly suitable for
existing CZ-101 owners. However,
users with larger keyboard set-ups
might find the 1800 note memory
and four note polyphony too
limiting, though at £295 you should
be able to find an application for it.
Perhaps the most interesting aspect
of the SZ-1 is that it heralds a whole
series of hi-tech, low cost products
from Casio, including a digital drum
machine, sampling keyboard, and
who knows what else. I'm sure the
SZ-1 could turn out to be the
centrepiece of a complete studio

system. Js/0/s]

Contact: Casio Electronics Ltd,
Unit 6, 1000 North Circular Road,
London NW2 7JD. Tel 01-450 9131.
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TALKTO A PROFESSIONAL

When you call Rock City you talk to a
professional. Someone who knows his
equipment and understands your needs. And
you're dealing with the biggest in the business,
a | 5-year-old company with over a £/ million
in stock.

So call Rock City and talk to the Mail Order
professionals about your needs in instruments,
amplifiers, sound and recording equipment.

YAMAHA

YAMAHA

CX5M with YKOI Small keyboard + RM101
RRP £570 SPECIAL PRICE £299.

CX5M with YKI0 large keyboard + RM|102
RRP £650 UNBEATABLE PRICE £349.

performance memory. An unbeatable price of £699 inc VAT.
Try One Today!
YAMAHA DXS5 Digital programmable algorithm synthesizer.

Today for the very best price.

YAMAHA DX2| The incredible digital programmable algorithm
synthesizer with 128 pre-set voices, 32 RAM voice memory and 32

64 internal voice memories. An altogether incredible machine. Phone

SEQUENTIAL PROPHET 2000 SAMPLING KEYBOARD.
Available Now!

with PCM voice generator. 9 voice,

YAMAHA RX2I Digital rhythm programmer

256K bit wave ROM x2. Available Now £249.

telephone or write.

YAMAHA

PROMARK and RAM.

Important News for All DX Owners Imagine a
new ROM cartridge for the DX7 designed to
function in an entirely different way from the
existing DX ROMS by Yamaha & Itsibashi. Each
cartridge contains a Zero Insertion Force (ZIF)
socket into which you plug an eprom containing
64 new sounds. New eproms allow you to build
up banks of sounds to use with existing
cartridges. If you own a BBC computer and
eprom blower, you could be provided with the
program to do this all yourself. Sounds Good!
Well, you can buy this unique cartridge for as
little as £45.50. Eproms containing 64 sounds
—£14.50 each. Write or phone for sample list
of sounds.

MIRAGE The digital sampling keyboard sensation
of "85!! % 5 octave velocity sensitive keyboard

SEQUENTIAL

MESA BOOGIE

NEW & USED BOOGIES IN STOCK. We can supply
all models. For info on this amazing amplifier please

RECORDING

We have a superb selection of recording equipment
including YAMAHA, REVOX, TASCAM, FOSTEX, AKAI.
Call for the best prices on these plus AHB, DYNACORD,

* 8 voice polyphonic * |6 different samples across

keyboard * 8 seconds sampling * MIDI sequencer

* Micro disk sound storage. IN STOCK NOW £1695.

ALL ROLAND EQUIPMENT IN STOCK. Roland
SRV-2000 stereo digital reverb — amazing facilities at an
amazing price of just £1 199. Full MIDI control,
programmable — 99s decay time. Also the TR727
digital percussion composer.

ROLAND

Monday thru to Saturday. Orders via credit cards and cheques. SHIPPED
SAME DAY (subject to stock) WE PAY THE SHIPPING COST
Satifaction Guaranteed. Use your credit card by calling 0632 324175

a0

10 MOSLEY STREET, NEWCASTLE UPON
TYNE, NEI IDE. Tel: 0632 324175

KOO LITY
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HEVERBERATOR

The term ‘studio quality’ often
infers a studio price tag but that’s

certainly not the case with this
affordable digital reverb from
Yamaha. Record producer/
musician Robin Lumley was so
impressed with the host of
facilities it offered that he was
moved to put pen to paper...

had recently begun to think that the

term user-friendly had been
overworked and quite often misapplied
in the case of most hard and software
musical and computer-related
equipment on the market today. Yet,
searching through both the operations
manual and the glossy brochure
accompanying this new digital reverb
unit from Yamaha, | can find no trace of
the phrase. But if ever a unit deserved to
be dubbed user-friendly, thisisit.

The REV 7 has obviously absorbed
an inordinate amount of careful thought
and research time in its pre-production
phase, with a heavy dose of effort being
spentonwho is eventually going to use
and operateit.

The asking price of the unitis quite
absurd in value formoney terms, being
only £1040 plus VAT; and I mean
absurdly low! Can’t see many retailers
offering discounts on thisone. You'll see
what I meanifyoureadon ...

OPERATIONAL
FEATURES

It's a high quality reverberation unit
essentially, suitable for studio or stage
use. The format is standard 19" rack-
mountable, with the make-it-go buttons
on the front panel, and the plug-it-in-to-
something holes on the back.

So far, so normal. But the number
and permutations of the ways it provides
reverb effects is certainly not normal.It
does almost everything imaginable (and
sometimes unimaginable) to an input
signal in terms of reverb, echo, phase
andflange, and in such an easy, clean
and accessible manner that you'll
wonder how you ever did without one.
At this point, you may have gathered
that this is a somewhat favourable
review, butit’s hard to exclude
superlatives whilst writing about the REV
7.Youonly have to hearone to
appreciate why.

When asignalissentinto the REV 7
reverberator via the balanced jacks or
XLRs, itis first EQ'd, then metered, then
passed into an Analogue to Digital
converter. Any stereo inputis mixed to
mono prior to being processed into a
reverb signal. However, the direct, or
source signal, remainsin stereo. The

etfectis then created within the Digital
Signal Processor, which is the very heart
of the unit.

The processed signal is then
converted back into a stereo format
reverb signal (regardless of whether or
not it started life in mono) by two Digital
to Analogue converters, which create
two slightly different Left and Right
reverberation patterns. This analogue
end resultis then mixed with the direct
signal using the mixer control.

When | referred to effect just now, |
should, of course, have said effects
because before you even have tostart
dreaming anything up, there are already
30 various built-in presets in the memory
foryouto use. In addition, memories 31
t0 90, the user programs, are there for
you to invent and store your own reverb
creations. With a back-up lithium 5-year
battery on board, there's no chance
either that anything of yours is dumped
when the mainsis off. The presets (1 to
30) are unaffected anyway.

USER-FRIENDLY

Enter that well-worn phrase again. The
front panel of the REV 7 is a doddle (if
you'll pardon the vernacular) to
understand. Even | figureditall outin
under five minutes, and  usually have
trouble opening a tin of baked beans!

Direct Recall buttons perm:t instant
access toall ngresets as well as the first
seven user programs. These 30 presets,
by the way, cover avast range of possible
effects... various size halls, simulations of
mechanical reverb devices, recording
studio-type acoustic environments,
stereo delays, and arange of
flange/phase modulation effects. And if
there is nothing there that is exactly what
youwant to hear, it's easy to programme
something of your own.

RECALL

There are five ways of recalling
information from the unit:

1. DirectRecall. Presets 1-30 and
programs 31-37 appear at the touch of
the number-buttons and a liquid crystal
display tells you what you've recalled.

2. NumericRecall. Press the Memory
key, and then the numeric key to select
programs 1-90. The advantage here s
that the same operation is required for
all programs, preset or self-created.

3. +/- Key Recall. This method allows
you to ‘scroll’ through all 90 programs,
which is very helpful if you're searching
for something soundwise and you can’t
remember where in the banks you've
parked it. Simply press the Memory key,
and then the +key to step through the
programs in an upward direction
numerically, or press the -key to come
back down again. Quite logical.

4. Remote Recall. Each REV 7 comes, at
no extra cost, with a small hand-held
remote control box. This is very useful for
a keyboard player or guitarist who wants




to stay out front during a performance,
and not have to keep nipping back to the
effectsrack to change a program. The
unit reproduces the functions of all the
Direct memory recall keys on the front
panel of the main unit, and can be used
along with the front panel controls at any
time, if you wish.

The fifth and final way of recalling
information on the unitis with MIDI. As
on their D1500 delay, it is possible to
select any effect stored in the Yamaha
REV 7 memory by pressing a voice/patch
select key on a MIDI keyboard,
connected via an umbilical MIDI cable to
the rear panel DIN socket. As a keyboard
player myself, | find this a highly desirable
feature as, for example, a DX7 synth can
create virtually endless varieties of voices,
each of which require different
reverberation effects. The MIDI control
allows you to pre-arrange the ideal effect
so thatit's automatically recalled when
you select the voice — and that's a handy
featurelcansay.

PROGRAM CREATION

Each of the REV 7's 30 preset programs
can be modified over an exceptionally
broad range to create your own new
effects that can be stored in the 60 user
program memory banks.

As each preset incorporates up to
seven variable parameters, you can fiddle
away for hours obtaining very different
treatments from just one preset, let
alone the other 29! You can alter the
Reverb time, First Reflection delay and
level, Diffusion, Liveness, Initial Delay
time, Room size, Modulation frequency
and depth, and you can even modify the
reverb time of high and low frequency

ranges separately inside the same source
signal.

The REV 7 also has an on-board 3-
band parametric EQ, with overlapping
frequency ranges
(50-700Hz;350-7kHz;2-20kHz) to
enable you 1o modify the characteristics
of the processed sound (but not the
original source sound). Rather unusually
for Yamaha, the parametric equalisation
settings cannot be stored as part of a
reverb program which would have been
a useful time-saving option otherwise.

Afterrecalling a preset from the
memory, you can instantly edit any or all
of the above parameters to create new
effects. This editing is only temporary
unless you store the data into the user
program memory ie. in numbers 31-90.
If you decide not to store your new
sound, the preset will automatically
return toits original values as soon as you
recall some other program. The storage
process is so simple, too. Just press the
Memory key, use the numeric keys to
type in the destination number (31-90),
then press the Store key and you can
punch up that sound whenever you like,
justasifitwas a preset. Fortunately, you
can’t wipe out the factory presets (1-30)
by accident when storing, as they are
automatically protected internally.

The remote control box,
unfortunately, only gives you access to
the first seven user programs, so Yamaha
suggest you move your most-used or
favourite programs into the range 31-37.
This you do simply by recalling the
program you wish to move, assigning ita
new number, and carrying out the
storage procedure — a facility that proves
handy when arranging effectsina
particular order ready for a session.

QUEUING UP

In conclusion, | would like to point out
that this unit offers a fully professional
specification making it suitable for
recording studios at all levels. It's also
likely to be equally at home on the road
as part of an effectsrack either ata
mixing console or as part of an on-stage
rg.

Being digital, of course, it's
extremely clean sound-wise. It also cries
out for you to experiment with new
sounds ...it's a kind of reverb synthesizer
initsownright if you're prepared to sit
and play with it. And if you don't, you'll
definitely be missing out. Some of the
presets feature gating effects, and|
managed to invert these to obtain
‘backwards echo’, a process thatused to
take me hours in the studio, turning the
multitrack tape upside down! Now that's
what| call progress.

So, the price isright, the demand is
going to be high, and you'd better getin
the orders queue PDQ! IS[0/S|

Finally, thanks to HHB Ltd for
providing the facilities to review this unit.

REV 7 SPECIFICATION

Presets 30
User Programs 60
Reverb Time (RT) 0.3 to 9.9 sec on Mid
band
High Freq RT 0.03 t0 9.9 sec
LowFreq RT 0.12t0 23.7 sec
Initial Delay 0 to 99.9ms
First Reflection 0 to 99.9ms
Diffusion 10 steps
Reverb Bandwidth 20Hz-12kHz
Dynamic Range
Reverb:78dB/Delay:84dB
MIDI Control Channel/Program number

YET ANOTHER MILESTONE




EXCLUSIVE
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& 5-VOICE POLYPHONIC
& 5 OCTAVE VELOCITY-SENSITIVE
WEIGHTED KEYBOARD ® UP TO |6 DIFFERENT SAMPLED
SOUNDS ®KEYBOARD SPLIT OR STACKING OF MULTIPLE
SAMPLES ® VARIABLE INPUT USER SAMPLING — m SAMPLE
STORAGE VIA 3.5" DISKETTES ®m20kHz SAMPLE BANDWIDTH
UP TO 6 SECONDS, 8kHz UP TO |6 SECONDS = VARIABLE
SAMPLE RATE: | 5kHz, 30kHz, 4| kHz ®FULL ENVELOPE AND
FILTER CONTROL OF SOUNDS  ®mPITCH BEND AND
MODULATION WHEELS = EXTENSIVE BUILT-IN ARPEGGIATOR
® fULL MIDI CONTROL OF SOUND SAMPLES
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PROPHET 2000 SAMPLING KEYBOARD COMPETTTION

ENTRY FORM

Entering this exclusive competition can make you the proud new owner of a
prestigious Prophet 2000 keyboard valued at almost £2,000. To ensure that this
wonderful prize goes to a deserving winner, we have put together a range of
questions designed to test your knowledge of Sequential products.

The competition questions are spread across the first two issues of SOUND ON
SOUND. They require a small amount of background research on your part and to
point you in the right direction, we suggest you scour the pages of our current issue,
read the relevant product brochures or even visit your local Sequential stockist...

QUESTIONS: PART ONE

I. How many MIDI modes are available on Sequential's MultiTraks synthesizer
and what are they?

2. Name the four sound expansion cartridges currently available for Sequential’s
Tom drum machine and list all of the sounds on any one cartridge.

Cartridge |
Cartridge 2
Cartridge 3
Cartridge 4

Sounds

3. What is the total memory size of the Prophet 2000?

4. How many tunings are available for every sound on the Tom drum machine?

5. How many preset sounds are there on the MultiTraks?

WHAT TO DO

Once you've collected what you consider to be the correct answers, fill in the
relevant spaces above, cut out the page (sorry, no photocopies accepted) and keep
it in a safe place. By that time the second edition of SOUND ON SOUND will no
doubt be available on your newsagent's shelves. Inside it you'll find Part 2 of the
competition, containing the final set of questions, the competition rules and full
details of where to send your completed entry. (SOUND ON SOUND Issue 2 will be
on sale November [5th.)

REMEMBER: Keep your answers safe. You'll need to post them to us along with the
answers to Part 2 in next month's issue.

NOLLIZAdNOD Q¥vOdA4Y ONITAIWYS 000¢.LAHdOdd
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AKG
ALESIS
AMPEX
ART
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Recognised as one of the most user-friendly systems around, this real-time/step-time MIDI sequencer runs

ing rapid acceptance amongst professional users for its versatility.

is gain

on the BBC B micro and

Jay Chapman discovers why.

Scenario 1

You've managed to acquire, at
great cost relative to your
income, a couple of MIDI
controllable synthesizers, hopefully
at least one of them multi-timbral.
You've borrowed a drum machine
from the guy next door and the
dreaded overdraft is sufficiently
small that the bank manager is
expected to avoid cardiac arrest for a
month or two. The ghetto-blaster is
seemingly to be locked foreverin
record-pause mode awaiting the
mega-mix of your latest musical
masterpiece. If only you had the
necessary three or four sets of hands
and could manage to play all the
parts through correctly now and
again — | mean take 12 is so tedious,
not to say embarrassing! Oh, yes,
and halfway through the fifth layer
of sound-on-sound (the recording
technique not the magazine!) you
remember that the singer’s voice
dictates that the song must be
played in the key of C# (how many
sharps? — good grief!) ...

Scenario 2

You run a 48-track studio. You've
spent thousands on digital
multitrack recorders, computer
controlled mixer, the latest
outboard gear, aerobic baffle
decompensators, cat-flaps and so on,
only to discover that the four letter
word that has superseded PUNK is
MIDI. Vince Clarke has just walked in
with eight CZ101s under his arm
clutching his latest epic on a floppy
disk and the nearest size slot you've
got is the post box on the front door

Scenario 3

You've bought some
hardware/software that acts as a
MIDI control package.

Your problems vanish ... well, ok,
some of your problems vanish!

MIDI RULES OK

MIDI will not solve all of your
problems of course, and it will in fact
create some of its own. In general
terms, like most tools of any trade, it
is a combination of the quality of the
tool and the competence of the
person using it that dictates the level
of satisfaction with the end product.

The success or otherwise of a MIDI
control package must mainly be
judged in terms of what it can do for
the musical user and how easy itisto
use.

Ease of use is particularly
important since any powers of
concentration that must be applied
to using the package must be
siphoned off from, and therefore
ultimately detract from, the actual
creation of the music. A further
point to be considered in any review
must of course be whether the item
represents good value for money
and I'm afraid this does not
automatically mean that the item in
question has to be cheap.

So, the question is: which MIDI
control package? Hopefully, this
review should help you consider the
suitabilty of the UMI-2B in the
moments before the money burns a
hole in your pocket or you pluck up
courage yet again to approach the
bank manager on bended knee.

PREREQUISITES

Dedicated MIDI sequencers such as
the Yamaha QX1 provide MIDI
interface, software, computing
power and data storage. The UMI-2B
provides the first two of these but
not the last two. So, what else will
you need as well as the UMI-2B?

The minimum configuration
required is a BBC model B
microcomputer (or a suitably
upgraded model A), a monitor or
television and a suitable cassette
recorder — if you already own these
then the bill you'll be faced with at
the end of the day just reduced
considerably! However, price wars in
the micro sector mean that ordinary
model Bs can be found at
considerably discounted prices and
secondhand ones can be picked up
for well under 300 pounds. The new
BBC B+ and the even newer 128K
version will also do the trick (though
the UMI doesn’t take advantage of
the extra memory at the moment).

The BBC micro deals with
computing power and short term
data storage (ie. until you switch it
off!) but what about the long term
saving of song and other data? Well,
it is possible to save songs and DX7
patches on either cassette or disk.
Cassette storage is a real pain in the
neck — it is slow and often prone to
errors and | can‘t recommend it to
professional users — or to my worst

>



<« 4 enemy, come to think of it. | hasten

to add that this is a problem with the
medium, common to all computer
(synthesizer, drum machine) users
who are forced to use cassettes for
data storage, and is in no way a fault
of the UMI-2B. A decent data
recorder, a cassette recorder
purpose-designed for use with a
microcomputer, will cost about 30
pounds and give you far less
heartbreak than the old valve reel-
to-reel you've had stored in the loft
since the end of World War 2. | used
to use the cassette recorder in my hi-
fi — and there’s always that Sony
digital recorder if you're Scenario 2
(joke, folks, joke).

Floppy disks are the better
choice for long term storage and, in
common with most systems, you
would be well advised to buy two
disk drives for ease of making back-
up copies of all data disks — one disk
alone could easily store hundreds of
hours of work so making back-up
easy is not a bad idea. Double-sided
80-track drives will give you the
largest capacity in terms of storage
space but are more expensive than
smaller capacity single-sided drives.
Note that a single-sided 40-track
drive can still handle the storage
requirements of the UMI system
without problems — in fact, if you
don’t wish to store your musical
doodlings, you don‘t need a disk or
cassette drive at all because the UMI
software comes in an EPROM that
fits inside the micro.

For most BBC micros you will
also need to buy disk interface chips
and a Disk Filing System EPROM
which were not automatically fitted
in the BBC micro, although | believe
the new BBC+ versions have the DFS
kit fitted as standard. There are a
number of different DFS kits
available which are more or less
compatible with the official Acorn
product. The UMI-2B is guaranteed
to work with the Acorn kit and
should work with the more
compatible of the others — if it
doesn’t that's the fault of the DFS
and not the UMI-2B: so check out
the DFS before buying! A minimum
cost of perhaps 200 pounds for the
complete drive/DFS combination
should be budgeted for.

Coming back to the visual
display requirements, it is worth
pointing out that the UMI software
uses the BBC's Mode 7 screen display
which is capable of a similar display
to that used in teletext-based
systems (such as Ceefax, Oracle and
Prestel). This mode uses the least
possible amount of the micro’s
rather scarce RAM — the standard
BBC model B only has 32K bytes —
which is needed for storing your
song data, whilst still allowing the
use of colour for text and limited
block graphics. Colour is used
extensively, and very effectively, by
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the UMI software and whilst the
package can be used successfully
with a monochrome monitor or
television set, colour is definitely to
be recommended!

As Mode 7 is a low resolution
display, it's unnecessary to spend
hundreds of pounds on a colour
monitor as most portable colour
televisions will do the job nicely.
Once you have a micro other
applications apart from MIDI (eg.
word processing) are likely to come
to mind which may require higher
resolution monochrome or colour
graphics so a medium resolution
colour monitor might be a good idea
if you can afford one.

PACKING LIST

What do you get for your money?
Well, depending on whether you've
shelled out on the more expensive
option or not, your trembling
fingers should unpack the following
items:

Aries-B20 RAM expansion board,
control EPROM and manual
(optional extra)

UMI-2B Operating Instructions
Manual

UMI-2B Interface

(ie. the UMI hardware)

UMI-2B EPROM

(ie. the UMI firmware)

I'll discuss all of these fully in a
moment.

If you're not really into
computing buzz words then don't
read the rest of this paragraph — it
might put you off for life! The
interface (or hardware) is the box
shown in the main photograph with
the blue button on top, electronics
inside, legends identifying the
sockets along the rear edge, and the
two ribbon cables for connection to
the sockets on the underside of the
BBC micro. If you want to know why
the term hardware is used, try
dropping it on the drum roadie’s
head and observe what dents ...

The EPROM is a chip which holds
the UMI computer program (or
software) that tells the computer
and interface what to do to make
them perform together as a
sequencer. The EPROM is called
firmware because it effectively
encapsulates software in hardware -
by the way you, the user, are the
liveware in the system and, of
course, your string vest is
underwear!

As a final piece of suspense
before discussing the UMI-2B itself,
let’s consider the place of the Aries
RAM board in the system.

THANKS FOR THE
MEMORY

Itis very important in any MIDI
control system to have sufficient
RAM (memory that is readable and

writable) available to store and edit
a reasonable amount of music.
Whilst it would be possible to quote
figures based on how many MIDI
events a system can store, there are
many variables involved which may
qualify any quantitative estimate
and perhaps a more useful measure
is based on practical experience of
the use of the system. Quite simply |
managed to doodle happily over
recording a song (typical chartsingle
material), driving three polyphonic
synthesizers and a drum machine
(DX7, TX7, JX-8P and TR707),
without using more than 50% of the
memory space available in the
standard BBC micro —thanks
principally to the song chaining
facilities available on the UMI-2B
system (of which more later).

If you are into 20 minute epics
which don’t repeat verse, chorus,
verse, middle 8 etc, and/or have a
couple of 6-voice multi-timbral
synthesizers and like to drive your
drum machine /ive from your MIDI
sequencer, and/or like to hear lots of
sixteenth note triplets at 200 beats
per minute, and/or you are well into
St.Vitus dance on the pitch and
modulation control wheels — not to
mention delighting in the space-
grabbing horrors of after-touch;
then you probably will need more
memory!

The Aries board extends the BBC
micro’s RAM by 20K (over 20,000)
bytes giving far more space for your
song data. By way of comparison, we
can note that the Yamaha QX1 can
use its disk drive to supplement
internal memory during the playing
of a song whereas the UMI-2B
requires the song data to be
completely loaded beforehand. This
means that the QX1 can handle far
larger pieces of music than the UMI-
2B but, unfortunately, costs several
times as much as the UMI-2B!

DO YOU HAVE
THE RIGHT
CONNECTIONS?

For those of you who break into a
cold sweat at the thought of
changing a light bulb or, heaven
forbid, taking the lid off your
computer, don't worry: take your
BBC micro along to the London Rock
Shop. When you buy your UMI-2B,
they will fit the necessary bits inside
the micro and show you how to
connect the interface. Those of you
with a bit more courage or a friend
experienced in the art of chip
manipulation, can do-it-yourselves.
There is no soldering involved so
care and concentration should carry
the day.

If you have bought the Aries
RAM board option, the BBC micro’s
6502 processor chip is removed and
plugged into the Aries board which

then plugs into the socket vacated p p
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<« « by the 6502. The EPROM supplied

with the Aries board is plugged into
a spare socket in the BBC as is the
UMI-2B firmware EPROM. If you
have other (EP)ROM-based software,
you may find yourself running out of
sockets — there are three spare
sockets in the standard BBC micro —
in which case you can fit a ROM
expansion board. You may well need
to do this in the future should
further software, compatible with
the UMI interface, be made available
in (EP)ROM. Since Aries make a ROM
expansion board, the Aries-B12, that
is compatible with their Aries-20B
RAM board, it will be possible to
expand as and when required.

Once the case of the BBC has
been closed after fitting the RAM
board and the EPROMs, the
interface is placed on top of the case
and the two ribbon cables
connected to the user port and
1 MHz bus connectors. The
instructions that come both with the
RAM board and the UMI-2B are very
clear and no problems should arise.

THE UMI-2B INTERFACE

As you can see in the main
photograph, the interface itselfis a
rectangular box (30cms wide by
14cms deep by 4cms high). Its colour
scheme of cream and brown

matches the BBC micro’s own and it
sits unobtrusively on top of the
micro beyond the keyboard and
function key strip. The ribbon cables
and any of the MIDI or other cables
you use can easily be routed away
from the six DIN sockets and seven
Va" jack sockets on the rear face of
the unit.

The interface is tidily designed,
very well made and should survive a
few knocks on the road. Internally,
the circuit board is cleanly laid out,
all integrated circuits are socketed,
all but one of the wire links (used
because this is a single-sided PCB to
keep costs down) are sleeved and
there is no evidence of any last
minute fudges to make the thing
work — it's a clean machine! The DIN
and jack sockets are board-mounted
which should improve reliability. The
top of the case is easily removed (no
flying cables to break and curse)
should on-the-road repair prove
necessary. The interface is powered
from the BBC micro so it's on when
the BBCis on.

The blue button just north of
the UMI-2B logo on the top surface
of the interface is used to start
recording of patterns in real-time
and to start and stop playback of
individual patterns and songs. This
represents a simplification from the
original UMI-1B’s three buttons

which experience has presumably
proved unnecessary.

The interface features two 6850
ACIAs and therefore permits two
completely separate MIDI circuits
(for want of a better word) to be
dealt with. So, if you have two MIDI
synthesizers that can only receive on
MIDI Channel 1, the UMI-2B can
handle them both. Each of the two
circuits has two MIDI Outs in parallel
so if one or two of your synthesizers
don’t have a MIDI Thru connection,
all is not lost; also it is likely that
most MIDI speed/response problems
can be avoided by using the total of
four MIDI Outs available rather than
daisy-chaining your synthesizers via
MIDI In and Thru connections.

There is only one MIDI In which |
felt was a pity since most keyboard
players could sensibly handle up to
two keyboards at once on real-time
recording, for example. However,
this is a very small quibble and | have
to compliment Umusic on the
flexibility afforded by the MIDI
connections provided.

The last of the six DIN sockets is
a Sync-24 output for driving any
drum machine that conforms to the
Roland standard. A trio of the 4"
jack sockets are devoted to
synchronisation of drum machines
via the typical Clock In, Clock Out
and Start/Stop connections. Clock In

Sound advice on...

sound

A modern, creative, studio requires an
exceptional standard of processing facilities,
with the flexibility to control and improve
audio signals in the most efficient way.

The selection of the necessary equipment

is an extremely important step in the
planning or expansion of the control room.
Sound Technology exists to ensure that
your sound budget becomes a sound
investment.

Sound Technology Limited,
6, Letchworth Business Centre, Avenue One, Letchworth, Herts. SG6 2HR.
Telephone: 0462 675675 Telex: 826967




expects a minimum of 2 volts and
Clock Out, Start/Stop, and Sync-24 all
generate normal 5 volt signals. It is
possible to use the system’s internal
clock or to synchronise to an
external clock. In the latter case it is
possible to select 24, 48 or 96 pulses
per quarter note as the clock rate to
be recognised. So, the UMI-2B can
synchronise with many, if not most,
drum machines and sequencers and
in nearly all cases the system dictates
the tempo which is convenient.

I was a little surprised to notice
that the UMI-2B does not actually
send the MIDI real-time codes
required to drive a drum machine
that could only sync via MIDI.
Typically, such machines can actually
be played direct (or ‘live’) via MIDI in
the same way an expander unit can,
so this should not worry most users.

Two more jack sockets are used
to allow synchronisation with a tape
recorder. The Sync Out sends a 3kHz
signal gated on and off to the tape.
Since 3kHz is an audible signal,
Umusic suggest that it is possible to
perform precise tape edits by
reference to this 'sync code’. A tape
synchronisation facility is not to be
overlooked in a MIDI system since it
can effectively multiply all but one
track (the one with the sync code) on
your tape recorder by the number of
synthesizers available. | gave the

UMI-2B a good workout in this area
and it worked first time and every
time.

The last two jack sockets are
designated Clik Out and Trig Out.
Whenever the UMI-2B is playing or
recording, or you need a count-in, it
is possible to have the beats, or sub-
beats, emphasised by an audible
click from the BBC micro’s
loudspeaker. Trig Outis simply a 5
volt pulse synchronised with Clik Out
which could be used, for example, to
drive a non-MIDI sequencer. The
click can be made to sound on every
crotchet, quaver, semi-quaver or
their dotted equivalents.

THE UMI-2B SOFTWARE

Well, you've been very patient to
have read this far. The hardware is
flexible and well thought out but it's
the software that’s the brains
behind the whole operation. The
software quite literally makes or
breaks the whole package and I'm
very pleased to report that Umusic
and the software man himself,
Lynton Naiff, are very much to be
congratulated on this product!
The EPROM (mine was Version
4.17A) is packed with useful
features. Quite literally packed, in
fact, since only 52 bytes of the over
16000 available remain unused!

The main menu is shown in
photograph 1 and, as you can see,
colour is used very effectively to
highlight different sections of the
screen and to group related choices
together. Displayed on the left of
the screen (above the version
message) are the main menu options
used during recording and playback.
Selection is by pressing one of the
BBC's 10 function keys (fO through
f9) and the correspondence is
quickly learnt. In normal use, it is not
even necessary to keep returning to
the main menu page and moving
from option to option directly
becomes quite automatic.

The first point to make is that
because the software isin a EPROM
inside the BBC micro, it doesn’t have
to be loaded from tape (very slow ...)
or disk (fast — but you have to find
the disk and the software would
take up 16K bytes of your valuable
RAM). In fact, it isn’t loaded at all —
the correct ROM socket is switched
on and control of the system handed
over. All you have to do is switch on
the BBC micro and monitor and type
*UMI followed by the RETURN key.
Very quick, very efficient and dead
easy!

Default values for the length of
the sequence pattern, the click
frequency, the count-in length and
so on, are easily altered from the p p
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< 4 main menu with the cursor keys

being used in a consistent manner
throughout the system to select and
alter parameters. The defaults
section can be seen in the lower
right quadrant of the screen in
photo 1. Note that it is possible to
make the system ignore keyboard
after-touch when required, since
masses of memory-eating data is
transmitted by a Yamaha DX7, for
example, if you happen to be a little
heavy-handed when playing but are
not intending the DX7 to actually
respond to after-touch.

PATTERN RECORDING
AND EDITING

Real-time recording (photograph 2)
follows a click count-in (once the
button on the interface has been
pressed) of up to nine beats or can
auto-start when you start playing
the synthesizer. Once the tempo is
firmly established in your head the

auto-start option comes into its own.

Itis possible to have up to four
patterns playing simultaneously
during recording which lets you get
into the feel of the music as you
build up the piece.

In a future release of the
software you will be able to
supplement the count-in with the
playing of the pattern leading up to
the start of the one you are about to
record. As soon as the pattern is
recorded it loops until the button is
pressed again and can be sent out to
any specified MIDI channel to try out
on the different synths attached.
The pattern can also be sent out to
all synthesizers during recording
which is useful where two or more
synthesizers contribute to one sound
as otherwise, the musician would
have to imagine the overall effect or
would have to keep swapping MIDI
cables about between recording and
playback.

If you overrun the pattern
length, which could leave notes
hanging on, there is an edit option
to tidy the pattern end up for you. If
you are unhappy with the result of
your real-time virtuosity it only takes
one key press to prepare to re-record
the same pattern with the same
simultaneous patterns playing;
again the system shows its efficiency
and ease of use. Don‘t forget that it
is always possible to reduce the
tempo for the difficult bits and bring
the piece back up to speed later.
Furthermore, you can build up the
pattern by overdubbing. Each
overdub can consist of more notes
being played, and/or the
introduction of extra pitch bend or
other controller information and
even patch changes! Only when you
are happy with the overdub is it
merged permanently into the
pattern. As with many real-time
input facilities there is the ability to

auto-correct (round off) timing
errors to a variable precision — this is
an edit menu option (see
photograph 4).

Step-time entry is also catered
for (photograph 3) and again the
option is very easy to use. Your main
synthesizer’s keyboard is used to
toggle notes on or off on the five
column (one per octave) display in
the upper left of the screen and you
then assign a key velocity value, if
required, and the number of steps
(or a gate length of 10%, 30% or
75% if the notes are to be less than
one step long) to the note or chords
selected. This use of a musical
keyboard, rather than the micro’s
QWERTY keyboard, for note
selection is definitely to be
recommended.

Once one of the 127 available
patterns has been filled via real-time
or step-time input, it is possible to
edit it. The edit options are shown in
photograph 4. Option 0 (erase
notes) uses a 5 octave gridin a
similar manner to step-time input
and steps you through the pattern
(from chord to chord notstep to
step) playing the notes which you
toggle off to erase them —see
photograph 5. The combination of
step-time input, real-time
overdubbing and erase deals quite
satisfactorily with most editing
requirements but is occasionally a
little tedious eg. the only way to
adjust key velocity with any accuracy
is by re-entry of the whole patternin
step-time. Alternatively, since re-
entry even quite a few times via
overdubs (assuming a velocity-
sensitive keyboard) is so easy, most
people will not see this as a real
problem.

As has been mentioned, the use
of MIDI pitch bend and modulation
controllers eats memory in
prodigious gulps and the UMI-2B
thoughtfully provides some succour
via the pac mod and pac bend
options which gradually reduce the
number of bytes devoted to a
controller effect. Each time the user
applies a pac, the pattern can be
replayed to judge whether the
controller effect has been lost or
damaged. In this way, the optimum
use of memory is assured. If a
pattern has been successfully
recorded in terms of the notes
played but a pitch or modulation
effect was messed up, it is possible to
erase just the effect (and to re-
record it via an overdub of course). If
any of the auto-correction, pac or
erase controller facilities have been
used in error then the retrieve
option will undo the damage.

CHAINING

In a nutshell — phenomenal! One of
the principal reasons that the UMI-
2B manages with a fairly small

amount of RAM is its chaining
ability. Patterns, containing up to
127 note polyphony (if your
synthesizers can handle it), can be
copied, transposed, played serially
and in parallel tracks and looped to
order. All of the 16 tracks can be
assigned any of the 16 MIDI channels
and the load of sending out 16
tracks-worth of sequences over MIDI
is split between the two ACIA’s in
the interface avoiding MIDI speed
problems — the track assignment
page is shown in photograph 6.

The first track is used as a
navigation routemap for the UMI-2B
(see photograph 7). Thisis an
important feature if tracks are to be
mainly silence (just a bit of brass on
the end of the chorus, for example)
so you don‘t waste memory storing
the silence — the navigation track
will kick the relevant pattern into
action at the right moment.

You can define repeat sections
with first and second time bars, or
repeat to fade, as well as both coda
and sign sections. When putting the
chain together both insertion and
deletion of patterns is possible
making song building extremely
easy. Chains can be copied to other
chains with both transposition and
pattern offsets applied. The pattern
offset cleverly allows related
patterns to be played in parallel
from different tracks (and therefore
MIDI channels) so that if you write
the bass lines corresponding to the
keyboard patterns 1,2 and 3 on
patterns 11, 12 and 13 then the bass
track is just a copy of the keyboard
track with offset 10 — cunning, eh?!

NOTIFICATION

There is a Notes page for you to
keep track of what synthesizer is
supposed to be playing what sound,
on what track, and this information
will appear at various points in the
package to help you confirm that
you're doing what you think you're
doing! For example, if you specify a
pattern to be played back when you
are doing a real-time recording,
then the name of the synthesizer
that the played pattern will be sent
to, will appear in the green box (see
photograph 2). A nice feature for
use on the road allows auto-loading
of a song specified on the Notes
page so if each song contains the
name of the next one then a single
key press will load the next song in
seconds from disk.

The current software allows the
saving and loading of complete
songs which is an obvious
requirement. Unfortunately,
individual patterns and the UMI-2B's
performance parameters (all those
default values which you may have
modified, like the pattern length
and click frequency) cannot be saved
separately on the version | had for
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UM!I users Vince Clarke and producer Eric Radcliffe.

UMI USERS

The UMI system has found favour with such artists and producers as
Blancmange, Alan Parsons, Mutt Lange and Tears For Fears producer
Chris Hughes. Not to mention Vince Clarke (of Depeche Mode/Yazoo
fame) who took time out from making his new record with producer Eric
Radcliffe to supply a quick input on the subject:

Vince: “If you are looking for something to sequence, say, a bank of eight
Casio CZ101s, then UMI-2B is the answer. I tend to use my UMI for
overdubbing.”

Eric: “I use it for entire songs having all 16 MIDI channels running. The
UMI-2B gives me a home system whereby I can hear a complete song on a
few inexpensive keyboards so that I can check that the music is right
before I come into the studio. It saves me money because we now spend
more time in pre-production and just turn up in the main studio with our
floppy disk, plug into another UMI-2B, and we’re off and running. It can
save weeks of studio time at X pounds an hour, and I shouldn’t really say
that because we own two recording studios!”

Folr a player’s view of the UMI-2B, read what songwriter/performer Paul
Bliss has to say in this issue.

<« <« review. Pattern saving can be
particularly important when you
need memory temporarily for an
edit (which will then be freed) in
order to hold the whole song in
order to play it. Also you may want
to transfer patterns from one song
to another. These features are to be
made available soon in a future
release of the software.

The current software also boasts
a DX7 voice dump facility which |
understand is to be generalised to
other synthesizers in the future. For
the moment, a single voice or a full
bank of 32 voices can be loaded or
dumped and the London Rock Shop
can supply a set of 10 floppy disks
containing some hundreds of new
voices in related sets (brass, pianos,
guitars, etc) for the DX7.

CONCLUSION

To be honest, my first reaction to the
UMI-2B was that it seemed very
expensive — particularly if you have
to buy a BBC micro! Somewhat
grudgingly at first during the review
period, | had to admit to myself that
value for money, and not just the
actual price, is what matters.

For your money, you will get a
highly professional product which
does exactly what it sets out to do in
a very efficient and extremely user-
friendly manner. It is worth
considering the point that the whole
set-up, computer and all, costs less
than many of the synthesizers that it
will most probably be used to
control! The system is continually
being enhanced through software
updates and has the professional
and enthusiastic support of the
London Rock Shop. Highly
recommended. 15/0/5}

The UMI-2B system costs £495 inc
VAT without the Aries memory
expansion board, and £575 inc VAT
with it. Distributed exclusively in the
UK by: The London Rock Shop, 26
Chalk Farm Road, London NW1. Tel.
01-267 5381.
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Greengate is in the business of making SYSTEMS. The BS:3
is such a system. The DS:4-8 and the DS:4-16 are systems.
Systems are relatively new to the musical community but with
the advent of computers in music the truly flexible approach
to updates, upgrades and new ideas is the System concept.

Thus the DS:3 is: An excellent digital sampler.
A very powerful drum machine.
Comprehensive real-time sequencer.
"Instant drop-in" recorder.
A 5-octave multi-splittable keyboard.
MIDI controllable.
A digital delay device.

and, of course, a full blown professional computer system in
its own right: The APPLE IIe, its disk drives and monitor.

But as a system ‘it is more than this.......It is expandablel

EVERY ITEM IN THE LIST ABOVE IS BEING CONSTANTLY DEVELOPED !
and at prices which ALL our customers can afford. Who else
gives you a digital delay program for ten quid? Who else
keeps their customers REGULARLY updated with new software at
the price of the disks and the postage?

When you join the Greengate fraternity you get support. You
get help at virtually any hour. You get commitment. Ask a
DS:3 owner..:.:==

STOP PRESS......!I11! Greengate has moved........
Now we are at: Please send me information on the DS:3 Digital Sound
Sampling Sequencer and its peripheral devices:
Greengate Productions Ltd., Name
Unit "D", Happy Valley Trading Estate (!) Position

Primrose Hill Company

Kings Langley

HERTS WD4 8HZ Tel:(09277) 69149 Aicreas
Tel:




In between world tours with Ultravox and
appearances on Live Aid, multi-instrumentalist
Midge Ure has somehow found time to write and

record an excellent solo album entitled The Gift. We
spoke to him at home in his studio where he
explained how the album was put together.

Text: lan Gilby.
Photography: Ralph Denyer.

14 Ioriginally talked about doing a solo .

album three years ago when I releasedmy | 7
first solo single (a version of the Walker =
Brothers” hit No Regrets), but I never found
the time. It wasn’t until November '84 that I
began planning this album and then the Band
Aid Christmas single took priority, so I shelved
theidea. What had initially started out asa two
to three month project eventually turned intoa | -
six month one because of my involvement
with Band Aid — and that is much longer than I
like to take over recording any album.”

The songwriting itself was staggered over
asimilar period since Midge had no reserve of
reject Ultravox songs to fall back on. “What
most solo albums are usually comprised of,”
he explained “are rejected songs from previous
band albums. Ultravox only write the right
amount of material for each album we’re
working on and we tend to scrap things as we
go along; we don’t ever finish a track and then
say it’s not good enough to make the album.”
And that for Midge, meant writing a whole
new collection of songs for the project.

With The Gift, Midge Ure manages to
produce an altogether more convincing music
than we’ve come to expect from Ultravox of
late. Listening to the album, it’s easy to
recognise specific elements of the Ultravox
group ‘sound’, in particular the famed tiers of
synthesized string parts, but as Midge says,
“it’s very difficult to separate the two. What I
hear on my solo album as being Ultravox-ish
isme! I can’t change that fact. That’s how I
sound.”
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<« «Judged simply as a statement of what he
is personally capable of creating outside of the
inevitable musical confines of a successful
band structure, The Gift is certainly a fine
achievement. Stylistically, the album covers a
wide range of material from out-and-out
instrumental music —the oriental flavoured
‘Edo’ (surely destined to accompany
innumerable future TV documentaries on the
Far East); to an excellent cover version ofa
rock classic —Jethro Tull’s ‘Living In The Past’;
then to the powerful, yet sad, social
commentary of ‘Waste Lands’.

Mixed with these are several instantly
memorable tracks (‘She Cries’ is one) that
would undoubtedly make potential hit singles
(were theyreleased), so I asked Midge who
was responsible for the choice of the less than
obvious first single release ‘If 1 Was’.

“Ichoseit” came the reply. “Ijust think
it’sa good pop song. I don’t discriminate
between pop or rock music, I just believe that a
good song should always be well-crafted and,
to my mind, that’s true of ‘If ] Was’. There’s
some better stuff on the album sure, but asan
initial single it’s quite a good track. People
don’t expect to hear me singing an out-and-out
pop song I’'m sure and I felt it was a suitable
thing to immediately establish the solo album
asdifferent from Ultravox. It was either that or
releasing one of the instrumental tracks...”
With the single nestling in the No.4 slot of the
UK charts at the time of writing, it seems the
British public firmly agree with his decision.

LIVING IN THE PAST

Midge’s appreciation of a well-crafted song is
the main reason for including on the album a
cover version of ‘Living In The Past’—aJethro
Tull tune that first caught his attention at the
ripe old age of fifteen. “It was around the time
when I was forming my first bands back in
Scotland, and that song really stood out for
me. Probably because it was one of the first
ever songs by a bonafide rock band to
successfully cross over to the singles market
and bgcome ahit. And it has stuck in my mind
ever since.”

Midge’s version of the song departs
radically from the original recording except for
his vocal rendition which emulates the dry,
up-front production style so characteristic of
Tull’s original. The result, for me, is one of the
best Ure vocal performances yet captured on
record and, in an age when even the best
vocalists are rarely heard without their voice
first being processed through expensive ADT
and reverb devices, to expose himself like that
was a brave move indeed. It only goes to show
how surprisingly good a vocalist he actually is.

“I went for a very intimate vocal sound on
that track in particular” he said. “To achieveit,
I had to sing quietly, close-up to the studio
microphone which I don’t normally do. I
usually stand well back and belt it out,
especially when I’'m going for the high notes
like on ‘Vienna’.”

The overall arrangement of the song is
quite different to Jethro Tull’s. The bass part,
for example, is newly composed and played by
Level 42’s Mark King who really has helped
add sparkle to the track. How, I asked, did
Mark’s involvement in the project come

“I happened to bump into him last year
when Ultravox and Level 42 were appearing
on the same TV show and whilst having a few
drinks at the bar, I asked him whether he’d
kindly play on my solo album if I ever got
around to doing something in the future. He
accepted, I mainly think because hereally
enjoys playing different types of music, though
people only know him for his slapping funk
bass style. He actually played the bass on ‘If I
Was’, which is probably the simplest bass line
in the world —and you wouldn’t expect Mark
King to play anything like that —but it’s very
effective on the record.”

COLLABORATORS

Asolo record is usually a chance for established
recording artists to show their expertise (or
lack of it) on instruments with which they are
not generally associated. Fortunately, Midge
was wise enough to recognise his own musical
limitations and, instead, enlisted the help of
those more able to translate his ideas ofhowa
particular bass or drum part should sound,
into a musical reality. A decision that has
produced an altogether more enjoyable and
certainly less indulgent collection of music.

So, apart from Mark King and himself,
which other musicians contributed to the
recording?

“They were mainly bass players and
drummers. People like Mark Brzezicki of Big
Country, who'd impressed me on arecent
Steve Harley session 1 did; Nigel Ross-Scott,
who plays bass with Reflex, and Lindsay
Elliott, who used to drum for Cockney Rebel
and who I've known for some time.”

“I handled the keyboards, guitars and
vocals myself but I did make a conscious effort
to get away from the sequenced bass lines that
Ultravox are so well known for. I thought the
best way of doing that was through the
influence of other musicians. A solo album, for
me, should always be a solo effort and that’s
certainly true of The Gift because every idea
on it originated in some way from me. But I see
no point, for example, in bringingina
musician of Mark King’s calibre and forcing
him to stick rigidly to the notes you've already
composed! That would be a dreadful waste of
his talent.”

“With the drummers, for example, I
already had guideline drums programmed into
a Drumtraks purely to give the players an
indication of where the build-ups and fills
would occurin each song. But they were then
totally free to expand on that guide, which they
did, and the end result was always more
interesting having the benefit of the human
touch.”

“Every song used a pre-recorded click-
track to drive sequencers but I didn’t want to
use only machinery because you can tellit’s
justa machine. It would have been too easy to
use programmed drums. Half the challenge of
making the album was working with the other
people. And that was the most exciting part as
well.” > >




BE A TRAK STAR!

Keep your music on the “right track” with the new
Multi-Trak, TOM and MAX from Sequential!

THE AMAZING NEW MULTI-TRAK!

Take a look at Sequential’s new Multi-Trak! Features include a 5
octave velocity-sensitive keyboard for controlling loudness, brightness
ormodulation. A powerful built-in digital recorder lets you record up to
1600 notes and provides 4 independent sequence locations, an audible
metronome, 5 different resolutions of auto-correction, sequence
appending and the ability to erase your recorded music by track or by
single note. To facilitate your recording needs, each sequence track has
its own audio output. g :

.

“live” from the keyboard! Also featured are a stereo chorus with
programmable On/Off and adjustable rate and depth, a cassette interface
for program and sequence storage, and a latching arpeggiator with
transposition at the touch of a key.

MAX: THE ULTIMATE MIDI EXPANDER!

MAX is a 6-voice, polyphonic synthesizer designed to let you play
six completely different instrument sounds at one time. And MAX's
comprehensive MIDI implementation makes it the ultimate MIDI
expander!
TOM: A UNIQUE NEW DRUM MACHINE

Like all Sequential drum machines, TOM features programmable

 tuning and volume. TOM adds to these features unique new capabilities

le stereo pan for each instrument and the ability to play




INSTRUMENTAL
BREAKS

<« 4 The Giftfeatures three instrumental
tracks: ‘Edo) ‘Chieftains’ and Antibes™ which
was recorded on the Caribbean island of
Montserrat using a Casio CZ-101! Hardly
what you’d expect from a musician whose
public profileis so closely allied to the role of
frontman/ vocalist. What comes as even more
ofashock to the system is Midge’s revelation
that his initial intention was to produce an
album that contained five songs and five
instrumentals!

Somewhere along the line, however,
matters were diluted somewhat but he decided
toretain three of the instrumentals, even
though he was well aware that “more often
than not, when you get a couple of instru-
mentals on an album, it means the guy’s run
out of ideas!”. The reason for theirinclusion?
Simple: “I like instrumental music. I find it
very easy to listen to and it allows you to use
your imagination in a way that most pop music
doesn’t. It's refreshing.”

Part of the power and appeal of instru-
mental music undoubtedly lies in its ability to
conjure up images in the mind. Yet it functions
superbly too as a reinforcement to the visual
image. This is never more prevalent than in the
hypnotic television advertising and jingle
markets where a good music track is recognised
asbeing a vital element of a successful
commercial.

Prime examples of this approach have
been the stylish Levi jean commercials that
exploded across our television and cinema
screens a few years back. Anyone remember
the first ‘Rivets’ advert featuring an Ultravox-
style synthesized soundtrack and filmed
explosions in a sun-drenched quarry? Well,
the man responsible for the music was Midge
Ure, though that first foray into the advertising
business wasn’t a particularly enjoyable one as
he explained.

“Idon’tknowif I'd ever do it again.
Working with advertising agencies is the pits...
justawful! You’re usually dealing with halfa
dozen people who all agree with each other,
none of whom have a clue what they’re talking
about, musically. Nevertheless, I rattled off the
music quickly and was really pleased with it. I
think it went very well with the visuals because
I'was given the finished visuals to write the
music to, which is arare occurrence, so I'm
told. Normally, you're only given a written
outline of what the finished visuals may be like
and have to create something to complement
them.”

THE CREATIVE INPUT

Creatively-speaking, Midge Ure never appears
to be stuck for an idea, whether it be for a song
or one of the many Ultravox promotional
videos he has produced. But what, I asked
him, shapes a song’s development?

“Well, there are a million ways to come up
with song ideas. They may be sparked off by a
particularriff or chord sequence or simply a
mood. But once I've got a basic idea or a feel
forasong, then that starts to dictate how the
lyrics are going to follow. I might, for example,
have a seed of an idea in the back of my mind

but no clue how to go about recordingit. So, I
begin crafting the music in the studio, working
layer by layer until eventually, the lyrics start to
form where the verses and chorus will appear.
Itall becomes apparent as you're doingit
usually —a bit like painting by numbers.”

As the lucky owner of a fully-equipped
studio in his back garden, I wondered whether
the Ure songwriting method was helped atall
by the nature of multitrack recording?

“Very much so. Using my own 24-track
studio as a writing tool is great. I stillusea
Yamaha keyboard with a built-in drum
machine, which I keep at home in my kitchen,
purely for coming up with basic song ideas, but
nothing ever takes shape until I actually start
working in the studio.”

“I begin by putting downa SMPTE
timecode on one track, and recording a very
basic snare and bass drum part on tape asa
guide. Then with everything I put down after
that, I'm always looking to get a high quality
sound on tape as it will potentially be
something I keep.”

“I tend to do a lot of track bouncing—
even though there are 24 tracks ava lable—to
build up a sound. I may record four or five
instruments all playing the same phrase butin
various octaves, then do a stereo bounce of the
lot, simply to get closer to what I hear in my
head. I used to do that a lot on string machine
parts with Ultravox but on The Gift 1 used
mainly sampled string sounds from the
Emulator 2. Working that way, you force
yourself to make decisions half way through
the recording process of how things will sound
in the mix and bounce tracks when required.
It's very good training having your own
studio.”

Good training it can be, but it can easily
create a whole new set of problems for the
musician if not careful. “Initially, when my
studio was built, like everybody else, I thought
I’d do everything in it myself. But you gettoo
involved. Everybody I've talked to who hasa
home studio tried at the start to do itall
themselves but ended up getting too involved
in the technical side of things. Then their
playing side goes all to pot! That’s why I have
an engineer come in and help me when I wish
to do some real recording.”

Concentrating on the musical aspects of
the recording seems to have paid dividends for
Midge and listening to the album (recorded in
his Chiswick studio and mixed at Air Studios
in Montserrat), there’s nothing amiss in the
audio quality department either.

BIRTH OF ATRACK

Taking, as an example, the oriental-sounding
instrumental track ‘Edo’ from his album,
Midge set about explaining just how it was
pieced together in the studio.

“It started off as two romantic melodies —
the very ‘breathy’ sounding one and the one
played on a koto in the middle section. Atthe
end of the song the two melodies cross over
perfectly and I was very pleased with that
effect. Butit didn’t start to sound Japanese
until I started to use a koto on it (laughs)!
Although I love the koto soundsyou getona
Yamaha DX7, for instance, I wanted touse a
real koto, so you’d hear the fingers scraping
across the strings. If you listen to ‘Edo’ on

1=

= R T sy ] g ] ]



headphones, the track really opens up when
the koto comes in because of the ambient way
it was miked up. Once it started to sound
Japanese, I just followed through the imagery
and used Japanese flutes and various instru-
ments which I sampled from a collection of
compact discs I had of Japanese tunes.”

Sampled sounds are used tastefully and to
great effect on many tracks from The Gift. So
what did Midge think of the technique?

“I'find sampling great fun butit’s gota
jokey image through people over-using the
classic*Orch 4’ Fairlight preset which we've all
heard a million times before. I like the idea of
sampling odd items like pots and pans to form
rhythm tracks. In fact, we recorded my metal
garage door being banged and sampled that on
the Emulator 2, then wrote a pattern into the
drum machine and used that to trigger the
Emulator. It produced this odd Burundi-like
rhythm which I used as the basis of another
instrumental on the album called ‘Chieftain’. I
also sampled the anvil sound on ‘The Gift’
using a Powertran MCS-1 as my Emulator 2
was away having its software updated.”

Something else Midge found himself
doing whilst recording the album, was sampling
the guitar. “I'd record a guitar solo played
through a Rockman and break it down into
one- or two-note pieces, mainly string bending
noises or really fast vibratos. Then I'd sample
those bits I wanted and play them back at half
speed from the Emulator keyboard, totally out
of context. Then I’d start constructing the solo
again but by playing it from the keyboard, in
stereo, using those samples.” If you're intrigued
to hear this technique in action, take a listen to
the guitar solo on the track called ‘When The
Wind Blows’ from The Gift. It’s quite an
arresting sound.

THETECHNOLOGY TRAP

Asarecordingartist, one benefit of owning
your own studio is undoubtedly the freedom it
brings you to experiment with equipment. And
one criticism levelled at people, like Midge
Ure, who utilise the latest technological
instruments on their albums, is that they often
lack imagination when it comes to using such
devices to anywhere near their full creative
potential. The studio, Midge reckons, certainly
helps him overcome that problem:

“Ittook me over a year to get into the
PPG, forexample. I really started to hate the
thing and it was so complex to use, as
ordinarily, you never have the time in some-
one else’s studio to learn how to use it. But
having one around my studio and having time
to actually use one, everything just suddenly
clicked into place and I began enjoying it and
appreciating the sounds it made.”

“The DX7, on the other hand, I still think
isimpossible to programme! I can’t be
bothered with it. It’s capable of producing
some great sounds I admit, but Casio have
now come up with some synthesizer that’s just
as good I feel —and a lot easier to work. 'ma
great advocate of user-friendly instruments
you know!”

Continuing on the theme of instrumen-
tation, Midge had this strong viewpoint to
express: “Just because there’s a wealth of
keyboards, drum machines and samplers on
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the market doesn’t automatically mean your
guitarist sitting in his bedsit has got to go out,
sell his guitar and buy the stuff. He doesn’t

haveto useit. It’s there if he wants to useit.”

“It’s like MIDI. He doesn’t have to get
sucked into it or feel he has to understand it if
he doesn’t want to. MIDI, I find baffling...I
really do.” (Well there’s honesty for you!) “It’s
too in-depth for me. Ifit had been around
when I bought my first synthesizer then I
would have grown up with it. But to start to
understand all the aspects and parameters of
MIDI now is beyond me. My head is full of
musical notes and arrangements, and I
shouldn’t have to be worrying whether or not
there’s a ten millisecond delay on such and
such a MIDI channel.”

Midge Ure may not like being drawn into
the technical side of MIDI but, like everyone
who relies so heavily on the application of hi-
tech instruments in their music, he must come
to terms with it. Just as he has had to learn
about timecodes and click-tracks in order to
run his studio.

“Using drum machine and sequencer
codes is an absolute nightmare at times but I
find myself unable to avoid getting caught up
in that side of things. Even so, it’s still less
baffling to me than MIDI!”

“Timecodes are a fundamental necessity
for synchronisation purposes. Without them,
you run in to all kinds of problems. For
example, one of the album tracks we recorded
without laying down a timecode first, so we
couldn’t sync up the Emulator’s sequencer to
play a sampled cello part that I wanted to put
on the track. And I couldn’t physically play the
cello part using the Emulator 2 because I'm
nota good enough keyboard player. So we
ended up scrapping the whole track and
starting again.”

Whatever the problems encountered
during the making of the album, The Gift
conclusively proves that Midge Ureis afine
songwriter who is not afraid to use whatever
tools he has available to realise hisideas. And
thatis somethinghe canbe proudof. I
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Text & Photography by P aul Bliss is now in the enviable position of

Ralph Denyer.

being a successful songwriter with his
own professional quality studio set-up within
his home. During a period in which most
recording acts write their own material, he’s
managed to rack up some 30-plus name cover
versions from his catalogue of around 85
songs. They include ‘Murphy’s Law’ (Al
Jarreau), ‘Heart Attack’ (Olivia Newton-John)
co-written with Steve Kipner, ‘Starfleet’ (Brian
May), ‘Innocent Eyes’ (Air Supply), ‘Take
Good Care’ (Barbara Dickson), ‘I Used To
Love The Radio’ (Bucks Fizz), and ‘Dancing
Shoes’ a current Japanese Number One by
Seiko Matsuda. Record producers John Farrar,
Phil Ramone and Chris Neil are always among
those willing to give a Paul Bliss songa listen.

Thoughts ofa

Marathon Songwriter
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With the sophisticated
instruments around
today, it’s so easy for the
would-be songwriter to
have his attention drawn
away from the real
reason for buying them -
to make music. Song-
writing, as Paul
McCartney will gladly
tellyou, can be a lucrative
business and there are
few finer examples than
Paul Bliss of a musician
who has managed to fuse
together the creative
power of computers,
synthesizers and song-
writing skill with such
resounding commercial
success.

I,
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The main pieces of equipment in his
recording system are a Soundcraft mixing
console and 24-track recorder, a Yamaha
DX7, three TX7 modules and RX11 drum
machine, a Roland Juno 106, an Oberheim
OB8 synthesizer and DMX drum machine,
and arecently acquired Ensoniq Mirage
sampling keyboard. The piece of equipment,
however, that Paul says has become the “heart
of the system”, and has greatly expanded the
creative possibilities and the technical capa-
bility of his set-up, is the Umusic UMI-2B
sequencing and MIDI controller/interfacing
package.

I/BACKTOBASICS |

Paul neverintended to be exclusively a
songwriter and played bass guitar and key-
boards in an assortment of bands during the
early 1970s. In 1974 Paul was asked to joina
band called Dog Soldier as a bass player and
they recorded an album and toured in America.
His first effort at songwriting was a track on
the album called ‘Giving As Good As You
Get’. Dog Soldier weren’t exactly a mega-
group and so when they disbanded in 1975,
Paul wasn’t exactly inundated with offers and
found himself ata bit of a loose end. He
subsequently spent a while working at Sound-
craft assembling mixing consoles.

In the mid-seventies Paul made the move
to keyboards. This was really a means to an
end in that he was becoming more aware of the
importance of songwriting and wanted to
write material for the Bliss Band which was a
group he’d formed featuring himself as singer/
songwriter/keyboards player. “That’s all the
move to keyboards was really, a way of finding
different chords and inversions to give me
ideas to write songs. When the Bliss Band
started I thought: Hang on! Keyboards can’t
be that difficult. Writing songs on a bass guitar
—as even Paul McCartney must find —is very
difficult. I'd always played a bit of acoustic
guitar but keyboards took my fancy.”

Activity on the Bliss Band project was
initially limited to writing, rehearsal and
recording of demo-tapes and while some kind
of recording deal was being sought, they all
had to make a living. Just a year after taking
them up, Paul found himself also playing
keyboards for David Essex.

The Bliss Band never expected to do
much in the UK. Heavily influenced by the
musicality and songwriting style of Steely
Dan’s Walter Becker and Donald Fagen, they
represented the antithesis of Punk and New
Wave which dominated everything that was
then happening on the UK music scene.
Though a great deal of time and energy went
into trying to secure a USA recording deal,
after writing for three years and having the
band together for over two, Paul had almost
given up hope when fate took ahand anda
deal was struck through a somewhat
circumventive route.

“It was a really strange connection because
Jeff Baxter happened to be here on tour
playing guitar with the Doobie Brothersand
heard the tape of our band at a record
company in Manchester. It had been sent
there by a friend of a friend and I didn’t even
know. So it was a really big coincidence.”
Baxter got in touch and said he wanted to
produce the band and, with the added
momentum of having the guitarist’s name
attached to the project, a deal was struck with
CBS Records in the USA and two albums were
released there.

|////BREAKING COVER) ||

By the end of 1979 the Bliss Band had called it
aday. Paul was hiring out his services asa
keyboards player with Essex and others, buta
lack of inspiration meant he was no longer
writing and considered the albums dead and
gone. “It had it’s shot and that was it. Then in
1980, Michael McDonald and Patrick
Henderson produced a girl called Amy Holland
who was unheard of at the time and they
recorded the song ‘How Will I Survive’ from
the second Bliss Band album and that was the
first time I'd had a song of mine covered by
another artist.”

“I heard it and thought it sounded quite
good. I played it to a few people in England but
nobody was particularly excited by it. Never-
theless, it still made it as a Top Twenty singlein
America which made me think: Hangon! I
didn’t even try to write the song specifically for
anyone. Shortly after that, Uriah Heep cuta
song off the same album called ‘That’s The
Way It Is’and Graham Bonnet recorded the
same song. And all of a sudden there wasall
this interest in me as a songwriter.”

Though the Bliss Band material was
published by CBS’s April Music, Paul’s
contract with them terminated when CBS
(USA) Records failed to take up the option to
renew the recording contract. Then session
guitarist Phil ‘Willie’ Palmer — also in the Bliss
Band — was playing on Sheena Easton’s first
album and therefore learned that record
producer Chris Neil was looking for material
for the project. Phil and Paul quickly dashed
off a couple of songs together and one of them,
called ‘Take My Time’, became the album’s
title song. Paul went to April Music with the
songand reached a new agreement with them.
“Then,” he explained, “all sorts of things p p
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Thoughts ofa Marathon Songwriter

started happening. The Nolans recorded some
songs, Barbara Dickson recorded asong
which I also produced, and Roger Daltrey
recorded some songs.”

Paul was still playing keyboards for David
Essex, the Hollies and others while at the same
time seriously considering the possibilities of
songwriting and the avenues open to him.
April Music then introduced him to American
Steve Kipner who had just had a colossal
commercial success in that he wrote ‘Physical’
for Olivia Newton-John, a woman who has
brought a smile to the face of more than one or
two songwriters’ bank manager. ‘Physical’ had
just been one of the longest Number One
records in the USA, staying at the top of the
charts for ten weeks. Paul needed little
persuasion to spend some time co-writing
with Kipner. “Later that year I went out to
America to do some writing with Steve and
that’s when we wrote ‘Heart Attack’ which
was a Number Two hitin America for Olivia
Newton-John. It was also on her Greatest Hits
album which sold really well. And that really —
along with the smaller hits that I'd had —got
me accepted as a songwriter and people
actually started saying to April Music: Have

Paul made a conscious decision to put
together his own professional quality 24-track
studio in direct response to the royalties he
started to receive from ‘Heart Attack’ during
1982. He considered various financial options
before coming to a logical decision.

“I decided to invest in myself and thought
the best way of doing that was to investina
studio. As a writer or writer/producer your
chances of having a longer life in the industry
are much greater than as an artist. So, looking
at the long term I thought: OK! How can I best
develop my talents?” Paul decided to “invest
intechnology”. “I’'m not saying that the
equipment makes you write songs. But what it
can dois give you the inspiration to do
something that if you’re just sitting there with
an acoustic guitar, you may notbe able to bring
out.  know I can’tjust sit there at a piano or
holding an acoustic guitar and write songs, I
need to hear something to inspireme.”  *

Paul originally worked with a Teac 4-
track recorder for a year or so before graduating
to a Fostex 8-track machine. “Then it seemed
silly for me to then go to 16-track when the
actual difference between that and the 24-
track package I eventually bought was
minimal.” As the console was fundamentally
the same, the cost differential was between
£4,000 and £5,000. Paul settled for the
Soundcraft ‘Producer Package’, based on the
Soundcraft Series 1600 mixing console and
the Series 760 24-track tape recorder.

Paul used the Fostex 8-track recorder
with a Soundcraft Series One console, an
Oberheim DMX drum machine, DSX
sequencer and an OBXa synthesizer which
was later superceded by an OB-8 synth. “It all
worked very well for about three years but the
technology moved so quickly thatin the space
of two years it became a bit of a dinosaur.” Paul
used his Fostex 8-track/Oberheim system for
virtually all of the music he wrote and recorded

forthe children’s animated TV series ‘Starfleet’.

“All the incidental music for ‘Starfleet’
was done on my 8-track system. I cut the front
and end titles at Riverside Studios. AllThad
was the OBXa synth, the DMX drum machine,
and I think I used a vocoder as well. I'm still
very proud of what I did and I think it sounds
pretty good.”

During 1984 Paul had boughta BBC-B
computer and colour monitor. Just when he,
myself and many others had more or less given
up hope of seeing any software/hardware with
any serious musical applications for the BBC-
B, like abeacon in a storm, along came the
UMI-2B package (see review in thisissue).

As Paul already owned the computer and
monitor he had only to invest in the UMI-2B
package itself, optional disk drive and disk file
system (a lot more reliable, faster and easier to
use than cassette storage) and the Aries
memory extension board. He is pleased he
opted for the larger memory version of the
UMI as he’s had occasion to use close to half of
the operating memory capacity, which would
otherwise have taken him to the limit of the
more basic package. Also, the Aries board
version has a spare socket allowing new ROM
upgrades to be added.

Itis no exaggeration to say that Paul Bliss
is ecstatic about the UMI package, the cost-
effectiveness and user friendliness of which is
unchallengeable. He’d like to do another TV or
movie soundtrack, feeling that he is now far
better equipped to work on such a project.
Paul finds that one of the beauties of the UMI
isthat he can use it to expand his systemtoa
very useful 38-track recording set-up!

e

Paul explained the basics of how he uses the
equipment to aid his songwriting.

“The way I usually work is to first set up
some kind of rhythm —whether it is the rhythm
that I'll eventually use or not—and then start
playing around with chords, riffs or whatever
and seeing what springs to mind. I record
everything onto UMI —the drum parts and the
rhythm keyboard parts, and gradually arrange
the song before I commit anything to tape.
That is usually about four or five different
parts: bass line, drum machine, keyboards or
whatever. Once I’'m reasonably satisfied with
the shape of the song, I put that down onto
tape, using the UMI sync-tone first, then I doa
mix of all those parts in stereo on two tracks of
the 24-track machine.”

At this stage Paul has a guide-mix of a
basic rhythm track which provides a structure
on which to work and develop the idea for the
song. He starts working on tape at this point as
he needs to record the vocals to develop the
song structure further. At about this time he
also adds any guitar parts or any other non-
MIDI instruments. A major reason for this
method of working to the guide-mix on tape is
that itis not possible to drop in atany pointin
asongif the sync-pulserecorded on tape is
driving the UMI. You have to go to the
beginning of the sequence. But with the
sequence for the five or so UMI rhythm tracks
also saved to disk from the UMI, they can be
adjusted and altered at a later point and




subsequently re-recorded to the UMI sync-
track already on tape.

So having reached the point at which he’s
recorded the guide rhythm track, vocals, and
guitars etc, Paul goes back and listens to the
rhythm track. “If I like it—fine! I just reset the
mixer’s input channels and whatever and then
when I come to mix, cut all the synthesizers
and drum machines live to the quarter-inch
master. So then I can re-EQ, re-balance,
change the synthesizer voices, even change
the parts if I want to. You can change the
complete song once you've got the overdubs
done and it expands the 24-track system toa
40-track system.” In fact, since Paul acquired
the UMI, none of his final mix drum machine
orsynthesizer parts are recorded on the 24-
track tape, hence avoiding a tape generation
quality loss and reducing track separation
problems by recording them direct to quarter-
inch master tape.

Working the way he does as a songwriter,
Paul finds the system excels in that at virtually
every stage of the development of a song, all
the synthesizer and drum machine parts can
be updated easily. “If you find that you don’t
like a certain snare sound or whatever, you can
change it on the UMI without having to worry
about levels and all the associated problems of
recording to tape.”

“As a writer/producer your
chances of having a longer life in
theindustry are much greater
than as an artist.”
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“I tend to write songs that are fairly well
structured with intro, chorus, verse etc, purely
because that is a commercial format that
works reasonably well. So pretty much, I can
get the whole arrangement of a song on the
UMI. You could quite easily cut a demo direct
to master if you could sing a complete vocal
live while using the UMI system. If you could
just give the vocal performance there wouldn’t
be a problem. With me there would be because
I’'m not the world’s greatest singer. But for
someone who can sing and give a good
performance in one take, it would work
beautifully and the sound quality would be
superb because your vocal and UMI-
sequenced instruments are just going direct to
the master tape.”

Paul uses virtually all of the UMI facilities.
“The only one I don’t use is the Fine
Adjustment which lets you modify the speed at
which a sequence plays back. If a synth part,
forinstance, has a delayed attack so that
consequently it sounds as if it is behind the
beat, you can pull it up and bring it forward in
time to sound exactly on the beat. But that’s
something I haven’t used myself, as I don’t find
that a particular problem.”

I mentioned to Paul that when I
experimented with a UMI system I found that
in real-time, the auto correction key —which
corrects the player’s errors in timing to the
nearest correct measure —was one that  used
quite alot. “I use that,” he said with alaugh,
“all the time. That’s another strong feature.
With the Oberheim sequencer I used to have,

could either play in real-time or real-time auto-
corrected and once you've decided on one of
those options, you can’t change back to the
other. With the UMI system, if you play in real-
time, you can leave it like that or auto-correct.
Then if you do decide it sounds too
mechanical, you can retrieve what you played
originally. You also have the option to use
step-time sequencing which is really handy as
well.”

Paul hasn’t found any limitation with the
length of the section that can be sequenced at
any one time. This is set by the userand can be
up to 64 measures long though Paul can’t
recall using more than 32 measures and says
he has not had any problems due to a song
sounding fragmented. “I tend to write songs in
sections anyway. For example, a verse will be
16 bars long and I'll probably sequence thatin
two parts, purely because the second part may
change through the song but the first part will
probably remain the same.”
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Though many UMI owners take advantag
of the option of using a drum machine—
commonly a LinnDrum —to drive the system,
Paul prefers to use the UMI’s own internal
clock, as he explained: “I find that the sync-to-
tape feature on UMI is very good and what I do
isrecord all the drum parts via MIDI, not
actually on the drum machine itself. Since the
Yamaha RX11 I use has MIDI In and MIDI
Out, I either record the drum part directly from
the drum machine or viaa DX7—which gives
you a velocity control—and record them as
sequences on the UMI, not sequencing the
drum machine itself. Therefore, the whole
song comes up in sequences on the UM,
whereas most people tend to use the synic-tone
from the UMI to drive their drum machine or
even use the drum machine to drive the UMI,
which is what I used to do with my Oberheim
DMX.”

“Idon’t think there are too many people
using the system like that because there are
certain problems which I've managed to
overcome. But it really does give you the
sequencing power of something like a
Synclavier or a Fairlight. And to have the
whole song on a floppy disk and not to have
some of it stored on cassette for a drum pattern
orwhatever, is just superb.” By
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FM TONE GENERATOR

The amazing musical fidelity of Yamaha's DX range of FM
Digital synthesizers needs no introduction - there can hardly be
arecording studio or professional keyboard player in the country
without a DX7. Now Yamaha have produced the TX7 FM Digital
MIDI Expander, designed specifically to enhance and enlarge the
already awesome capabilities of the DX7.

If you are a DX7 owner, the TX7 should undoubtedly be your
next step. For less than half the price of a second DX7 it more
than doubles your existing creative potential-in real musical
terms. Via MIDI the TX7 combines with your DX not only to
extend its existing facilties but to introduce you to a whole new
dimension of FM programming.

Composite Programming. The first level of FMis the kind of
detailed sounds we are used to hearing from the DX7 and DX9.
The second level opens the door to a whole new set of FM
programming techniques which involve the complex inter-
reaction of different harmonic patterns between DX and TX.

Original sounds are synthesized by breaking them down
into their component parts. A note from an acoustic guitar, for
instance, consists of various elements-the fundamental
frequency, its harmonics, the percussive sound of the nail
plucking the string, the string striking off the fingerboard, the
damping of the string at the end of the note etc. The
combination of DX7 and TX7 vastly increases the wealth of
detail your sounds can capture. This can be described thus.

SECOND LEVEL
COMPOSITE Pk

This is the ideal performance system if you want to use a Yamaha KX1
or KX5 type performance keyboard exclusively. The TX7 provides a
top-quality FM tone generator, without the need for another complete
keyboard.

TX7 TONE GENERATOR

CHRHHHL ...

Think of each operator as a digit in a six-digit combination
lock, then increase the number of digits to 12 to represent the
addition of TXT You have not merely doubled the number of
combinations but have increased it factorially. Sort of like a
DX72

The TX7, like the DX7, has a 32-voice internal memory filled
with an exciting new set of factory voices. It also has a tape
storage facility making it possible to create inexpensively a large
library of sounds on normal cassette tapes. In addition to storing
all the standard voice parameters, you can also store all the
performance control settings such as voice attenuation and
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note limit (a sophisticated keyboard split).

DX SYNTHESIZER

Pitch bend, modulation wheel, after-pressure and breath
control parameters can all be stored as an integral part of each
preset. On top of this the TX7 has on-board a second set of 32
memories to allow such performance parameters to be stored
with respect to the DX7's presets.

All this means avoiding the horrifying discovery in the
middle of a solo that the pitch bend range is not what it should
be! It's all there in memory for you. And for total performance
control even the volume balance of the TX7 can be assigned to
the data entry slider of your DX7.

DIGITAL SEQUENCE RECORDER

To further aid your performance or recording sessions
Yamaha also offer the QX7, an inexpensive MIDI sequencer which
can be used like a multitrack tape machine to build up synth and
drum machine arrangements, line by line. It will faithfully
reproduce your performance or allow you remarkably simple
step-time programming which will still remember all your
dynamics. The QX7 has a wide range of editing facilities and can
even correct your timing for you. It can control as many as 16
different MIDI instruments or can simply be used as a MIDI drum
sequencer with full velocity sensitivity.

Without the assistance of such sequencers, many
professional musicians would be incapable of producing the
polished performances that we all take for granted. In fact you'll
be surprised how easy it is to make your tracks sound tight and
professional with a little help from the QX7

The TX7 and QX7 have both been designed specifically to
work as a unique system with the DX7 although they will also
work with any other MIDI instruments. But, then again, there's
nothing like the real thing.

SYAMAHA
MUSICAL INSTRUMENTS

® MOUNT AVENUE, BLETCHLEY, MILTON KEYNES, BUCKS, MK1 1JE
& (0908) 640202 24hr Ansaphone (0908) 649222






Alice Silk Digitally Controlled Analogue Console.

he image of the Swiss to the average Brit is one of leather

trousers, snow on impossibly high mountains, cows with
bells on, cuckoo clocks and ski holidays — they hardly rate as
master producers and innovators in the hyped-up world of the
music business. But Switzerland is a prosperous country
bordering on Germany, France and Italy—at the heart of
Europe; but maintaining an independence outside the
Economic Community. It is in a unique position to serve
industries in its neighbour countries including the music
business.

Glenn Mueller (angll(:lsed to Glenn Mlller and he sheardall
the jokes) is fortunate enough to be based in a classic picture
postcard village about 15 miles from Basle up in the mountains.
Nunningen has a population of about 2000 with five ‘Gasthaus’
restaurants (excellent pubs to you and me) and very little else.

At 32, he has been in the music business for more years
than he cares to remember, first as a musician playing bass and
keyboards, then as a producer under short term contract to the
major record companies in France and Germany. In 1983 he
decided to take the big jump and instead of commuting with his
production projects to the big commercial studios of Paris,
London and Munich, he decided to modify the design of his yet
unfinished house in Nunningen to accommodate arecording
studio in the basement (not too difficult if the house is on the
side of a mountain!).

His experience and expertise leaned heavily (!) towards
electronic creation of sounds both by using synthesizers and by
modifying real sounds of instruments —when I first heard his
work, the phrase ‘heavy plastic rock’ came to mind, but I was
doing him an injustice; many of his sounds are quite beautiful.

Glenn’s first set-up consisted of a standard Soundcraft 32
channel console linked to an Otari 24-track tape machine, all
crammed into a tiny control room with synthesizers and
outboard gear occupying about half of the available space; the
other halffilled with overstuffed furniture — Glenn likes to be
comfortable in the long session hours and believes in his
friends and customers being comfortable too.

The studio area was large enough for the largest of drum
kits provided everybody else kept close to the walls and sat still.
Three walls were acoustically treated with studding and
rockwool infill and surfaced with proprietory acoustic panels.
The floor was carpeted but the largest single wall was left as it
was—and hardly surprising, asitis a patio window double
glazed with armoured glass and looking out over a Swiss valley
with a small country church in the distance and a skyline of
incredibly beautiful mountains.

Storyline: Two men, a girl and an

electrical appliance meet for the very
first time under strange circumstances.

: Georgian reproduction furniture
from Harrods and an Audi 200 Turbo.

Ted Fletcher |

ALICE INSWITZERLAND

Outside the window, the patio joins an immaculate lawn
where tired musicians can lay in the sun on hot summer
afternoons (yes, it does get hot in Switzerland). The studioisa
little technical oasis in the Swiss countryside — with neighbours
far enough away and well mannered enough not to complain
about the constant repetition of a difficult riff in the small hours
ofthe morning.

Glenn admits that it was always in his mind to use the
lower areas of the house for experimental professional work
but with a sudden but steady increase in production work, a
fully working studio became a necessity.

The original equipment was more than adequate for his
first ‘solo’ assignments, but success with the record companies
meant that the technical demands increased and the desk was
not up to the performance that Glenn required for the
production of commercial masters needing multiple desk
passes and highly complex mixing techniques. (Absolutely no
offence to Soundcraft whose desks are excellent for per-
formance and value.) He had read about work going on in
Windsor on digital control of analogue sound consoles by Alice
and decided to visit our factory to talk to the engineers. ~ pp




<« 4 Ademonstration of the Silk series console at Silk Sound
in Berwick Street, London, convinced him of the performance
potential of digital control, and within a week, work was
starting on a new Silk destined for Greenwood Studios,
Nunningen.

. BLACKWOOD STUDIOS

In lhe u,ntrc of the city of Basle almost next door to thc
International Hotel is another studio owned by Helmut
Edinger, again a musician whose career took him towards
commercial production and jingle writing. Helmi and his
studio are as different from Glenn and his, as chalk and cheese;
Helmi works to deadlines, he makes good commercials and
deals with companies and businessmen of the city and
adjoining countries. Glenn makes rock and roll records, he
works all hours of the day and night and doesn’t care how long
ittakes as longasit’sright. The two are great friends; and for
their sectors of the market their approaches are both right!

Helmi’s studio is large and opulent, designed to give the
correctimpression to the customer from the front door, along
the panelled hallways to the studio itself.

Alarge anteroom to the studio control room is luxuriously
fitted with Georgian reproduction furniture from Harrods;
huge settees and armchairs around tasteful low tables scattered
with up-to-date magazines from the surrounding European
countries.

The control room is very large by commercial production
standards, with spacious areas of purpose-built woodwork
filled with grams, cartridge machines and acres of bolt-on
digital delays, noise reduction systems, compressors and
limiters and all the other necessities of life.

The centrepiece of the control room, however, is the new
Alice Silk DCA console with the room lighting tastefully
arranged to show off the massive array of channel control
switching indicators, the light column meters and the central
VDU display.

The studio area at Blackwood is divided into two: an
acoustically treated area close to the observation window is
used for commentary and dialogue recording with TV monitors
forfilm and TV work, and a slightly larger area to the rear,

Ananxious Glenn Mueller =
(right) being possessive about
his console at the Alice factory
in Windsor.

The first week was a chaos of sessions during the day;
laying down tracks, with reduction sessions in the evenings,
interspersed with training sessions and attention to the desk by
Steve owing to the time scale being too short to complete de-
bugging before delivery. The desk settled down as Glenn grew
in confidence and in a very short time the twin automation
computers were being fully used for the purpose for which they
were designed.

The time scale on Helmi’s mixer was much less stringent.
Final testing and de-bugging was stretched over a period of
three weeks giving ample time for many interested parties in the
recording business to visit Windsor to be impressed by the
unsung advanced computer technology —as a company Alice
are not big on shouting about their achievements.

As a special treat(!), my co-directors allowed me to deliver
the console myself—another truck across Europe. With a trailer

behind a trusty Audi 200 Turbo, the trip from Windsor via Dover,

Calais, Belgium, Luxembourg and up the Rhine valley to Basle
took 18 hours non-stop except for petroland driver changes.

Afterthat long on the road, trying to stay awake, it was
disappointing to say the least to find that the doorways were
too narrow to get the console into the control room! The
console was stripped down into about six bits and an enormous
team of giant Swiss removal men gently manoeuvred the
various assemblies (connected together by looms of spaghetti)
into their final positions. A couple of hours with solderingiron
and prayers and the power was turned on; the lights came up
and the computers indicated a ‘ready’ state — we had gotaway
with it.

Even after the protracted test period at the factory, de-
bugging was a formidable task. After the strip-down, every
signal path had to be checked again in case of damage and in
case the 18 hour battering had produced another batch of
faults. In reality there were few; an odd dry joint came to light
and a microphone transformer developed a short from one
winding to the case. A broken wire under the main mother
board took five hours to find (the effect was a digital
malfunction —only sometimes!), fixing it took another couple
of hours, and then many more hours to check that the repair
had not caused more problems. But this sort of thing is par for
the course on a console as complex as a Silk.

acoustically treated in a slightly more ‘live’ manner, is suitable
for music recording. The studio is truly multi-purpose witha
highly adaptable microphone patching system on wall boxes,
and enough acoustic screens to make anything possible.

 OVERLAND EXPRESS

T hL twu Alice DCA desks were manufactured tugethu with
Glenn’s being delivered first. It was trucked across Europe by
Glenn himself, eager to use the advantages of digital control on
an urgent series of album tracks. The installation was
supervised by Alice’s Steve Dove —one of the Silk designers-
and the first session was under way within three days of the
console being manoeuvred into position in the tiny control
room.
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The console was pronounced fit to run and Helmi was let
loose on it to experiment for a week. A short return flight to
Switzerland after the burn-in period allowed me to fix a few
odd digital funnies on both desks and that was that; Glennand
Helmi could get on with the serious task of earning an honest
crustand making the Silk mixing consoles pay for themselves.

© SWISS TECHNIQUE

G]cnn Mucllcr of Greenwood Studiosis a wndclytmvdl(,d
engineer with experience of the best studios in the world,
particularly those in London. His generalised method of
recording with a conventional band (if there is such a thing) is,
first, to listen to the sounds that the band create with theirown
instrumentation. This process can take days, with discussions

. SWITZERLAND



and trial recordings in the quest for the ‘magic’ that will set the
band apart from the average.

Basic recording is conventional with drums being laid
down on several tracks with spares left for overdubs. Tracks are
layered onto the 24-track with either track 1 or track 24 set
aside for SMPTE timecode for the automation system. The
adjacent tape track is used for one of the bass guitar tracks —
this is done essentially to avoid any ‘spill’ from the SMPTE
code affecting the remix — the crosstalk is in the tape machine
not the mixer. As far as possible, the instruments and vocals are
recorded ‘flat’ with no attempt at enhancement of any kind;
trying to equalise and process a signal that has been treated in
any way is a sure step towards disaster.

Glenn makes great use of MIDI control, not only for the
operation of synthesizers, but also by recording cue information
onto aspare track and using it as an additional automation aid,
in some cases controlling sequencing synthesis to achieve first
generation quality within the remix.

Mixing is where the art really comes in. When all the
musicians are safely tucked up in the local ‘Gasthaus’, the
tracks are individually studied for the additions and effects that
have to be made to them, and the final mixing planned. The
Alice console s fitted with a system of 16 total switching
combinations which can be pre-programmed and accessed at
any time with the pressing of a single row of buttons. This
allows major desk reconfiguration to be carried out even
during mixing. The solid state memory fader automation allows
the engineer to forget about tricky fades and cuts and the
central VDU gives him information about desk and fader status
all the time.

Equalisation is again kept to a minimum. As Glenn so
rightly says, “the best sounds are the sounds that are made in
the studio. Equalisation can be used to make a sound more
convincing, but no equaliser will make a bad sound good”.

Trial mixes are done to set up the correct MIDI drive
information and synth programming, further mixes are then
tried to correct fader automation timings and when all are
done, mixes are made simultaneously onto a Sony digital F1
onto cassette as well as onto Yainch tape — the sound is only
everrightifit sounds right on all mediums and in a variety of
environments.

The Alice DCA desk has a signal path that is completely
analogue —nothing new in that, however, the whole path is
balanced, giving extremely low noise and high overload
margins. Thisis particularly useful to Glenn who makes great
use of dynamics and sudden instants of silence in his work;
noise gates are not the only answer!

The monitoring system at Greenwood is both conventional
and powerful. The loudspeakers are Tannoy HPDs, a tried and
tested driver, fitted into purpose-designed enclosures suspended
above the glass that separates the control room from the studio.
They are driven with 4000 watts of ‘Acuphase’ amplifiers via
some impressive 60 amp cooker cable! The argument is that
one can always turn them down; but the transient power is
there when needed. My best description of the sound is ‘like
fine cut glass’. Further banks of heavyweight amplifiers drive
the studio foldback systems and a small quality monitoring
system in the next room.

Asatrue professional, Glenn insists on supervising the
cutting of his own masters, and whenever possible, comes to
London to ‘Tape One’ studios where he can judge the
suggestions of the cutting engineer on a known monitor
system.

At Blackwood Studios in downtown Basle, Helmi Edinger
has installed a similar monitoring arrangement. Although itis
by no means necessary for the general run of speech recording,
the power reserve is a killer for impressing the clients (as well as
being essential for some of his more unusual music sessions).

Commercial spot recording is one of the most difficult
fields of the recording business to be in by virtue of its sheer
variety. One day Helmi could be doing simple voice-overs for
the Co-op (one of his long running contracts), the next could be
avillage brass band or some motorcycle effect (or both). In very
many ways his work is a direct parallel to that of Robbie
Weston at Silk Sound in Berwick Street, London, the place that
gave its name to the Alice Silk DCA concept, and where this
avenue of digital control first started.
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Dave Meegan is an unfamiliar
name to most of you but was once
typical of many young hopefuls
desperate to find awayin to

the recording industry. He is
currently carving out a fine
reputation for himself as a
house engineer at Trevor
Horn’s famous Sarm West

our interview, conducted
almost ayear ago, Dave

interest in a studio career

managed to obtain such
acoveted position with
one of the world’s top
recording studios.

Studios in London.
In the first part of

describes how his

began and how he

by Chris Allison

hen I was fifteen at school in Ireland,

I got together my own radio station
with some equipment my uncle gave
me and ran it off a car battery! That's when 1
first got really interested in sound. I carried on
atschool and passed my exams, the Irish
equivalentto ‘A’ levels, then decided to go into
computer programmingand ended upona
college course. My heart was still in music
though, and I flunked out at the end of the first
year.”

“Talways knew [ wanted to work ina
professional studio but it was just so difficult
to getinto one. I recognised that fact and was
prepared to do something else for the mean-
while. So, I gotajob in a nightclub and a day
jobin abrake shoe factory; the significance of
the brake shoe factory being that it was built
nextdoor to the place I really wanted to work —
astudio!”

Asithappened, in the nightclub there
was a four-track recording studio which was
owned by Eammon Andrews nonetheless.
So, when an engineering job came up there
Dave quickly applied and got it.

“At that time, the studio dealt mainly with
the recording of commercials but I soon
enticed local bands to start making demos
there. I then went to the local bank and
secured a loan of £2000 which gave me the
opportunity of setting up my own studio at
home. At this stage [ was earning more than I
am now, but I still wasn’t happy and kept
pushing people for a job at either of the two
main studios in Dublin: Windmill and
Lombard.”

“Eventually, Lombard gave me a
go at engineering and, fortunately for me, I was
asked back again and again. But I still wanted
to getinto Windmill Studios. I decided to goto
France for a while with an ex-girlfriend (I mean,
she was my girlfriend when [ left, but by the time
I got back, she was an ex-girlfriend!).I wasso
depressed, I nearly joined the Foreign Legion!”

“Thatlittle incident gave me the incentive
I needed really to make the move to London
because I was still eager to get into a top-class
studio. When I arrived there, I bought a
directory from Foyle’s bookshop in Charing
Cross Road called The London Guide To
Studios. Then I traipsed around every single
studio it listed, looking forajob.”

As aresult, Dave was given several job
interviews but it was Sarm Studios in Basing
Street who called him back for a second one
which he undoubtedly reckons to be the
toughest he’s ever experienced.

“I'was interviewed by the Board of
Directors which included...(pause for a sharp
intake of breath)...Trevor Horn, Gary Langan,
Julian Mendelsohn and Jill Sinclair to name
but a few! It lasted for what felt like three years
at the time but was only really about halfan
hour long. Needless to say, I was extremely
happy when they took me on asatape
operator.”

Faced with a golden opportunity to
discover what this group of dignitaries (all
renowned for the high work standards they
personally set themselves) look forina
prospective employee, I enquired about the
topics they discussed.



“They wanted to know exactly what I
thought a job at Sarm would entail; what 1
knew about microphones; what I knew about
lining up the tape machines; who I had
worked with previously and whether I played
an instrument. They then asked me what 1
really wanted to do, what I expected from the
Company and what I thought the Company
expected fromme.”

The first six months of Dave’s time at
Sarm West was spent helping to build up the
interior of the, then new, studio — working
extremely hard. On one session alone he
worked for 40 hours non-stop to show his
dedication and to help complete the project.
An act which partly resulted in him being
taken extremely ill.

Dave amusingly likens his first months
as a tape operator to being down the pitand
never seeing the light of day, but carefully
stressed that it’s most definitely not a cushy
or glamorous number. So what type of thing
did hegetupto?

“Well, you could just operate tape
machines and make coffec all day, but it really
depends upon what you get yourselfinvolved
with.”

“I tended to concern myself with helping
setup the guitars and keyboards. In the studio,
your approach to help must be a subtle one.
You certainly don’t dive in feet first. If you
don’ttake the initiative, however, it is more
than likely that no-one will ask you. Engineers
and producers never like ‘pushy’ people. So, if
vou don’t think you can help constructively
then don’tbother, as it will only slow down the
session. If, somehow, you can help speed up
the recording process because you’'re familiar,
say, with a particular piece of equipment, then
a producer, obviously, will be more than
pleased, as they are often very time-conscious
people.”

Sarm Studios are acclaimed for being at
the forefront of recording technology, so I
was keen to uncover Dave’s thoughts on the
subject. Did he think the technology of the
studio environment rather overwhelming for
someone who may well have just left school
and is starting out as a tape-op?

“As far as the technology is concerned,

I don’tthink even an SSL computerised
mixing desk is too complicated for someone
of that age, as they are likely to be well
into computers anyway.”

“My firm belief, though, is that nobody of
that age should be allowed to work ina pro
studio unless they’ve worked for at least a year
beforehand. Simply because it sets them up
with the right sort of attitude to deal with the
kind of problems they're likely to face all the
time inastudio.”

At the end of the day though, Dave
reckons you have simply got to be prepared
to be walked all over for your first year and a
half as a tape-op, “until you earn yourself
some respect. If you're not prepared to accept
that fact, then you may as well forget beinga
tape-op.”

Having graduated from such a position
himself, I was interested to learn what Dave
deemed to be the important factors that
make a good tape operator? Technical
ability? Artistic ability? Getting on with
everyone? What did he feel would impress a
studio manager?

“Someone with the initiative to work
things out without being told and who sces
things to be done in the studio and does them.
For instance, if there are dishes in the sink —
wash them up!”

“You should definitely know about the
equipment and the technical side before you
actually enter the studio, as everyone will
expect you to start working straight away.”

An ability to get on with peopleis
essential too. The studio is a confined area
with no room for prima donnas —unless
you’re the artist that is. But in Dave Meegan’s
opinion, the most important quality required
of any studio personnel is undoubtedly “the
ability to remain calm when everyone else
around you is going crazy!”

Meegan has worked alongside such notable
record producers as Peter Collins and Trevor
Horn on sessions by artists such as Yes, Nik
Kershaw, Killing Joke, Stevie Wonder, and
Frankie Goes To Hollywood. He has also
earned himself enough respect as to be asked
to play the Fairlight CMI on several sessions.

[)in Part Two, Dave brings us up to dateon
his situation and tells us whether the initial
ideals he held on entering the studio business
have been fully realised. J5J0/S}
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Bokse US-8 Universal Syncronizer

Timing and triggering functions on
electronicinstruments often
appear toreceive considerably more
attention from would-be owners than
the sound generation facilities they
may have on offer. The ability to
interface one device to anotheris
undoubtedly important butsurely, if
you are talking about musical instru-
ments, the sonic performance ranks
top of the list? After all, you may be
pleased that you can hook up a voice
expansion unit to your MIDI sequen-
cer,butifthesounditcreatesis
terrible you are unlikely to want to
use it!

Butthe changing techniques of
recording have placed even greater
emphasis on whether or not a device
is capable of being sequenced or
having its tempo and/or voice circuitry
controlled by external means. Those
thatcan'thave been forced pretty
much to one side and stamped
‘obsolete’ through no other reason
thaninterface incompatibility — not
because they were found particularly
lacking sound-wise.

Which is where a device like
Bokse's US-8 Universal Syncronizer
enters the picture, since it allows
successful interfacing between
several generations of electronic
music hardware. Think of itas an

electronic patchbay routing clock
rate/trigger information from one
device to another instead of audio
signals, and youwon’tbe far wrong.

By connecting an instrument such
asadrum machine (running at the
manufacturer’s preset clock rate of
48 pulses per quarter note, for
example) totherelevantinputsocket
onthe US-8, the timing data itsends
outis converted automatically by the
Syncronizer to whatever format you
select from the options available as
outputs. Allyou need dois choose
whatever output suits the device you
wish to have controlled by the drum
machine, connectitto the US-8 and
you'reinbusiness. It really is assimple
asthatto operate.

The Syncronizer has been purpose
designed so that it offers almostall
variations (pastand present) of
triggering standards, meaning pre-
viously incompatible devices can be
given a new lease of life instead of
being confined to the junk heap.

The unit can be configured either
as a converter of timing data, under
direct control of whatever ‘master
clock’ instrument is connected atthe
input, or, alternatively, act asthe
‘master clock’ itself simultaneously
driving a system of attached instru-
ments at a giventempo. When doing

the latter, the Syncronizeris usedin
its Auto mode.

FEELONTAP

A unique ‘Tap-Cue’ facility becomes
available inthe Auto mode enabling
devices connected to the US-8to
receive a four beat count-in before
commencing to run. What happensis
thatthe front panel "Tap-Cue’ button
below the display is pressed momen-
tarily four times using your finger —
one tap on each quarter note beat.
The unitaverages outthe time
between each quarter beatthenit
starts to run exactly when the fifth
beatwould have sounded.

It was this excellent facility that
quickly warmed me to the Bokse US-8
since it allows the operatorto setthe
running tempo by relying on musical
‘feel’ as opposed to having to coldly
punchin a beats per minute count for
the tempo, which is hard torelate to.
You cando that as wellon the US-8—
the facility isthere if you want it.
Either way, the programmed tempo
is continually displayed as a beats per
minute readout, changing as and
when the tempo changes.

Whilst on the subject of the
display, areadout is given as confir-
mation of any action you take,
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by lan Gilby.

whetherselecting input/output clock
rates, Auto mode or tempo variations.

VERSATILITY

The US-8reallyis a versatile machine
that has obviously had a lot of
attention lavished on it during the
designstage. Thisshows up in the
sheer number of output variations
which are available either from the
six front panel jack sockets (12, 24, 48,
96, 384, plus Variable pulses), Sync 24
and MIDI (real-time info only) DIN
sockets or from the three rear panel
jacks. The latter provide different
fixed voltage level pulses at their
outputs and are used for clocking
old-style drum machines and syn-
thesizers. There's arotary knob for
these, so you have complete freedom
tosetthe outputrate from 12to 96
pulses per quarter note to suit.
Flexibility is the keyword of this
machine remember.

Ontheinputside, Hiand Lojacks
are supplied which accept clock rates
of 12, 24,48 and 96 pulses per quarter
note. The DIN socket marked ‘Sync'is
suitable for Roland Sync 24 devices
and Korg (48 pulses); though a
special lead needs to be made up for
use with old Korg products.

The inclusion of MIDI expands

VARIABLE

the interfacing possibilities enor-
mously, allowing something like
Roland’s MSQ 700 Sequencer to clock
pre-MIDI instruments like Sequential’s
Pro One monosynth. AMIDI Thru
socketis provided meaning thata
MIDI Output from a drum machine
can be connected to the US-8's MIDI
In socket and the timing data con-
verted to clock appropriate devices
connected to the jack outputs (up to
nine devices running simultaneously),
whilst an output from the MIDI Qut
or Thru sockets can be used to clock
any other device thatinterfacesonly
via MIDI. That'swhat| call a powerful
control system.

Tape synchronisationis also a
very useful feature of this unit. It's
achieved by taking the 96 pulses
clock outputand recording that onto
atapetrack. Replaying the output of
therecorded pulse trainintothe Lo
jack input will drive the US-8 in sync,
but you will need to reset all con-
nected sequencers etc. to the start, if
the synctrack coming off tape is
interrupted at all.

The final outputs are both related.

‘Variable’ selects pulses to occur on
programmed note value intervals
(minim, quaver etc.) asopposed to
the standard quarter notes, whilst
the ‘Click’ output is the audio equiv-

alent of ‘Variable’ and can be usefully
used to drive drum synth modules, or
for use as a metronome guide. This
‘Variable’ outputis the best one to
use when clocking old system drum
machines like the TR808, for stepping
keyboard arpeggiators and for trig-
gering mono synthesizers such as the
Mini-Moog.

SURPRISE SURPRISE

It's very easy to be underwhelmed
when first confronted with Bokse's
Universal Syncronizer, butitis one of
those devices that with familiarity
continually surprises you by its total
lack of limitations.

At £350itrepresents tremendous
value for money, is sturdily built and
compact. If you're astudio owneror
hi-tech user, for that money you
could probably afford to buy one and
keep it forthose rare eventualities
when yousuddenly need to trigger a
Korg MS20(!) from your RX11 drum
machine. Butl'd be very surprised if
thatwasall you everdid withit...it's
simply too useful!

Contact: The Bokse Co. Ltd., The Old
Bakery, Litlington, Nr. Royston,
Cambs. Tel: 0763-852946.




SOUNDCRAFT

-represents a welcome and well =
— thought out upgrade to the —
original Series 200 design, witha-
— number of useful Eddmﬁlé
—features being incorporated,—
along with a measure of cosmetic=

—and structural resfyling ——

The desk, which supersedes the old
model, is fully modular on the
inputside (one input channel per
module), ensuring good
serviceability, with a separate output
module featuring four group
gutputs and a dedicated stereo mix
us.

Three mainframesizes are
available, accommodating up to
eight, sixteen or twenty-four input
modules, with the eight channel
format being sufficiently compact to
be offered as a nineteen inch rack-
mounting unit. Partially filled frames
are likely to be available, enabling
the owner to start with asmaller
number of modules, if necessary, and
then expand the system at a later
date.

Thelength of the channel strips,
ateighteeninches, is certainly not
excessive in view of the
comprehensive facilities included,
however, the employment of
relatively small control knobs and
switches, and the judicious use of
colour-coding and ergonomic layout,
has managed to maintain an
uncluttered aspectin spite of the
compactdimensions.

The original Series 200 desks
were rectangularin section, and lay
flatin use, sometimes making the
meters and some of the legending
difficultto read from the operating
position; most users have probably
finished up, like myself,
semi-permanently propping up the
back edge of the desk, and so would
welcome the new sloped design of
the 200B. The end-cheeks have been
made wedge-shaped, creating a
preferable working angle, and also
allowing more space on the rear
connector panel, which was rather
densely packed in the old model,
tending to become difficult to use for
frequent patching simply through
lack of space between adjacent
connectors.
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The familiar brown livery
associated with Soundcraft desks has
given way to a new dark grey finish,
with a lighter tone used for the
controls and switches—notso
distinctive, | feel, but certainly very
functional and easy on the eye. The
quality of construction, both
mechanical and electronic, is most
impressive, giving confidence inthe
desk’s ability to withstand the rigours
of heavy use in mobile situations. The
mainframe panels arerigid, without
being excessively thick and therefore
weighty, and the input channel
modulesseem to deflect only a little
when subjected to pressure in the
centre (sometimes a weak pointina
less ruggedly constructed modular
desk).

A substantially built,
free-standing, external power supply
unitis employed, feeding the desk
via a decent length of cable equipped
with some very positively locking
connectors. Keeping the PSU
components out of the desk not only
assists in achieving noise-free
operation, but also significantly
helps to minimise the dimensions and
weight of a compact desk.

MODULARDIVISION

The standard input module accepts a
micinputviaits balanced, female XLR
connector (wired Pin 2 'hot’, Pin 3
‘cold’, Pin 1 ground), with the
»2kOhms inputimpedance ensuring
compatibility with just about any
normal stage or studio microphone.
48 volt ‘phantom’ powering for
condenser mics is featured, and has
been made individually switchable
foreach channel—-agoodidea, asit
facilitates the use of a mixture of
balanced and unbalanced signal
sources if necessary. The ‘Line’
selector switch activatesthe line
input, a balanced, stereo 4" jack,
with a 10kOhm inputimpedance,
allowing the direct connection of
synthesizers and drum machines with
no ‘loading’ or level matching
problems. Both Mic and Line inputs
employ ‘electronic balancing’, which
offers advantages in minimising
phase shiftand ensuring optimum
transient response, comparedto a
regular, transformer-based,
balanced front-end.

The input ‘Gain’ control, which
heads the module, operatesin
conjunction with a useful -20dB Pad
facility (effective only on the Mic

input), and has a more than
adequate range for any likely
workingsituation.

AGAINST THE TREND

The excellent equaliser section
remains unchanged from the original
Series 200, and rather goes against
the contemporary trend favouring
‘sweep’ Mid controls. Four EQ bands
are provided, with fixed centre
frequencies, offering 15dB of cut or
boost to the inputsignal. The well-
chosen frequencies, 60Hz, 250Hz,
5kHz and 12kHz, with a shelving
characteristicin the LF and HF bands
and the classic ‘bell-shaped’ response
curve inthe mid-bands, resultsin a
very smooth, musical EQ, which can
be used almost instinctively, rarely
producing harsh and unnatural
effects. The subtle interaction of the
controls facilitates more complex
response tailoring than would at first
appear to be possible with fixed
bands, and despite the apparently
greater flexibility provided by a high
‘Q’ swept mid-band, | feel that a fixed
EQ of this quality is often subjectively
preferable in use. An 'EQ In/Out’
switch would have been avery nice
addition, butits absence is
compensated for by the inclusion of
centre-detentson all the EQ pots,
making zeroing easy and precise.

Fourauxiliary sends are provided
and, impressively for a desk in this
sector of the market, their operation
can be tailored tothe user’s
requirements by positioning aseries
of push-on links on the input channel
PCBs. There are three options for
each pairofsends: 1 Pre-EQ/Pre-fade,
offering a feed of unmodified
programme; 2 Post-EQ/Pre-fade, for
regular foldback applicationsin PA
orrecording where the musicians will
probably wish to hear the effect of
any EQ used, but with their mix
remaining independent of any fader
alterations; 3 Post-EQ/Post-fade, the
normal arrangement for overall
treatment effectssuch asechoor
reverb, where the ‘send’ level needs
tovary in accordance with the fader
setting, so thatwhen a channelis
faded out of a mix, it does not
continue to feed an effect and still be
audibleviaitsreturnline.

In most conventional music
recording applications, one pair of
Post-EQ/Pre-fade, and one pair of
Post-EQ/Post-fade auxiliariesis
almost certain to prove the most
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useful arrangement, but, as versatile
aproduct as this, is highly likely to
find its way into some very different
applications, such as theatre, video
and broadcast work, where the
ability to tailor this aspect of the desk
to custom requirements would prove
invaluable. Alternatively, it would be
possible toselect all four auxiliaries
to operate as Post-EQ/Pre-fade sends,
thus offering up to four additional,
independent group outputs! The
versatility offered in this area of the

design shows an awareness of the
diversity of use to which these desks
are suited, and could significantly
enhance their operation in some of
the less basicapplications.

EXTRA ROUTING

Lack of signal routing facilities was

perhaps the most criticised aspect of
the original Series 200 design, and
logically, that area has been
amended in this model. Itis now

Report: Dave Lockwood.
Photography: Mark Ewing.

possible to route asignal to Groups 1
and 2, Groups 3and 4, or directly to
the main stereo mix bus (or evenall
of these at once). Routing to asingle
group isachieved inthe normal
fashion, using the centre-detented
Pan pot, panning fully left for odd
numbered groups, and fully right for
evens.

The extra routing is a more
significant addition than it may
initially seem, foron adesk with a
sufficiently large number of 4 2
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modules, it considerably increases
the feasibility of using spare input
channels for the monitor mix during
both track-laying and overdubbing.
The channelsto be used as tape
returns can be routed straight to the
stereo bus, whilst live input signals
aresenttotapeviathe groups; the
advantage of this method being that
itoffers the fullinput channel
facilities for use on the monitor mix,
allowing trial EQing during playback,
and more importantly, giving access
to a post-fade effectssend, for
adding reverb —perhaps the single
most useful aid to judging the
progress of arecording asitis built up
track by track.

A’'Channel On/Off’ switch is
present, supported by an adjacent
green LED. The switch is satisfactorily
quietin operation (regretably, not
true of every desk on the market),
facilitating its use to cut channelsin
and out of a mix, without altering
fader settings. All the auxiliary sends
are muted by the ‘off’ condition,
unless pre-selected to Pre-fade/Pre-
EQ mode, which seemingly would
guarantee an uninterrupted feed
regardless of channelstatus.

The essential ‘Pre-Fade Listen’
facility is featured, enabling a signal
tobe ‘soloed’ in the monitoring, even
with the fader closed if necessary,
and withoutinterrupting the main
programme paths. The PFLsignal is
taken after the insert point return,
butbefore the On switch, and can be
used for checking quality, cueing-up
an external source, orevenjusta
confirmation of signal presence
before introducing a channel into
the mix. The effects of any outboard
processing patched at the insert
point can be monitored inisolationin
this way, which can assist in checking
for side-effects from compression or
gating during recording. The ‘PFLOR’
conditionisindicated by ared LED
located in the master module of the
desk, which is both largerand
significantly brighter than the rather
inadequate one provided on my
original Series 200; this one being as

impossible to overlook as it should
be.

A'peak’ LED on each channel
serves as an input overload indicator,
detecting the signal level at the insert
pointsend, and illuminating 4dB
below the onset of clipping.

The channel, group and master
faders are all high quality, long-
throw types, giving fine resolution,
with a consistently smooth action,
making them really a pleasure to use.
The channel modules are quite
narrow, butso are the fader tops and
this, combined with their high
profile, makes it possible to easily
operate quite a large number of
channels simultaneously if necessary.

SLAVETO THE MASTER

The master module, conventionally
located at the right-hand end of the
desk, contains the four group
outputs, the mainstereo bus and
auxiliary master controls, the
metering, and the tape return
channels. Four standard VUs are
provided, reading the output of the
four groups, but with the lower pair
of the square layout (groups 3 and 4)
able to be switched to read the mix
bus or a temporary monitor source,
such as a PFLsignal. The metersare
quite large, internally illuminated,
and with the new angled working
surface, very easy to takeinata
glance.

Beneath the VUs lie the monitor
channels —because of the disparity
between the number of groups and
the number of returns, there are four
dedicated tape returns and four
group monitor/tape return channels.
Although apparently included
mainly to cater for multitrack work,
this area of the desk is, in fact, far
from redundantin other modes of
operation. Returns 5to 8 offera
rotary Volume control and a Pan
facility, for achieving balance and
stereo positioning in the monitor mix
whilst track-laying. Asend to
Auxiliary 1is provided, operating
before the tape return level control,

forthe provision of an independent
foldback mix, and the PFL facility also
extends to the return channels,
allowing soloing within the monitor
mix.

Returns 1to 4 have thesame
Volume, Pan, Aux 1 and PFL facilities,
and with their ‘RET’ switches
selected, will operate asidentical
tape returns. With these switches de-
selected, the group outputbecomes
the monitorsource, being heard via
the level and pan controls. When the
‘SUB’ switch is pressed on one of
these four channels however, the
output of the group fader below
bypasses the return volume control
and accesses the main stereo busvia
justthe pan pot, creating the
possibility of up to fourindividually
panable subgroups within a mix, or
two stereo subgroups if pairs are
panned hard left and right.
Additionally, if the ‘RET" switches on
these channels are activated whilst
operating in subgroup mode, any
input to the return socket can be fed
into the group via the monitor
volume control. This can be regarded
as an effects return thatis unique to
each subgroup, enabling groups of
signals and their effects to be faded
in and out of a mixon asingle fader.

Each of the four auxiliary buses
has its own master level control,
located within the output module.
Overall send levels to external
processors or amplifiers can be
controlled in this way, and the signal
soloed into the monitoring and
metered via individual ‘AFL’ switches.
The facility is designated ‘AFL’ (After-
Fade Listen) rather than PFL in this
instance, as it operates after the level
control at this pointin the circuit.

NEW ADDITIONS

The presence of a 1TkHz oscillator
with its own level controlisvery
useful. It routes to all group and
auxiliary buses and can assist with
fault-finding and setting-up
optimum interface levels. It would be
nice to have a couple of additional
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4« frequencies, perhaps 100Hz and

10kHz, to extend its use to tape
machine calibration and placing
basicline-up reference toneson tape,
butlrealise that the manufacturer
must compromise somewhere to
make a high quality product like this
affordable.

A most welcome addition to the
200B’s facilities is an on-board
talkback system, using an almost
invisible, flush-mounted electret
microphone, with its own gain
control. The switching is arranged to
make it possible to talk into both
auxiliary and group buses, enabling
simultaneous cueing and ‘slating’
(recording titles and take numbers
on tape for identification purposes),

ortotalk justto Auxiliaries 1and 2,
the most likely choices for foldback,
communicating directly with
musicians via headphones.

Original Series 200 desks had no
dedicated Control Room monitor
outputs, the highimpedance
headphone socket having to be used
for this purpose. This has been
amended on the 200B; the ‘Monitor
Level’ control now sets the level into
both the monitor amplifier feeds
(separate, unbalanced, sockets for
leftand rightsignals) and the front
panel-mounted headphone socket
which, logically, silences the speakers
when a plugisinserted. The ‘2T
switch facilitates listening to the
returnsignal from the stereo

mastering machine, for playback or
monitoring via the machine’sinput
circuitry—if meters 3 and 4 have been
switched to ‘Monitor Source’ they
will then also display the return level.

A pair of master faders,
equipped with yellow fader-tops,
completes the control line-up (group
fader-tops arered, inputs are white,
making errors unlikely in spite of
their close proximity). They are
placed very close together and can
easily be operated simultaneously
with one finger, whilst maintaining
their advantage over a ganged mix
bus faderinthattheycanbe
separated if necessary to correct (or
create!) level differences between
the two channels.

VALUABLE INSERTION

On the rear panel of the master
section itis good to see insert points
provided for the mix bus, facilitating
easy connection of adevicesuch asa
stereo compressor to process the
whole mix, without having to
interrupt and re-patch the feeds to
the mastering machine. The main
stereo outputs and group outputs 1
to 4 appear onthe connector panel as
standard 3 pin, male, balanced XLR
connectors (wired Pin 2 'hot’, Pin 3
‘cold’, Pin 1 ground). Users with
‘semi-professional’ multitrack and
mastering machines that use
unbalanced inputs can simply wire
Pin 3 also to ground (preferably at
the tape machine’s end of the cable,
Soundcraftsuggest).

The ‘Tape Return’ sockets and
the input channel‘Line In" sockets are
also balanced, using stereo 4" jacks,
wired tip-‘hot’, ring-"cold’,
sleeve-ground, but a conventionally
wired mono jack plug works
perfectly well with unbalanced
equipment.

Theinsert points, on both the
input channels and the mix bus, also
use stereo jacks, butthese are
unbalanced, with both the send and
return incorporated into asingle,
switched socket. The wiring follows
the current convention for this type
of connection, with the send on the
ring, the returnvia the tip, and the
sleeve as common ground.

Itis possible to use the input
channelinsert points as Direct
Outputs, in order to increase the
available number of tape sends,
simply by inserting a stereo jack plug,
wired with the ring as the "hot’ wire
ofthe output and the sleeve as
ground. The tip, if leftunconnected,
will keep the break-jack contacts
open, and prevent the signal passing
into the routing section. However, it
can be advantageousto link the tip
and thering of astereo jack usedin
this application, as this maintains
continuity for the signal within the
channel, thus enabling the peak LED
and PFL functions to remain 4 2
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operative. Thisis useful not just for
the soloing facility, but also because
itallows metering of the signal level
attheinsertsend point (via the PFL
switching), giving an indication of
the record level of the direct output.
Therecorder’s own meters could be
used for this purpose but budget
multitrack tape machine meters are
oftensmall, inaccurate and,
especially when compander-type
noise reduction is employed, difficult
to usefully interpret.

By leaving all the channel’s
routing switches de-selected when
taking a direct ouputin this way, the
signal can be prevented from
appearing also as partof agroup
output, regardless of the channel
fader setting. This was not possible in
the old Series 200 where group
routing could not be totally de-
selected, necessitating the channel to
be switched off (which unfortunately
also mutes the auxiliaries), or great
careto be taken to keep the fader
closed, to avoid unwanted mixing of
signals.

PARALLEL FEEDS

For eight-track use, Soundcraft
suggest that the four groups can be
parallelled atthe multitrack to
simultaneously feed tracks 1and 5, 2
and 6 etc, although | feel that this
rather wastes some of the inherent
flexibility of this desk, in prohibiting
recording on certain combinations of
tracks. More useful, perhaps, would
be asimple patchbay, oreven justa
connector box, with all the
multitrack sends permanently
connected, and to which any
combination of the four groups,
auxiliary groups, and direct outputs
can be patched, as desired.

“...the versatility dffered shows:
an awareness of the dwersuy of
“use to which these desks are —

— sulted = _—

Onadesk witha sufficiently
large number of modules, where the
monitor channels are unlikely to be
needed as effects returns, itis
perfectly feasible to parallel the
multitrack outputs to feed both the
tapereturnsockets and theline
inputs of channels 1to 8, thus
facilitating track-bouncing and
mixdown without the need for any
re-patching.

Although the Series 200B
normally interfaces atstandard
professional line level, +4dBu (ref.
0.775V), provision has been made for
user-selection of the alternative -
10dBV (ref. 1.0V) format (Tascam,
Fostex etc, operating level). The
procedure is well documented in the
comprehensive User Manual
supplied, only requiring the
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alteration of internal switches and
PCB jumpers, rather than the
substitution of resistors, ason the
earliermodel.

STEREO LINE MODULE

The Series 200 design proved to be
effective notjustin musicrecording
and PA applications, butalsointhe
specialised fields of A/V, theatre and
broadcast work. It makes sense
therefore, that Soundcraft should
now offer a dedicated Stereo Line
Input module, with full facilities for
the control of stereo tape sources,
turntables, cartridge machines etc.

The EQ has been amended on
this module to be more suitable for
pre-recorded sources, offering a
10kHz HF and a 60Hz LF (each + or—
15dB, with a shelving characteristic),
with the addition of a very useful
100Hz high-pass filter (ultimate slope
12dB per octave). An EQ In/Out
switchisincluded which operates
independently of the filter. Phase
reversal of the left-hand channel and
mono summing of left and right
signalsis possible, as well as feeding
both channelswith justoneside ofa
stereoinput. The four auxiliaries are
identical to the standard input
module and remain as mono sends,
however, the Pan facility is retitled as
a’'Balance’ control,and hasa
restricted range of + or—5dB, for
stereo programme balance
correction.

An accurately matched,
long-throw stereo fader completes
this module, which represents a
significant addition to the range of
facilities available on this versatile
desk. Stereo modules require their
own rear connector panel, which
occupies the width of two channels,
making these units most suited to use
in pairs, although presumably, there
is no reason why asingle module
should not be used with a blanking
plate.

OUTINTHEFIELD

The review model, an 8-4-2 with
standard input modules, was used for
location recordingsessions feeding a
Sony PCM-F1digital system. | have
used an original Series 200
Soundcraft desk for this purpose for
some eighteen months now, and as
expected, the same impressively
clean, open quality was evidentin
the sound, along with the extremely
low noise floor essential for working
inthis format.

The micampsremained
sufficiently quiet at high gain
settings to facilitate the use of low
sensitivity, high-quality dynamic
mics, even with distant sound
sources, if desired, whilst no front-
end problems were encountered in
using ‘hot’ condensers to close-mike
aloud hornsection. Heavy EQing

inevitably increases the noise
content, butwhen asound requires
drasticattention, common sense, as
well as good engineering practice,
dictates that extreme equalisation
should only be alast resort, and that
mic positioning, or microphone
choice, should always be investigated
frrst

dlstlnct asset to moblle users, or -

anyone wnth a restrlcled workmo__

Although I had the advantage of
already being familiar with the basic
layout of these mixers, | feel that the
200B is an instantly likeable, user-
friendly desk, with all its essential
features able to be readily
understood, even by an
inexperienced operator. Yetitisinno
way asystem lacking in extra
subtleties, and in fact offersmany
possibilities for the inveterate
patching enthusiast who likes to
stretch his equipment beyond its
apparentlimitations.

Another of the many thoughtful
little touches in thisdesign is the
numbered write-on strip, which runs
the length of the frame below the
fadersand is repeated at the top of
the desk, making rapid channel
identification much easier when
operating the controlsin thatregion.

SUMMING UP

The high-performance electronics,
and the sophisticated range of
facilities featured in the 200B, are
mostimpressive insuch a
cost-effective package. The compact
dimensions, of all mainframesizes,
are adistinct asset to mobile users, or
anyone with a restricted working
area, and have been achieved
without compromising operationin
any way. The simplicity of
configuring the desk for some very
specificuser-requirements is
certainly a bonus at this level of the
market, and should enhance the
acceptance of this model in awide
variety of applications. Overall, | feel
thatthe amendments to the original
Series 200 design represent a useful
extension of the capabilities of the
desk, ratherthan just a cosmetic
upgrade. The Series 200B undeniably
leaves an impression of all-round
quality, and certainly maintains the
excellentreputation that Soundcraft
products in this field currently enjoy.

The Series 2008 8 channel sz
rack-mounting version reviewed is
priced at £1350 plus VAT. Contact:
Soundcraft Electronics Ltd., Unit 2,
Borehamwood Industrial Park,
Rowley Lane, Borehamwood, Herts
WD6 5PZ. Tel. 01-207 5050.
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MANCHESTER’S YAMAHA HI-TECH AGENT
ALL PRODUCTS IN STOCK AND ON DEMO

YAMAHA SPECIAL
PRICES ON CX5M TASCAM YAMAHA
COMPUTER Porta One 4 track cassette QX7 Sequencer
Computer with large keyboard with adaptor & HP70 i 1B Expander
and voicing software Headphone Phone for
£349.00 nc. van £419.00 nc. van e oW fries
DX21 Synth &
NOW IN STOCK:
KO RG 246 6 Channel Porta g[;(l;f SEin et 00
Justin Stidio. ... £949.00 | Clmom
DW8000 Synth 388 8 Track Open Reel D;(‘gﬁ """"""" ;
SQD1 Sequencer Porta Studio £2450.00 | o5 "€88 o
DW6000 : 2252 Track Soundion [ 2F e i
POLYS00 } lS)p.eaal Soumd ... £199.00 | T e
EXS00 rices

ATTENTION

ALLYAMAHA CX5 OWNERS

Now present the ultimate software package . . .
* 8 track realtime sequencing (monophonic or polyphonic)

* Track assignment to internal voices or external MIDI synths
* Step time or real time pitch correction

* Playback from any specified bar

* Quantising error correction

* Master transpose facility

* MIDI clock for tape or drum machine sync.
* Built in mixer facility

* Disc compatible (ideal for stage or studio)
* Fully menu driven, with help screens

Available from Sounds Great or by mail order to the
address below

SOUNDS GREAT, 182 Wilmslow Road, Heald Green,
Cheshire, 061-437 4788
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t presentdigital recording falls
flrmly into two distinct fields:
that of multitrack digital and that of
stereo digital mastering. Multitrack
digital is still far too expensive for all
but the top flight professional studios

and even they often use hired ma-
chines. But digital stereo mastering,
with unitssuch as the Sony F1 and
701ES, offers the quality of digital
audio at a price almost anyone can
afford.

THE DIGITAL DECISION

However, the real problem that exists
forthe majority of F1 and 701 users is
that of editing. And it's this point
alone thatis holding back a lot of
people from going ‘digital’! For those
who have no experience of these
systems, let me outline the problems.

Pointone: youdon‘tever cut the
tape with a razor blade, so obviously
this presents an immediate problem
if after a session you decide thatyou
wantto change the running order of
the tracks.

Point two: because of the way in
which the sound signal is digitised
and recorded on tape, any attempt to
execute drop-ins resultsin avery
audible click. So, when faced with
these two major obstacles, it's no
wonder thatsome people have, per-
haps not through choice, been un-
willing to buy a digital system even
though the obvious benefits of greatly
improved sound quality are so
desirable.

ENTER THE CLUE

With all the benefits offered by
digital recording, it's not surprising
thatsomeone would eventually
develop an editing system that would

enable you to overcome the problems.

The CLUE (Computer Logging
Unitand Editor) has been developed
for that very purpose by HHB Hire &
Sales’ technical division and provides
one of the most realistically priced
systems to date. It would be unfair to
say thatitis the only system, as Sony
themselves have the DAE 1100 Digital
Audio Editor but at £15,000 plus, it's
outofreach ofall but the few andis
actually the system used for the

preparation of Compact Disc masters.

However, at £4100 the CLUE
system isnt cheap either, but thisis
notjustatechnological advance on
therazor blade and splicing block.

The facilities of CLUE go beyond the
requirement of simple editing, for as
the name implies, itisalso alogging
machine.

Asyou canseeinthe main
photograph, the system comprises a
computer, which is Apple software
compatible and a rackful of various
pieces of equipment. Sitting on top
of therack are a couple of Sony SLF1E
video tape recorders which in this
application are being used to record
the digital audio. Therack itself
contains atthe top, aSony PCM-
701ES digital audio processor which
isresponsible for all the digital audio
conversion; below that is the main
CLUE hardware which is housed in a
4U box and comprises two disk drives,
level and routing controls and the
main computer board.

This set-up represents CLUE with
its minimum equipment configur-
ation. So, having described the hard-
ware we can turn our attention
towards whatyou can do once the
softwareis up and running.

The systemis divided into two
sections: logging and editing.

As alogging system, CLUE will
give you very precise information
aboutwhatis on any particular tape
and where itis. Logging can be
performed either while making a
recording, which is obviously impor-
tantifit'salive session and you need
to mark the start of each song for
later examination; oryou can log any
previously recorded material by
playing it through and marking points
of interest asyou go.

WHICH MENU?

The whole CLUE software system
revolves around a series of screen
menus which tell you precisely what
ishappening, when ithappened and
what courses of action are available
toyou atthe time. So, if you're
logging a tape, the screen display
would look something like the onein
the.colour photograph.

+The data shown is quite straight-
forward and lists the tape number
you're working on, the take recorded
on thattape, itsstart time and take
length. Below is the name of the song
and immediately underneathisan
area forcomments about the par-
ticulartake you're working on. The
rest of the screen contains areas that
show details of any ‘marks’ placed

data

during alogging session and along-
side these marks are the various
position times. You can go back and
selectany mark position and CLUE
will automatically locate the pointon
tape and do one of two thingswhen
it finds the point. It will either locate
amark and stop ready for further
action on your behalf orit will
automatically go into a play mode if
instructed to do so. This is particularly
useful when you wish to rehearse the
same section of musicover and over
again.

Atthe bottom of thescreenisa
prompt area telling you what action
is available ie. <F>wd means forward,
«Brack means backwards etc. These
commands are easily remembered
mnemonics so that you can quickly
learn the system and then by hitting
the appropriate letter key on the
computer the command will be
executed.

Finally, on the bottom line is all
the relevanttiming information.
Countgivesyou an indication of the
position from the beginning of the
tape which you will have set to zero
atthestart; Timeissetatthe
beginning of each take and gives you
the local time within a take whilst
Leftgives you areadout of the tape
duration in hrs—mins—secleft torun.
This is particularly useful when trying
to assess whether or notayoucan
squeeze thatlast song on tape!

Within the various menu options
there are a number of possibilities
but CLUE, as the name suggests, will
always make you aware of thessitu-
ation. Any data generated by the
user, be itsong titles or ‘marks’, will
be remembered and stored on floppy
disk for later retrieval. CLUE always
knows where itison tape, due to the
use of a control data track which the
system records onto the video cassette
tape on one of the normal analogue
audio edge tracks. So, because the
track hasunique code along its
length, the softwareis able to
reference anysong ortakedatatoa
counter number and through control
of the video tape transport wind the
tapein anydirection to locate a
particular position on tape.



For those of you who would like
to work with SMPTE code, you can
obtain aspecial card toinsert into the
main circuit board that enables any
external machinesto be locked via
SMPTE directly with the digital audio.

As mentioned earlier, CLUE is
more than a logging unit. With such
powerful and accurate control of the
tape transportsystem, awholeseries
of musical parts from all over atape
may be typed in, then the system will
move between the various sections
and play them through in the pre-
determined order. Effectively re-
ordering the material. There is, how-
ever, adelay between parts as CLUE
shuffles around the tape looking for
the relevantsections.

When you approach thissort of
use you are not that far off a full-
blown editing condition. We men-
tioned previously the difference in
attitude towards the editing of video
as opposed to traditional analogue
tape. The most notable difference s
that with ordinary tape you can mark
up the section of tape to be removed
—say a false startto asong. Having
done that, asmart bit of razorblade
work on a block and you can cut out
the offending piece. However, the
storyis very different with video
editing.

take youwantto transfer and locate
its beginning. You now put the copy
recorder into record mode and by
responding to the CLUE menu
prompts you make a perfect transfer
across to the copy recorderinreal
time(!). So, if the section is five
minutes long that’s how long it takes.
Then locate the next section to be
transferred. It's at this point that the
system as an editor comes intoits
own. If you're purely interested in re-
ordering the track sequence of a
recording then it's a straightforward
matter of moving the copy tapeona
few seconds to give you the required
gap between songs. However, if you
want to actually edit, things geta
little more interesting...

CLOSETO THE EDIT

EDITING BY NUMBERS

All editing with video tape systems is
always performed with two VTRs
(video tape recorders). This is because
there is no tape cutting and, con-
sequently, each part of thesong you
want to assemble has to be transferred
in the correct sequence and pieced
together.

Now, if you adopted this tech-
nique with analogue tape you would
start to lose audio quality as a transfer
to anothertape putsanother gener-
ation of tape noise on the recording.
Butwe're dealing with digital audio
here and, as we know, you can
transfer as many times asyou like
digital-to-digital and there's no
quality loss.

So the mechanics of the situation
gosomething like this. You place
yoursource tape inaVTRand
dedicate that as the master source
machine. You then put a clean tape
in another VTR which will be known
asthe copy recorder. Having done
this CLUE is now in control. Find the
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Technically, there are a number of
quite complexthings happening.
Practically-speaking though, the
procedure is that you locate the
sound to be transferred. Thisis done
by roughly finding the point where
you wish the edit tostart and then
using the cursor left/right arrows to
adjust the sound until you finally
home in on asuitable point. CLUE
likes the edit pointto be just prior to
atransientin the sound. This fine
searching isdone at an extremely
precise level —literallyaframe ata
time, so you cantherefore get down
to one twenty-fifth of asecond
accuracy on edits.

When you have chosen the precise
edit points on both the source and
copy VTRs, you can check them for
compatibility by listening to the
sound atthat pointandif theyare
fairlysimilaryou’re likelyto geta
good edit. To perform the edit you
first of all select from the menu the
edit promptand then respond to
further prompts of <Asnalogue or
«Dvigital. At this pointyou could
choose analogue and take advantage
of being able to process the sound
through an external effects unitie.
stereoreverb. However, this means
that the sound isfirst taken back into
an analogue form for the processing
totake place. So, to get the best
transfer and edit you select digital
mode and CLUE does the rest.

The procedure is as follows.
After pressing Dsigital, CLUE backs
up the source recorder by about 6
seconds and putsitin pause mode,

noting the counter pulses. Then the
copy recorder issetin the pause
mode. Approximately half a second
back from the edit pointa mark is set
and the copy recorder’s timer issetto
zero. Both the source and copy
recorders are then released from
pause mode and just asthey reach
the correct speed, the software notes
the position of the edit aboutto
arrive and on the exact frame it
switches the copy machine into record
and the transfer begins at the precise
pointyou selected. Thiswhole pro-
cedure is performed automatically by
the system and gives you an idea of
the level of sophistication CLUE is
capable of achieving.

APPLICATIONS

Obviously anybody who has the
money and is working with digital
recording is going to find the CLUE
system invaluable. But what of its
broader uses?

As the quality of digital recording
isso high, CLUE would be well suited
to archive sound purposes, notonly
for the quality and editing functions
but also for the automaticlogging of
the sound data held on floppy disk.
Any sound could then be found very
quickly by accessing a library disk,
placing the correct tape in the
machine and then lettingitdo all the
searching. And as the system is _
computer controlled, the usual facili-
ties of a computer printout are also
available for a more permanentrecord
of sounds on catalogue. The same is
true of a collection of digitally
recorded samples for loadingintoa
sampling keyboard.

Atthe 8track studio level, the
cost of a CLUE may be prohibitive, yet
there are some people with a com-
mercial mind who have researched
theirlocal studio activity and seen an
opportunity to provide a low-cost
digital editing service to all of the
local studios who are now moving
towards digital mastering. I5/0/5]
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COMPUTER

CX5M + YKO1 KEYBOARD + SOFTWARE
SPECIAL PRICE £29900MPLETE

BEAT THIS

SDS7

The World's Leading Digital
Drum Kit for only —

Also available SDS1/200/400/800/9
=Roland Main Dealer }JB|, Amazing Cabaret Speakers
JASCAM TANNUY CASIO All Models Inc. CZ5000

BLACKPOOL
SOUNDCENTRE

22 CAUNCE ST., BLACKPOOL
B 0253 - 25544/28553

You're Missing Out

GET THE BROCHURE AND
DISCOVER THE MOST IN-TOUCH
AUDIO COMPANY IN THE UK

ADOPATCH £48.30
32 way, jacks front, phonos rear 50% normalised, cable
anchorage, application notes/layouts

PATCHLEADS . . . Unbreakable plastic £16.10 for 10
SUPERGRADE. Metal, numbered, 2 year guarantee, etc.
£34.50 for 10
JACK to PHONO lead. 2M. Metal, 2 year guarantee £4.50
Plastic version of above, £2.95
Both leads use ultra low capacitance Phonoflex cable
TRACK PLANNERS. Suits up to 24 track. £2.88 for 50
PRODUCTION MAPS. Set out your prod. ideas. Ten for £3.49
V4" leader tape. 820'. In red, green or yellow. £4.60
*%xx*x BUYSFORE19.50 ks
V4" splicing tape. £1.95 2" splicing tape. £6.00
RAZOR BLADES. Pk of 20. £1.38
7" plastic spool in strong white box 85p
5" version of above 75p
WALKMAN PLUS headphones. Excellent sound.
You really MUST get a pair. £11.00
Gaffa tape (black or silver) £4.

Wonder foam Amazing action on hard surfaces. £1.44
Rubber mains plugs. 5 for £5.90
Head Demagnetiser (ESSENTIAL) £9.00
PRICES INCLUDE VAT. ADD CARRIAGE @ £1.50 orders under
£15, £2.50 orders under £30, £3.50 orders over £30

AIDODistribution

DEPT SOS, 4 AUCKLAND COURT, LONDON SE27 9PE

Don’t cut corners

cut them round
at

PORKY’

Complete master disc
cutting services.

S.A.E. for details and price list to:
35 Portland Place,
London, W.1.

01-637 2111

Proprietor — George Peckham
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FREE SALE AND WANTED ADVERTISEMENT SERVICE
available to readers of SOUND ON SOUND.
What to do: Send us no more than 20 words (Block Capitals please)and we will place your

advertisement free of charge in the next edition of SOUND ON SOUND.
Send to: Dept.,SOUND ON SOUND, The Coach House, 9b The Broadway, St.Ives,

Cambridgeshire PE17 4BX.

RATES FOR TR{\DE ADS: Lineage 30p per word (minimum 15 Words); Box No. £1.00 extra; Display rate £8.00 per
scc.Copy and remittance should reach us by the 21st of the month preceding cover date of required issue, and should be
addressed to : The Classified Dept, SOUND ON SOUND, The Coach House, 9b The Broadway, St.Ives,

Cambridgeshire PE17 4BX.

I'he attention of advertisers is drawn to “The Business Advertisements (Disclosure) Order 1977", which requires that, from 1st January 1978, all advertisements by persons who seek to sell goods in
the course of business must make that fact clear. From the above date consumers, therefore, should know whether an advertisement relates to a sale by a trader or a private individual,

/MUSIC
== LAB| HIRE

A comprehensive range of
Digital and Analogue effects
including AMS, Lexicon,
Eventide and Roland.
Plus Sony PCM systems, Tape
machines, Noise reduction,
units, Signal processors,
Microphones, Drum
computers and Keyboards.

Immediate delivery and caollection service

01-387 9356

24 HOUR STUDIO EQUIPMENT RENTAL
76 EVERSHOLT STREET, LONDON NW1 1BY

B UDIGIGERVIGES

Write, phone or call in NOW! For your FREE copy of the
new 32 page Audio Services Studio Equipment Catalogue

06632 4244
(6 lines)
Studio House, High Lane Village, Nr Stockport SK6 BAA, Telex 665721
LONDON SALES & SERVICING OPENING SHORTLY

ADVANCED SOUNDS LTD
~ (HIRE DIVISION)

s/Sampling devi Emulator 2 (full sound library);
Rhythm Machine/Drum Systems: Linn 9000; Linn Drum Mk3
(alternative chips); Recording Equipment: Fostex B14; Fostex A;
Fostex ABLR; Elreds: ‘Yomaha Rev 1; Yomaha Rev 7; Roland SRV 2000;
AMS RMX-16; Lexicon 224X; Bel BDBO; Plus much more!
* Delivery/collection service available
*For our extremely competitive hire rates

Tel: 01-467 4603
or London Cellphone 0860 310618

MADHOUSE RECORDINGS
24 TRACK MASTERING

Soundcraft 24-16-2
3M M79 Multitrack and mastering
Eastlake Monitoring
Sony PCM-701 Digital Mastering
EFFEC?S:

910 Harmonizer, Bel BD 80 8 second delay
line plus delays by Korg, Cutec and Yamaha
stereo Flanger, Roland Dimension D
GATES AND COMPRESSION:

By Drawmer, Valley People and DBX
Digital Reverb by: Lexicon 224XL (Lark etc),
AMS RMX-16 and Yamaha R1000.
Keyboards, Drum Machine, Simmons, Electric
Grand Piano.

Parking — Accommodation — Food

ing 0582 30072
For Best Rates Available

REAL TIME HIGH SPEED

CHANNEL
CASSETTE DUPLICATING

* Real time * High speed
* Custom-wound blanks * Voice over
facilities * From /4" or cassette master tapes
* A fast, professional service
* While-you-wait on small runs * Recording
and editing available
* Opening soon 24 track studio
For price list and information ring

01-4415170
Open 6 days a week Yam to 7pm

AXIS AUDIO

NORTHUMERLAND 0434 84547
Real-time cassette duplication using
Nakamichi from PCM-F1, Reel-to-Reel or
cassette facilities. Dolby A/DBX noise
reduction, full editing and equalization also
custom length blank cassette winding.
* Mobile 8 track recording
* Tape recorder alignment service
Ring now for further details

MUSHROOM RECORDING STUDIOé :
18 West Mall, Clifton, Bristol
Tel: 0272 735994

16T M79 with Autoclate. Custom Built Desk. Monitoring Lockwood

Cabs. Tannoy HPDs. 2 EMT Stereo Plates, Urei Graphics Parametric &

Sweep EQ & Comps by Audio Design. Scamp Rack. Cooper Time

Cube. Harmoniser, Broadwood Piano, Synth. Fender Amps. Eastlake

Drum Cage. Ludwig Drum Kit. AMS Phaser. Flanger. Mikes by

Neumann Electrovoile AKG & STC. Block Bookings (negotiable)
Accommodation

wlotker

/" CENTRES
Keyboards + Hi-Tech Guitars, Amps + PA,
Home Recording, Drums
ALL THE BIG NAMES
Yamaha, Roland, Korg,
Casio, Fostex, Simmons
_ Plus LOTS more at BEST prices
21-23 FARINGDON ROAD, SWINDON,
WILTS. TEL. (0793) 20948

219 CHELTENHAM ROAD., BRISTOL
AVON. TEL. (0272) 40948

RECORD PRESSING

From MASTER TAPE to finished product,
delivered to your

door. Make a single
call and we will provide

you with an efficient and

reliable service for all

your

RECORD, CASSETTE and

VIDEO needs.

UNKNOWN PLEASURES LIMITED

247a Greasby Road, Greasby, Wirral, Merseyside L49 2PG.

Telephone 051-677 7771.

Nova S, tudios

All you need for 24 track analogue
plus video post production and
digital editing
Revolutionary Soundcraft TS24, 40-way console, Q-lock
SMPTE interlock with low band U-Matic, Seny PCM701
Digital Recording facility interfaced with Digital Editing
Suite equipped with the Sony DAE | 100 Digital Audio
Editing System, Sony PCM 1610 Digital Audio Processor
and two 5850 D/A U-Matic Recorders.
Contact Cathy or Dave
27-31 Bryanston Street, Wi
Telephone: 01-493 7403

FOR ALL YOUR RECORDING NEEDS

AMPEX AUDIO AND VIDEO TAPE MAIN DISTRIBUTORS
Spools, boxes, blades, splicing and leader tape. Blank
precision wound cassettes C1-120, labels, library cases
and cards, C-zeros, pancake, etc. Broadcast Cartridges.

(| — 77 ’ 103 Washway Road
A |/ qu—| $ale, Cheshire M33 1TY
Tel: 0619051127

SOUND AND VIDED SERVICES

FORQUALITY, PRICE AND SERVICE




The Master's Multitrack

Fostex

PERSONAL MULTITRACK
Plus all the best home & studio
recording equipment you
may need ...

ALLEN & HEATH
SYSTEM 8 & CMC MIXERS
AMCRON
AMPEX TAPE
AMS

BEL

BSS

DELTA LAB
DRAWMER
ELECTROVOICE
NEUMANN
SENNHEISER
GAUSS

ICON
ISOPATCH

JBL

LEXICON
QUAD
REVOX
SONY
STAKRAK
TAC
TANNOY
YAMAHA

HHB

Unit F, New Crescent Works,
Nicoll Road, London NW10 9AX.
Telephone: 01-961 3295

(97 Angel I alk Lanuted
g

FOR HIGH QUALITY. Htﬂl. TIME, AUDIO CASSETTE D
stereo format, ette or open reel SLErS

UPLICATION. Small runs 30+ a speciality. Rapid service,

Ring 0344 425200 ANYTIME for details or write to:
6 ABBEY CLOSE, HAR&ANS WATER, BRACKNELL RG12 3NX

=

SOUND CONTROL

FOR STUDIO EQUIPMENT SALES AND MAINTENANCE IN IRELAND

FASTEFFICIENT INSTALLATION AND SERVICING

MAIN AGENTS FOR:
SOUNDCRAFT, REBIS, D.D.A. REVOX, C-DUCER,
CONNECTRONICS AND DRAWMER, YAMAHA, NEUMANN, AMPEX TAPE,
USED STUDIO EQUIPMENT BOUGHT & SOLD

Contact: John Connolly at 10 Donegall Park Avenue, Belfast BT15 4ET
Tel: (0232) 772491/771555

329 CHISWICK HIGH ROAD,

ARADISE
STUPIOS

FAIRLIGHT + PPG = PARADISE

LONDON W4 4HS
2 01-747 1687

RECORDING PRESSING

® RTS. ©

® HIGH SPEED DUPLICATION
® PRECISION WOUND CASSETTES
® MASTERING
® STUDIO ACCESSORIES
® PRINTED INLAYS+SIDE LABELS
® AMPEX+BASF DISTRIBUTORS
® SINGLES COMPLETE
® | P’'SCOMPLETE
FOR FULL PRICE LIST

RAINHILL TAPE SPECIALISTS,
31 ECCLESTON STREET,
PRESCOT, MERSEYSIDE L34 5QA
051-430 9001

46 track
chet, full

MEDITERRANEAN STUDIOS
IBIZA, SPAIN

All enquiries to: OLD SMITHY RECORDING STUDIO
1 Post Office Lane, Kempsey, Worcester.
Tel: (0905) B20659. Tix 334142, Ask for colm Day
g, 10 bed) d luxury resident
facilities pool,
everything you would expect in an off shore studio, plus fabulous
nightlife. Why record in England when it's warm in Ibiza.

.
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Vibrasound Recording Studio

3 Sheldon Row, Sheffield 3
16T Tascom B5-16B, AMS Digital Reverb, Bel BD8B0O
Digital Delay, Ibanez Harmonizer, Korg Digital Delay,
4 Druwmer oise Gates, 4 Drawmer Compressors, Sony
%llol Mastering, Neumann, Electrovoice, Sennheiser,
AKG, Sony mucro hones, Tannoy monitoring. Use
of Movement dl% rum computer, Roland Juno 60,
iano, Yamaha DX7.
£10 ph or £105 for 10 hour day inc. tape nire.

PRODUCTION SUITE

* POLYPHONIC MULTITRACK SEQUENCING
* QX1, DX7, DX9?, JUNO 106, SD59, TR?09
* RECORDING FACILITIES

studio & full production facility available . . .
24, 40, 48 track & more. All the best gear, Neve,
Studer, Ampex, Sony, Digital etc. — Great mics —

masses of outboard FX — AMS, Yamaha, AKG,

HEART & SOUL

<
The most extensively equipped independent

Roland, MXR, Korg, Drawmer, Neve, Pye,
A &D,Sonyetc...

We have the latest synths, Emulator Il, DX7’s,
June 106, Hammeond C3, Linn — plus many more

instruments.
~ VIDEO BY SONY — U-MATICS -

All this to give you the best shot with HEART &
SOUL you'll be positively surprised (at the result
& the price). For a brochure call Geraldine on:

01-5212040

PRODUCTION CO.

16,

SAVE £££'s ON STUDIO TIME

@i STUDIOS

24 and 48 Track Neve/Necam

recording and the best rates in town
Coming shortly to this establishment the

SSL 6000 Console

Call us for availability on 01-340 4757/7873

and ask for Jonathon Miller

84-86 Tottenham Lane,
Hornsey, London N8 7TEE

REHEARSAL
STUDIOS

TASCAM 38 ~inG 0223 zqmﬂ

oA Xg”/AKAl 4000 |

TRANSPORT ALSO AVAILABLE

387-9 CHAPTER ROAD,
WILLESDEN,
LONDON NW25NQ
TEL: 01-459 7256/7

& discover the most in-touch audio company in the UK.
Only written queries with this classified attached will

receive our October sale list!

A ID¥Distribution

01-7610178
4 Auckland Court, London SE27 9PE

2 PROFESSIONAL STUDIOS * AIR CONDITIONED U'::';}S%O*ED PSMKTII |
* HIGH QUALITY PA SYSTEMS '
* BACK LINE AVAILABLE FZ1550.| -{85 4% J
ALL IN COMFORTABLE SURROUNDINGS ]
EXCELLENT FACILITIES '
* SECURITY STORAGE CAGES AVAILABLE YOU'RE MISSING OUT |
* 24 HOURS SECURITY GET THE BROCHURE

|

Phone 0742755741

SPECIALISED LENGTH
ICM C-O's

Lesholme Audio Services Ltd., 3504 Leabridge Road,

.+ HIGH QUALITY CASSETTE DUPLICATION AND

BLANK CASSETTES

,eeeﬁo{megla(fo AGFA/BASF TAPES

Leyton, London, E10

Telephone 01-556 4748
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_ The standardisation of timing and synchronisation data for instruments took a giant step forward with
MIDI. Now it looks to be happening again with SMPTE, so we invited Kendall Wrightson to provide a
series that explains what SMPTE is, why we all need it and what we can use it for.

Time for SMPTE

& Part one

' he electronic musical instrument market
has been growing at a staggering rate over

the last ten years. As technology has developed
so prices have fallen and demand for products
increased. In addition, at the start of the
current decade, electronic Pop music really
took off commercially which caused a complete
revolution in recording methods and attitudes
further reinforcing demand.

The abilities of the latest range of budget
Japanese instruments are quite staggering, as a
larger market allows their mass production
methods to be utilised. At the other end of the
scale, top-flight computer musical instruments,
seem capable of doing everything except
compose the music itself. > >

Kendall Wrightson is a graduate of the London College of Furniture’s electronic musical instrument technology
course and is currently Chief Demonstrator at Syco Systems, London.
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Time for SMPTE

But in the rush to produce the definitive
machine, manufacturers merrily invented their
own timing ‘standards’ for their drum
machines, sequencers and arpeggiators.

A Sync Out jack on one manufacturer’s
machine could mean a TTL level clock pulse
running at 24,48, 64,96 or 120 pgn (Pulses per
Quarter Note). Alternatively, one might
discover thata clock signal is of the FSK
(Frequency Shift Keying) variety. Further, the
Stop/Start Input jack might be electrically
positive or negative going, or even integrated
with the clock signal into a five pin DIN
socket.

A few manufacturers introduced
‘Converter Boxes’ or ‘Sync Boxes’ that con-
verted between one standard and another.
However, the increasing growth of the market
and technology acted as the catalyst to start
inter-company negotiation.

D
synth manufacturers to evolve a ‘universal
synthesizer interface’. These discussions
consequently resulted in the adoption of the
Musical Instrument Digital Interface (MIDI)
in 1982/3. The MIDI specification, as well as
defining synthesizer Note On/Note Off
protocol (which was also a minefield), included
Stop/Start/Continue messages, a syn-
chronising clock and several messages
regarding Song Position. These are known as
‘System Real-Time Messages’.

However, the MIDI spec suggested that
the minimum requirement was to allow one
synthesizer to play another and any further
MIDI implementation was to be left entirely to
the manufacturer’s discretion. This was an
unfortunate decision because it caused vast
confusion amongst the public as they
discovered that their instruments still resolutely
refused to sync to each other due to incomplete
MIDI implementation.
/é/’\'/\- \\\‘é\\\ k.
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Manufactur
the uses of MIDI Real-Time Messages and
have started to develop the humble Sync Box
into a machine that not only solves
incompatibility problems, but, with the
addition of SMPTE timecode, also cures some
of the perennial problems involved in the
current trend to ‘sync(hronise) to tape’.
Syncing to tapeis the process of driving
instruments from a pulse code (click-track)
recorded onto one track of a multitrack tape
machine. The instruments need never be
recorded onto the multitrack recorder, going
instead straight onto the master along with the
recorded vocals and real instruments. Further,
this method allows extra parts to be added, or
replace existing machine parts in arecorded
piece. No wonder we keep getting all these 12-
inch remixes! However, syncing to tape has its
own difficulties. Firstly, precisely accurate
timing becomes critical-a 10 millisecond
(0.01s) delay would be clearly noticeable—and
you’ll need a Sync Box of one sort oranother
for sync code conversion should you require
different clock pulse rates to drive various
instruments. Secondly, each time the tape
machine is stopped, it must be rewound to the
beginning of the track and any drum

machines/sequencers reset. Finally, the tempo
of the piece cannot be changed without re-
recording everything!
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Recordinga SMPTE timecode onto tape
instead of a standard clock pulse provides a
method of overcoming these problems.
However, before we discover how, itis
necessary to find out more about the SMPTE
code itself.

Justas MIDI is the interface standard for
electronic musical instruments, so SMPTE is
the timecode standard in the television and
film world. The initials S.M.P.T.E. stand for
Society of Motion, Picture & Television
Engineers.

SMPTE was developed (by NASA) out of
aneed to ‘label’ each frame of video or film
with a unique reference number. It is a digital
code which counts up in frames, seconds,
minutes and hours. Once recorded onto video
tape or ‘burned into’ film, events or ‘hits’ that
require sound effects to be added at that point
can be labelled. In other words, as the
videotape is run, a display either on screen or
as part of a separate unit counts up from

[PERIELIEIeNN. If the tape is stopped ata
moment of interest, the SMPTE display will

also stop. So, for example, you discover at
[ﬂ!ﬂ&lﬂ!ﬂthat Bobby Ewing snuffs it!
BN is read as 0 hours,
15 minutes, 11 seconds and 3 frames.

If the SMPTE code was also recorded
onto one track of an audio tape recorder, then
video and audio become ‘locked’ together.
Two audio tape machines can also be locked
in this way to achieve a higher number of
tracks. So, forexample, it is possible to link
two 24 track machines together to achieve 46
tracks (since one track on each 24 track is
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Television pictures are composed of 625 lines
here in Europe and a complete scan (all 625
lines) is called a ‘frame’. You can think ofa
frame as similar to a frame of film. These
frames are transmitted at the rate of 25 per
second so if you watch a SMPTE display
counting up, you’ll see that when the frame
countreaches 25, the seconds increment by
one and the frames start counting from zero

again eg. the display changes from
B0: 00 15 : 2S00 : 00 16.: 00)

In America, just to make life more
interesting, the frame rate is 30 frames per
second which means that US television
programmes shipped across to the UK have to
be compensated for time-wise, so five frames
every second are discarded which resulted in
the adoption of the SMPTE drop-frame
standard.

More often than not, SMPTE drop-frame
mode is detected by the timecode reading
device and so requires no manual adjustment
by the user. (More of this in later issues.)

So how can SMPTE be applied to solve the
problems of synchronising incompatible drum
machines and sequencers? The answer lies
with that unassuming ‘Sync Box’ mentioned
earlier —a SMPTE generating/reading device
which is currently the most intelligent form of
the synchroniser species available. And itis
this we shall cover in detail in Part Two. @&




MAINFRAME

5Minutes...

I n lighter moments, Mainframe’s Murray Munro and
John Malloy like to refer to themselves as “a two-piece
synthesizer band from Hemel Hempstead”. But they have
always been more than just that...

From their first self-financed single release in 1983
which broke new ground through its inclusion on the B-
side of a graphics display program to run a computer, to
their current involvement in the development of the
Greengate DS3 Sound Sampler, John and Murray have
always shown a healthy regard for the do-it-yourself
philosophy. And very successful it has proved too in several
unforeseen ways. Take the Sampler, for example. > >

...on the making of their video

/Interview: Ian Gilby Stills: Rod Munro



The Future
of sixteen track

More than ever before, there is demand for tightly produced and specialised music
for the film, video, broadcast, advertising and music industries.

The Fostex B16 is engineered to bring all the potential of sixteen track within
reach of both working musicians and studios.

It is the most compact, most affordable, sixteen channel multitrack ever made.
Precision heads, developed for the unique half inch tape format achieve astonishing
fidelity and minimal crosstalk. And Dolby C noise reduction results in remarkable
signal to noise performance without side effects.

Every aspect of the machine is carefully thought out and built for fast operation.
All motion and status modes can be entered from an optional paperback sized
remote. It has advanced facilities that professionals need, yet it is simple to operate.

If you are producing music for the needs of today, then take a closer look at the
Fostex B16. Call or write for the brochure and the name of your specialist dealer.

Sixteen track puts no limits on your creativity, and presents every opportunity to
achieve more with your music.

Bandive Ltd. Brent View Road, London NW9 7EL. Telephone 01-202 4155 FOﬂm




DANCE CRAZE

<4 «q Asthe publicface of the Greengate company, they

decided to produce a demo record to show off some of the
unit’s abilities to potential clients. Copies of the resultant
12-inchsingle —a glorious pastiche of Trevor Horn's
pioneering sampled recording work with Frankie Goes To
Hollywood —called (Into Trouble With) The Noise Of Art,
somehow fell into the hands of several influential DJs at
London dance clubs who liked the instrumental record
and played it to death in their clubs. The result, according
to Mainframe's Murray Munro, was that itinadvertently
became “... adance floor smash! We had nightclubs up
and down the country —even from New York —ringing us
up and saying, ‘Have you got a copy of thisrecord? Can
you please ship ussome?’. We couldn’t believeit. It
became a cult hitand to this day it’s still being
distributed.”

It also attracted the attention of various Polydor
Records personnel who frequented such establishments
and liked what they heard enough to report back the
discovery to their A&R men.

To cutalongstoryshort, the whole sequence of
events culminated in John and Murray, in their capacity as
Mainframe, signing a record contract with Polydor. Their
firstsingle for the company was a driving, up-tempo track
called 5 Minutes’ which received a lot of national airplay
upon release and reached the number 92 position in the
UK music charts.

True to form, Mainframe felt they needed a further
means of promoting their single and settled for producing
avideo based around the unusual lyrical content of the
song. John Malloy takes up the story.

“'5 Minutes’ began as a fairly straight pop song —|
think the lyricwentsomething like: ‘And | heard it onthe
radio and I saw iton TV’ —typical Buggles stuff don’tyou
know! But we were stuck for words to the last line and |
came up with the phrase ‘Uncle Ericheld the key’ justasa
joke. Weratherliked it... so we scrapped all the other
lyrics, kept the Uncle Erictheme and wrote the remainder
ofthesongaround that.”

“Oneday,” Murray continued, “l recorded some
vocals and stuff off the radio and, using the DS3, sampled
afew people saying odd little phrases like: ‘He said it and
‘Sohesaid, let's cut!’. They were all totally meaningless
but seemed to fit in with the other lyrics we had which
basically revolved around a kid's uncle stealing his
designated five minutes of fame — a variation on Andy
Warhol'sidea.”

So, the duo had a strong lyrical foundation
onwhich to base the video, but they still had to
derive a complete storyline that tied in with
the lyriccontent.

“Wespentagood few hours” said John,
“trying to figure out something that would
besignificant enough to getnational
newspaper coverage for the boyin our
story, and that was also a bit quirky and
‘English’. The only thing we could think
of was the discovery of King Arthur’s
sword Excalibur, so that became the
basis of the story.”

“Then we sat down, worked
out how the storyline would
develop, and typed itup to form
aroughoutline known asa
‘treatment’. Then we handed
thattothevideo people at
Polydor.”

SHOWTIME

What happens next with most pop videos is that the band
are shown a series of show-reels —examples of a film
director’s past work —and select the director they wish to
use. He then has to come up with the idea for the finished
video and often only has a week at the very most to
originate something because the rest of the time he hasto
get on with pre-production planning etc.

Thiswasn’t the situation, however, with Mainframe
since they already had a well-prepared storyline which
gave the director considerable scope for developing a
variety of shots. The video was produced by a company
called Gothic Audio Visual and directed by Stuart Orme
who was responsible for Genesis’ ‘Mama’ video and Phil
Collins’ “You Can‘t Hurry Love’ amongst others. What
attracted him to the Mainframe project was the challenge
of working on a ‘period’ set, since the guys had decided
the story would take place in the 1950s and, to give it all
the feeling of an old B-movie crime thriller, would be shot
in black and white.

“We wanted it shot on 16mm black and white film
stock originally, not colour film simulating black and
white because there is a subtle difference. So we were a bit
worried when they did shoot it in colour but it turned out
wellin the end — quite a good transfer from film to video.
Itstill looks modern though —the texture, the contrast, is
slightly wrong, I think. There’s nothing you can actually do
about that using modern filmstock as it has a wider
dynamicrange to allow for more contrast and so it looks
sharperand cleaner.”

BUDGET

Polydor allocated a budget of £15,000 to the production
which in film terms isn’t an awful lot and meant that the
filming all had to be completed in one day. With almost 24
different main shots appearing throughout the four
minute video, everybody involved had their work cut out
from the start. Luckily, the Mainframe duo did a lot of the
groundwork themselves in preparation for the shoot, as
Murray explained.

“We found the location, built some of the props and
got hold of the cars. That was just a question of going
down to the shop, buying a copy of Classic Car magazine
and phoning people up. We didn’t realise at the time that
itwas the job of the production company to do all of
that!”

The day's filming, which began atsevenin the
morning and ran through to midnight, took place in
Great Gaddesdon, asmall village near the
group’s Hemel Hempstead home —the
perfect location in John Malloy's
opinion: “If we hadn’t found
itldon'tknow what we
would have done!




.
2
2
=
Q
II
£
=
@)
-
|
=]
3
=
2]




Clive Bull of LBC —cast as The Reporter.

RAPER &
WAYMAN

LOCK UP YOUR
AUDIO...

...to your Video with
Time-Code Multitrack from FOSTEX

THE FOSTEX MODEL 80
EIGHT-TRACK RECORDER

FEATURES 4" 8-Track with SMPTE Record/Playback
Time-Code Interface

Speed, 15ips

Dolby ‘C’ Noise Reduction

Autolocate Functions

Peak-Reading,
Bar-Graph Meters

o'

THE FOSTEX MODEL 20
MASTER RECORDER

FEATURES 4" 3-Track, for stereo plus SMPTE
Time-Code

2-Speed, 72ips & 15ips

Autolocate Functions

Peak-Reading,
Bar-Graph Meters

TheFilm Crew taking a
well-earned commercial break.

wo"

THE FOSTEX 450 MIXER

FEATURES 8-in, 4-out
Comprehensive Routing
Parametric Equalisation
Phantom Power for
Condenser Microphones
Peak-Reading,
Bar-Graph Meters

SvncHrRoNiseD Muttmrack PassinG
Time-cope EconoMICALLY

Package of Model 80, Model 20
& 450 Mixer, under £2500.
(Units available separately.)

34 Danbury Street, London N1 8JU
Telephone 01-359 9342/3030
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Pete Murray with evil Uncle Eric.

It'san old feudalvillage and there’s a lady who owns most
ofitincluding the Manor House which became the Big
House that Eric, the central character in ourstory, livesin."”

Havingsupplied the director with a breakdown of the
scriptdetailing what they felt needed to be in each scene,
he created what is referred to as a ‘shooting script’ to
indicate exactly what had to be done at any particular
pointinthe day. This, essentially, was to ensure that
lighting conditions remained static throughout each
individual scene but also to order the movements of
cameramen and lighting technicians so that they knew in
advance what was required of them on various shots.

With such tight schedules and budget restrictionsin
operation for alocation shoot like theirs, Murray
highlighted one rather shocking fact: if it pours down
with rain youstill have to do it. No matter what! There's no
money available to doitall again. (Now you know why so
few pop videos are filmed outside the studio.)

EDITING

Other commitments prevented Murray and John from
being physically present at the editing stage of the film,
but the way in which the shots had been constructed from
the very beginning meant they could leave things to
others, as John explained.

“I'think with ‘5 Minutes’ it didn't matter so much that
we weren'tinvolved with the editing because the story
was the type that just floats—it’s not one of those videos
where everything has to happen directly in sync with the

musicto give you the sort of sound to light effect. And so
the editing was more like editing a conventional film.
There were only a few frames here and there thathad to
be synchronised with the music.”

TRANSFER

Although we have been talking about the shooting of a
video, ‘5 Minutes’ was actually shot on 16mm magnetic
film as opposed to video tape, then finally copied to the
video format once the editing stages had been completed.
It was during this transfer process that the finished picture
on screen was converted from colour to monochrome with
theimage contrast being adjusted continually to achieve
the highest quality picture.

Allin all, Mainframe were very pleased with the
finished video which was screened on various pop
programmes including Europe’s Sky Channel and BBC TV
and which helped get their music over to a wider audience
than they could ever have hoped to have reached by other
means.

“Stuart Orme, the director, did a really wonderful job
for us—he was great. The end result looks just about how
we’'d imagined it!” theysaid. But true to the spirit that sets
them apart from the mainstream, even now, Mainframe
still believe that £15,000 is too much to pay for a video (try
telling that to Michael Jackson!). “We still think we could
have done it for less. And hopefully—when we do the next
one —we will hire in the cameramen and the lighting guys,
but we will do the production ourselves.” 5/0/5)




You wouldn’t would you?

If you've spent restless
nights thinking over the
script, made amendments
as you let in the cat and
made the early morning
tea — lived through eight
cups of lousy coffee at the
casting session —found the
props—agreed the crew —
eaten yet another client
lunch at “L’Escargot” —
frozen at the shoot in
Scotland and put on a few
more pounds eating too
many bacon butties—lived
through the celebration

agreed the rushes in. 1a "

nylon padded hell at eight
the following day—listened

to the client’s recom-
mendations — and finally —
finally edited the thing —
you surely wouldn’t want to
dupe iton toany old cassette
would you!?

& TDK.

' The great name in tape cassettes.
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Send your info and gossip to EDITS, SOUND ON SOUND, The Coach House, 9b The Broadway, St.lves,
Cambridgeshire PE17 4BX. Tel. 0480 61244.

UMI=-2B EXTRAS

Omitted from Jay Chapman’s
otherwise extensive UMI
review in this issue are a few
points about its future devel-
opment. Due soon is another
hardware unit called the UMI
Converter that offers MIDI
control of the more traditional
CV/gate type synthesizers.
The London Rock Shop
who market the UMI have
told us that the Converter is
able to turn certain old ana-
logue synths into touch-
sensitive instruments. On a
similar point there are ru-

mours of some new software
for the UMI that allows you to
display Ensoniq Mirage sound
samples graphically on the
BBC computer screen ready
for editing.

For those of you who would
like a closer look at the UMI
system as well as other com-
puter products, then this year’s
Acorn User Show at West-
minster Centre Hall, Storey’s
Gate, London SWI1 is the
place to be on Friday and
Saturday 22nd & 23rd Octo-
ber between 10am and 6pm.

TREVOR HORN

Yes, it seems Trevor Horn and
his main man, engineer Steve
Lipson, have been up to their
usual recording mastery on
the latest Grace Jones single
Slave to the Rhythm.
Apparently, the boys had to
wade through loads and loads
of backing track material
which had been recorded over
in America. The purpose of
this exercise was to find just

the right phrase for sampling
into their Synclavier. It’s said
that the selected snippet was
but a few beats long and that
once captured in the Syn-
clavier memory, was used to
construct the whole backing
track.

Well it just goes to show, yet
again, that some people will
travel the world to find a
musician with the right feel. I
suppose you could call it the
ultimate edit — beats the old
reel-to-reel and razor blade
doesn’t it!

WHO IS THIS MAN?

Pee-wee Herman is a mystery
to us here at SOS. Now it
could just be our own ignor-
ance — so you must excuse us
if you're a dedicated fan — but
this advert has been running
in the back of an American
magazine and we couldn’t
resist telling you all about it,
or more to the point asking
you who the hell he is? Maybe

readers out there can enlighten
us on the virtues of Pee-wee
but why should anybody want
to buy a pair of souvenir giant
underpants?  Finally, the
question remains — is he into
MIDI ? Any answers would
be gratefully received at our
normal address — oh, and
please don’t forget the zip
code!

SOUND TECHNOLOGY

Things have been fairly active
on the equipment side of the
music business this year and
the latest name to emerge is
Sound Technology Ltd of
Letchworth, Herts.

Set up by three members of
the old Atlantex company
Bob Wilson, Dave Scott and
Tony Williams — we are told
they will be working very

closely with a selected band
of some twenty to thirty
dealers around the country
and will represent the all-
American lines of Aphex,
Dod, Symetrix, Ashly, Ober-
heim, Sundholm and Alesis.
Further details of products
and their full address may be
found on page 6.

LIVE

As music is more or less the
reason behind all of you buy-
ing this recording and musical
equipment I’'m sure there are
many of you who would like
to know about some of the
more interesting concerts you
can attend in October.

Electronic Music Now

This is a series of concerts
which form part of the Arts
Council Contemporary Music
Network tour and before you
think this stuff isn’t for you
just read on...

Electronic music, histori-
cally, is firmly rooted in the
more serious(?) side of music
rather than pop. However,
since the synthesizer as we
know it, arrived some years
back, pop music has embraced
it as its very own and forgotten
where it came from, musically
speaking that is. Anyway the
chaps on the more serious
side have continued to pro-
duce electronic music al-
though it’s very much behind-
the-scenes activity to most
people. Nevertheless, they do
get up to some interesting
things.

For instance, FM synthesis
and sampling have been
around for some time in these
circles. Most of the music is
created in University environ-
ments where the Fairlights
and big computers live; but it
takes a man like Tim Souster
to drag it out into the open
and give the public an oppor-
tunity to hear what’s going
on.

So, ifyou've never beento a
concert before of this sort of
electronic music, then take
the time to do so this October.
You'll either hate it and never

go again or you'll find it an
enjoyable experience and
possibly broaden your taste.
Either way, if you get really
bored there’s always lots of
interesting equipment to look
at and the quality of sound
reproduction at these sort of
concerts is usually excellent.

Electronic Music Now will
feature pieces by various
composers such as Tim
Souster’s ‘Work’ for the BBC
computer, Music 500, and
live piano; Denis Smalley’s
‘Tides for stereo tape’ for tape
recorder and speaker diffusion
plus other pieces for live
instruments, voice and com-
puter-generated sound.

You can obtain further
details from the venues them-
selves: October 23rd — London
Bloomsbury Theatre 01-387
9629; October 25th — Bristol
Arnolfini 0272 299191; Oct-
ober 28th Nottingham
University 0602 506101; Oct-
ober 29th — Sheffield Lead-
mill 0742 754500 and October
31st — Liverpool Bluecoat
Concert Hall 051-709 5297.

Boddy Music

If your tastes lie firmly
outside the more purist elec-
tronic music, then the follow-
ing concerts could be for you:
(October 26th at 8pm). Tonal
Productions present lan
Boddy with support act Paul
Nagle at the Caribbean As-
sociation Hall, Woodbridge
Road, Ipswich.
And Ian Boddy is also playing
at the Riverside in Newcastle
Upon Tyne on November 3rd
with the assistance of key-
board man David Berkeley
and support act Eternal Moon.
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Walk in
- Wednesday

s ' All through October you can

s e get a full demo of this new

.......... T 5 b system at the Turnkey Shop
EEE |\ at 14 Percy Street, London W1
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