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1) Netsine status

| "mvery pleased with all the positive feedback | received when
| auching the first issue of the NetSine. Today there’ s approxi mately
300 Net Si ne subscri bers.

Due to lack of time the NetSine Web-version will cease to appear. W
will continue to focus on anal ogue-related material including the
persons who make use of these wonderful instrunents. If you find

sonmet hing that mght be of interest to the NetSine reader -or if you'd
like to participate as a witer please send an email to

net wor k@nal ogue. org

ent husi ast and founder

Mor gan Karl sson

2) Short News

Doepfer Musi kel ekt roni k have devel oped a PC editor to their succesfu
sequencer/ M DI fader box REGELWERK. Regel werk-owners will receive the
editor free of charge when supplying Doepfer Misikel ektronik with one
presetfile.

Anal ogue Systemns is devel oping a new Menorymoog stylished keyboard for
nmodul ar nmodul es. Bob WIliams at Anal ogue systens says the Keyboard
wi || hold nodul ar nmodul es such as Doepfer, Concussor and I|ntegrator

The tickets for Kraftwerk’s live performance in Hannover during the
Expo 2000 worl d exposition will be available in tw weeks for around
DM 60. The concert will take place on June 4 or 9

Kenton El ectronic’s all new Control Freaks (both CF16 Studi o and CFO8
Oiginal) now cone pre-loaded with profiles to control the vol unes,
pans, mutes and sol os on the Cubase VST m xer

3) 2600 - paths to happiness.

By Steve Howe
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IN THE EARLY days of synthesisers, life was sinple. There were only
two mai n manufacturers offering a relatively limted range of
instruments. Furthernore, these weren't being superseded every siXx
months so there was tinme to actually learn to use them W didn't have
pol yphony, touch sensitivity, progranmability and all the other things
we take for granted these days but sonmehow it didn't seemto matter.

The two manufacturers were, of course, Mdog and ARP who, ironically,
no | onger exist. Robert Mbog needs no introduction, being the "father"
of the synthesiser we know today, but Alan R Pearlman is | ess well -
known. The founder of ARP, he tried to inprove upon Mog' s designs and
provide a viable alternative to them The first ARP synth was the 2500
- an awesone nodul ar affair seen "conversing” with the alien nother
ship at the end of C ose Encounters of the Third kind. ARP's first
conmer ci al success was the successor to the 2500, the 2600. Also a
nmodul ar synth, the 2600 was essentially a slimed-down 2500.

Pear| man deci ded that the rotary knobs on Mog equi pnent (and his own
2500) were not graphically representative of their setting, so he used
slider controls throughout on the 2600. The idea (and one that was
subsequent |y adopted by other conpanies) was that you could literally
see a sound by | ooking at the control panel. Another nmove ARP nade was
to elimnate the necessity of using patchcords to connect nodul es
together. Instead, patches were internally wired but could be
overridden by inserting patchcords into 3.5nm mni-jacks on the front
panel . ARP also saw fit to include an audi o and/or voltage m xer at
the front end of practically every device - on Mog

equi pnent, you had to patch in separate m xers, which was not only
| aborious but al so obscured the front panel with | eads.

Mbdul ar El ati on

LERS TAKE A cl oser | ook at the hardware of the 2600. First off, there
are three VCOS, each with a frequency range of 0.3Hz to over 10kHz,

whi ch coul d be used as control sources as well as audio oscillators.
These oscillators weren't as flexible as the 921 VCO s found on Mog's
synths, but they were a |l ot nmore stable and consequently the 2600
didn't suffer the tuning problenms of the early Mogs.

Two of the VCOs offered square/pul se and sawt oot h waves whil st VC02
boasted sine and triangle waves in addition to these. The 2600 was
also (to ny know edge) the first synth to feature pulse width

nodul ation. Al the waveforns were avail abl e sinultaneously on each
oscillator, which is a feature | nmiss on todays synths. Each
oscillator also had a three-channel voltage m xer for precise contro
of el aborate nodul ati on

The 2600 had a standard vol tagecontrolled | owass filter with a 24dB/
octave slope. It had a 5-channel audio m xer, plus the usual resonance
control. The ARP filter had a very different character to that of the
Moog filter - in fact, Pearl mn went out of his way to design a filter
that would sound totally unlike the characteristic Moog filter, and in
this he succeeded. The ARP filters are as "beefy" as the Mog's
design, but are a lot cleaner. Sadly there was no highpass filtering
on the 2600 -though it appeared a few years later on the |ess
expensi ve Odyssey.

There was only one VCA on the 2600, which could be used to govern the
| evel of control sources as well as the usual shaping of the volune
envel ope. It had two audio inputs and two control inputs, one of which
of fered exponential control over the amplifier's characteristics,
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i nstead of the usual |inear nodul ation option. The practical result of
this was the availability of far nore percussive envel ope transients.
The 2600 had two envel ope generators - one an Attack/Rel ease (AR)
type, the other a standard Attack/Decay/ Sustain/ Rel ease (ADSR) type.
All the transient slopes were variable between 2nsec and 10 seconds,
and were al so exponential. To ny ears, this gave a certain undefinable
"natural ness" to the 2600's sounds. The EGs could be triggered from
any external pulse as well as fromthe keyboard. O her nodul es

i ncluded a noi se generator offering white, pink and | ow frequency

noi se types which could be used as a control source if you so desired.
There was al so a serious programmabl e Sanpl e-and-Hol d nodul e. This
coul d sanple any incom ng waveform and provide a stepped contro

vol tage out put. The sanpled control voltage could be derived froma

| ow frequency VCO for arpeggi os or fromthe noise generator for random
vol tage changes - one interesting application was to process the

vol tage from an envel ope generator for stepped envel ope transients.
The S/H internal clock could be overridden and synchroni sed to an
external pulse, such as a keyboard or sequencer (or an early drum
machi ne) for synchroni sed sanple and hold effects. In all, a very

fl exi bl e modul e and a personal favourite. A bidirectional clock

al l owed you to automatically switch between two i nputs (audio or
control) at a rate determ ned by an external clock. Also on the 2600
were two vol tage processors, which were basically just voltage

m xers/inverters and al so a source of +/-10

volts DC for manual control of npdules. In the sanme section was a

"l agtime processor" which added a variable anmount of portanmento to an
i ncom ng control voltage. This module could also be used as a very
basic | owpass filter.

An external input preanp all owed processing of external audio signals,
and an envel ope fol |l ower generated an envel ope vol tage proportional to
an incom ng audi o signal, which could be used to control nodules (for
exanple, using this with the VCF gave a dynamically controlled filter
sweep) or to trigger devices such as the EGs or S/H circuit. There was
also a ring nodulator for the creation of clangorous sounds, but it
could al so double as a VCA. The 2600 al so had a sinple stereo output

m xer with a pleasing (but noisy) stereo spring reverb. And if al

that wasn't enough, it even had a built-in anplifier and speakers. Al
the nodul es were designed and built to a standard nore akin to test
equi pment than a nusical instrument. This resulted in precise contro
over sounds as well as an exceptionally clean audio output; in fact,
apart fromthe reverb, the 2600 is quieter than nost of today's

di gital delights.

Oiginally the 2600 cane wi thout a keyboard al though an optiona
"cheap 'n' nasty" affair was avail abl e upon request. Then came the
"rev 2" 2600, conplete with a four-octave duophoni c keyboard whi ch was
a great inprovement on the original. It had a built-in glide function
and LFO so that you didn't waste a val uabl e modul ar VCO for vibrato
effects. Al very nice, but the rotary pitch-bend control was
sonet hi ng of a dog, and was nowhere near as "mnusical"” as the wheels
found on Mbog's designs. The ability to play two notes at once was a
first for ARP and seened quite a luxury in those early nonophonic
days. Interestingly, the keyboard was |ight enough to be worn around
the neck as a renote keyboard.

Interfacing was easy and the 2600 (and all other ARP gear) was
conpati ble with ol der Rol and, Sequential and Cberhei m equi pnent. If
you i ntended hooking up to Mbog, however, the story was quite
different, as Mbog were using "switch triggering" (S-trig) as opposed
to ARP's voltage trigger (V-trig). The conbination of a Rol and M4

M croconposer and 2600 gave you an absolutely evil conpositional tool
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and was well worth the trouble of sortin out this pre-MDI |anguage
barrier.

So there we are: an inpressive line-up of nodul es that were nore
versatile than the basic Miog Series 15 but failing short of the
capabilities of the nore el aborate Series 35.

The Bottom Li ne

SO WHAT DOES it sound |ike? To these ears, wonderful. The 2600 could
deliver strong basslines, searing |l eadlines and an unlimted range of
speci al effects. The fact that practically everything could be
connected to everything else with a mni mum of fuss gave the machi ne a
flexibility sadly mssing fromtoday's instrunents. Because the VCOs
could be used as control devices in the audi o spectrum neant that sone
of us were dabbling in FM synthesis some 12 years before Yamaha gave
us their DX synths.

Li ke nost ol d anal ogues, the 2600 was littered with dedicated contro
knobs allowing you to alter any aspect of a sound instantly and hear
the results in real tine. In this respect the ARP is also graphically
representative, thanks to those slider controls, and you can see at a
gl ance what's going on. And don't |et anyone tell you that progranm ng
a nodul ar synth is hard work - today's paraneter-access synths are

sl ow and tedious to program by conparison. Sadly an ARP 2600 is hard
to come by these days, but they are available if you keep your eyes

peel ed. When they were new, they were selling for £2600

(coi nci dence?), although the price fell to around £1850 just before
ARP went under. Nowadays a second-hand nmodel will cost you sonewhere
in the region of £1100-1500. As long as you don"t go for the first
nodel "The Bl ue meani e" you don’t have to worry about repairs. There
are plenty of synth repairers that can fix them and as conponents
aren't too specialised (no VLSI technol ogy here), you should have no
problems. If you' re at all serious about synthesis, a nodul ar system
will go a long way towards hel pi ng you understand what's goi ng on, and
if you' re contenplating spending your cash in this way you could do
wor se than provide a good home for one of these classic instruments.
If your funds won't run to the 2600 but ARP's sound intrigues you,
check out the Odyssey or the hunble Axxe - they both share circuitry
with the 2600, there's just less of it. If you need any further
recommendati on, give Stevie Wnder, Josef Zaw nul, M chael Boddicker,
Tony Banks or Steve Porcaro a call and ask them what they think. If
they're out ask nme; 1" ve had mne for eight years and, even now, |
stll wite pieces of nusic entirely on the 2600, resisting
(tenporarily) the attractions of an Ensoniqg ESQ, Akai S900 and a
Yamaha TX802 ... | can run the

2600 over MDI with a Roland MPULO1 M DI-CV converter and so can take
advant age of touch-sensitivity, better pitch-bend and a nod wheel that
can be assigned to any of the 2600's nodules. I'Il admt the 2600 has
its limtations - it's only nonophonic (duophonic at best) and it
certainly predates programmability - but don't ask ne to sell m ne
I"d rather listen to a flock of seagulls.
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4) Carlos & Modul es
By Robert A. Mdog

Walter Carlos and I nmet formally in 1965, three years before the

rel ease of Switched-On Bach. At that tine, Walter was a recording

engi neer and tape editor at a | arge New York studio. He had conpl eted
graduate studies in classical electronic nusic studio technique with
VI adi m r Ussachevsky at the Col unbi a-Princeton Electronic Misic Center
in New York City. Here, he learned the basic techniques of electronic
sound generation and processing, and nusical manipul ation and assenbly
of sounds on a magnetic tape. His graduate work included original tape
conpositions, sonme of which had been played in public concerts and
were well known anong the (then) small circle of electronic nusic
devot ees, and have subsequently been rel eased on records.

Carl os heard of the nodul ar electronic nmusic instrunents that we had
devel oped a short tine before and initiated correspondence that led to
our first formal meeting. W tal ked about many aspects of electronic
musi ¢ hardware and conposition techniques, and | renenber being amazed
at how t horoughly Valter understood the nusical pplication of
instruments that, for him then existed only on paper. His initia
purchase included sonme instrunents that we designed and built to his
specifications. Fromthen on, we nmet or tal ked frequently. Over the
mont hs and years that foll owed, Carlos explored the technical and

musi cal subtleties of his instrunents. He often suggested features and
nodi fications that would increase the instrunents' capabilities and

i nprove their operation.

Carl os demanded the highest |evel of sound quality and nusica
accuracy. We frequently discussed new types of instruments and then
col | aborated on the details of their design. My associ ates and
translated these ideas into

har dware, and Walter put themto the test. The Mbog 1967 catalog lists
many nodul es with features that he first suggested. This sane catal og
also listed several "synthesizers"-integrated systens of voltage
controll ed nmodul ar instruments for el ectronic nusic conposition and
per f or mance.

Soon after Carlos began working with his new instrunents, he started
to assenble his own studio. Wth the help of his friend Bob Schwarz,
he designed and built a sinple, yet elegant, mxing board. He built
his 8-track recorder froma refurbished tape deck and a hefty pile of
surplus parts. The conpleted studio, fitting neotly into one corner of
Carlos living room consisted of his synthesizer, mxing board, 8-
track recorder, and a few "store bought" pieces of professional studio
equipnent. It is significant that this studio, which could easily have
devel oped into a cranky, haywi re assenbl age, emerged instead as an
efficient, professional, nusically-oriented facility. Using this
studio, Carlos, with the assistance of Rachel Elkind and Benjamnn

Fol kman, produced the master tape for Sw tched-On Bach

To appreciate the historical significance of Switched-On Bach, one
must renenber that in 1968 nmpost people thought that el ectronic nusic
was an avant garde endeavor that had little connection with
traditional mnusical values. Commercial nusicians generally felt that
the el ectronic mediumin general, and synthesizers in particular, had
no place in the production of high quality rmusic of w de appeal

Wal ter knew better. He understood that the alleged limtations of the
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el ectroni c nusic nedium could be overcome by the application of

techni que and discretion. Hi s control over the equi pment increased
rapidly as he devel oped a repertoire of techni ques and procedures for
converting technical function into nusical material. As Sw tched-On
Bach neared conpletion, excitenent ran high anong Walter's friends and
prof essi onal associates. W were literally w tnessing a breakthrough
Gui ded by his own insight and integrity, Walter had achi eved the

seem ngly inmpossible. He had produced high quality music in his
studio, with only electronic instrunents.

I renmenber the first public playing of Switched On Bach, about a nonth
before the formal release of the album It was at the Electronic Misic
session of the Audi o Engi neering Society Convention, October 1968.

had presented a paper on "Recent Trends in Electronic Miusic Studio
Design." After describing Walter's studio, | illustrated the points I
had made by playing the Third Movenent of the Brandenburg Concerto No.
3. The audi ence of several hundred

audi o engi neers, music producers, and technicians gave Carl os an

ent husi astic, enmptional ovation, an uncommon response fromthose
critical professionals. The universal success of Switched-On Bach is
now well known. It is the largest-selling classical album of recent
times. Throughout the world, far nore people know of electronic

musi ¢ and the synthesizer through Switched-On Bach than through any

ot her nusi cal endeavor. But Carlos did nore than popul arize a nmedi um
and an instrument. He set definitive artistic and technical standards,
which in the long run have been of paranmount inportance in pronoting
el ectronic music and the synthesizer. Each of Walter's works after

Swi t ched- On Bach is another nilestone. He has invented tone colors,
mast ered new pi eces of equipnent, refined his control over bal ance and
anbi ence. The delicacy of The Well Tenpered Synt hesizer, the drama of
the C ockwork Orange score, the scintillating conplexity of Sonic
Seasoni ngs, have all redefined the boundaries of the electronic nusic
medium As a |listener and as a nusical instrument designer, | eagerly
| ooked forward to every new al bum by Walter Carl os.

5) Playing the front pane
By Jim Aikin

Criticismof the synthesizer as a nusical instrument has tended to
focus on one accusation-supposedly, it has a

sterile, nechanical sound, a sound lacking in expressivity. There are
at least three different reasons why this

criticismconmes up. First, there are sonme people who are frightened of
anything new. Electric guitars were too |oud, and synthesizers are too
sterile. These people we can safely ignore. Second, the tone quality
of the synthesizer doesn't have the internal conplexity of an acoustic
tone. If you hook a synthesizer and aviolin up to an oscill oscope,
you'll see that the synthesizer's tone consists of perfectly regul ar
oscillations, while the violin's tone is full of small fluctuations
that nmake it sound I alive. There's not nuch you as a synthesi zer
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pl ayer can do to change this fact, but if you think of the synth tone
as clean and pure instead of sterile and lifeless, all of a sudden the
problemw || di sappear.

The third source of the sterility conplaint, however, is one you have
direct control over. Wen you first start

pl ayi ng a synt hesi zer, you probably have enough trouble getting the
front panel control set up to create a sound or two that you Ilike.
Once you' ve got them set, you heave a sigh of relief and start playing
on the keyboard. But if you never progress beyond this point, you're
passing up nine tenths of your instrunment's potential. After you' ve
become thoroughly famliar with what all the front panel controls do,
it only takes a | ittle practice to teach your left hand to shoot over
fromthe pitch-bend wheel /knob/ribbon/pad/lever to the front panel
where you have between three and twenty other controls that are nearly
as useful for adding expressive nuance to your lines. As long as you

i gnore these possibilities, you'll be a keyboard player who owns a
synt hesi zer. When you begin to master them you'll be a synthesist.

Let's |l ook at some exanples. If you're using vibrato during your solo,
pl ant your hand on the vibrato speed and

depth controls and use theminstead of pitch-bending to shape your
lines. You can nake constant subtle adjustnents, speeding up a bit at
the intense spots and slowing dowmn to a slight wobble when the line
tails off. Or you can cut the vibrato in and out suddenly. A change
fromvibrato to no vibrato can have as nuch dramatic effectas a change
fromno vibrato to vibrato. Speeding up and deepening the vibrato
drastically can turn it froma

pl easant but relatively unperceived coloration to an urgent frequency-
nmodul ati on buzz, which you can add to a

single note at a high point, or introduce for a whole phrase to renove
the definite pitch fromyour notes while |eaving the novenment and
activity.

If you' ve got nore than one oscillator on your instrument, try
starting your solo with only one oscillator and bring the second one
in gradually. You can tune themto a unison and just use this to
fatten up the tone, or you can tune the second oscillator to a | ower
octave, a higher octave, or sone other interval. Try tuning it a mnor
seventh above, and bring it in for a few notes at a tinme as a specia
effect. O tune it to a third and bring it in to add harnony to a
crucial note or arpeggio. The attack time controls on the filter and
VCA are very useful for making a solo expressive. If you start with an
attack tinme of 50-100 nmilliseconds, you'll have a rounded tone, and
you' Il also have the option of dropping the attack tinme to zero to add
sonme edge to the notes. O you could go the otherway, starting with a
crisp attack and suddenly introducing some delay during a run that
di ps down and cones back up, so that the tone will sort of swall ow
itself for a nonent.

While you reworking with the envel opegenerators, don't forget that
al nost any amount of decay tinme sounds good.

You can shift back and forth from sustai ned notes (long decay) to
clipped, percussive notes, or stop anywhere in

between. Cutting the rel ease portion of the envel ope in and out (nmany
synt hesi zers have a separate control that lets you do this while
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| eaving the rel ease control set to a specific tine value) works well
too-you can play a snmoothly sustained |line that suddenly devel ops
choppy hol es between the notes,or go the other direction and let a
line that hasn't had any release end with a long tapering tail on the
| ast note.

Anot her thing to remenber is that when we perceive a sound as getting
| ouder, it hasn't necessarily increased as

much in anplitude as in brightness. So pushing down on your vol une
pedal as you cone to the climx of a solo

may not do as much good as tweaking up the filter-either the contour
amount or the initial |level setting. This won't work as well if you've
got a high resonance setting on the filter, but you mght try pulling
back a bit on the resonance at the same tine you're raising the
initial level. The brightness of the tone should stay pretty constant,
but now the tone will fill out on the bottom end

If you can sync your oscillators, you can add a wealth of lively
shadi ngs to your tone. Once oscillator two

is synced to oscillator one,you can do just about anything to the
pitch of oscillator two without obscuring the pitch of the notes
you're playing. Try driving it up with an envel ope voltage, and vary
the amobunt of envelope it's getting. Add vibrato to it (but not to
oscillator one). Play its pitch control by hand. Increase and decrease
its volume relative to oscillator one. Mst synthesizers have white
noi se generators, but nobody ever uses them The next tinme you're

| ooking for a distinctive |ead tone, dunp sone noise into the filter
along with the oscillators, nake sure the filter is being controlled
by the keyboard output voltage (if you don't have a control for this,
chances are it's done automatically by the internal circuitry), and
turn up the filter resonance so the noise will acquire some pitch
corresponding to what you play on the keyboard. Now you can use your
left hand to vary the mxtu e of oscillator tones and noise. Set one
of the oscillators to a strangely high harnmonic and bring it in and
out of the tone-or leave it in (not too loud) and play with its pitch
i ndependently of the keyboard pitch

Anot her common synt hesi zer feature that doesn't get used nmuch is the
sanpl e- and- hol d, but there are half a

dozen things you can do with it. Try nodul ati ng that synced
oscillator, or nodulating the filter, and bringing the

nodul ation in and out to add sone subtle but unusual background
coloration. This trick mght work best with a

fast sampling rate. Another use for it would be to control your |ead
oscillator with it, maybe at a slower rate, and create a solo that

al ternates between |icks you play yourself and autonmatic random notes.
By cutting the sanple-and-hold in and out quickly, you could create a
real dialog. Even the nost unlikely controls can be made nusically
useful. If you listen to Josef Zawinul's solo in "Bird | and" on Heavy
Weat her [ Col um bia, PC 34418],

you'll hear him playing the octave transposition switch at one point.
That' s enough suggestions to give you the idea. Renenber, it'll take
some practice to be able to use these effects snoothly, especially
since sonme front panel controls have odd peaks in them where the sound
can change abruptly. It'll also take some thought to determine the
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best way to use the effects. If you |load a solo down with too many
strange events, it can start to sound gi mm cky, and your audi ence may
| ose the thread of the music. But this applies only to obvious effects
i ke sanpl e-and-hold. You can work a |lot with subtle changes in the
envel ope generators and the vibrato, for exanple, and your |isteners
may never notice consciously what you're doing. They'll just be
knocked out by how great your synthesizer sounds! And even the nost
far-out possibilities, once you famliarize yourself with them can
come in handy sonetine as the perfect climx to an already hot solo.
The synthesizer certainly doesn't |lack for possibilities, but it's up
to us to learn to nmake effective use of them

6 JoMbX Ai rBase99 revi ew
U f Kai ser KEYS magazi ne 3/99

You m ght as well forget about dance nusic production if you don't
have punchy drum sounds. Even though the production of Roland drum
machi nes TR-909 and TR-808 has been dicontinued for some years now,
their sound, known to cut through any mx, still enjoys unabated
popul arity. Two years ago, JoMdX put the club-conpati bl e XBase09 on
the market. Wth the AirBase99, JoMX has rel eased the XBase's Sound
Engine in a 19" rack nountabl e version

In Order to recapture their predecessor's sound as authentically as
possi bl e, the JoMoX AirBase99 and XBase09 feature pure anal og as wel|l
as hybrid digital-anal og sound generation: Kick, snare and tons are
are fully anal og while the other instruments are based on sanples with
anal og processi ng. The advantage of the JoMX devices: Their sounds
cover a far wi der scope of variations than the originals. In general
punchy sounds that are contollable in all paraneters are nore easily
created on anal og systens than with samples, apart fromthe fact that
sound control of sanples is nmostly |imted.

The difference The AirBase99 is essentially a 19" rackversion of the
XBase 09 synthesis engine with added features. Anmpbng these is the
anal og tom section and additional sanples. Pol yphony has been

i ncreased fromthree to nine voices, which nmeans that multiple sanples
can now be played sinultaneously. The gl obal 'Accent' paraneter could
be done away with conpletely, since all of the Air Base's instrunents
respond to note velocity individually. Air Base owners have to do

wi t hout the the XBase 09's many knobs and its sequencer. Even though
it has been anounced that the Air Base will be fitted with a sequencer
in a future software update, this will not nmean that it will also grow
knobs li ke the Xbase09 or the Novation DrunStation on its front panel
However, a diskette with Cubase m xermaps and Logic environments is
supplied to nake for easy operation with a sequencer

Fresh Food The Air Base features four conplete anal og sound
generators: Kick, Snare, Low Tom and High Tom The nuch w der scope in
sound variation in conmparison with the TR-909 is exenplified best with
the kick drum Not only envel ope and tuning can be tweaked, but also
sound-form ng paraneters Pitch, Pulse, Noise and EQ The direct
counterpatrs of the original TR-909 parameters feature an increased
range of control. The sound formng of the snare is also nore flexible
and nore detailed, offering five paraneters opposed to the 909's
three. The two tom sections (Low Tom and High Tom), that enable

adj ustment of the tomls tuning and decay furthernore distinguish the
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Air Base's sound engine fromthat of the XBase 09.

Canned Food While with the XBase 09 you could play only one sanple
(e.g. cymbal, clap, hihat) at a tine, the AirBase offers five

i ndependent instrunent-groups, namely hihat, clap, rinshot, crash and
ride. Every group can play one of four sanples: a 909 sample, an 808
sanple, a CR 78 sanple and a JoMbX factory sanple. All sanples can

al so be played backwards. The hihats are 6-bit quantized sanples, al
others are 8-bit quantized. This |ow resolution, unusual nowadays,
makes for the authentic 909 sound. All sanples pass through a three
segment envel ope that can be freely adjusted. Closed H hat and Open
H hat belong to the same sanple group and therefore cannot be pl ayed
at the sanme tinme. The envel opes are individually adjustable, but
sanpl e volume | evel adjustment and sanple selection is not possible.
Conpl et e i ndependance woul d further increase flexibility, but to make
up for that the hihat section features an exclusive resonant filter
section with high and | ow pass characteristics and independantly

adj ustabl e cut-off frequencies. These filters increase the hihat
section's sonic scope considerably. Furthernore, it is possible to use
a noi se signal instead of the hihat sanples.

Joker For nodul ations ranging fromsubtle to violent, the AirBase99
provi des two LFGs per drunmkit, both of which can be synchronized to

M DI cl ock. Each LFO provides four waveforns, rate and intensity
settings and a nmodul ation target. If it is required, the 'sync
function forces the LFOto restart at every note event. LFO 1 affects
the ptich of any instrunment or the high hat filter's cutoff frequency.
LFO 2 can nmodul ate the pitch of Kick, snare or |ow tom

| NTERVI EWW TH Jurgen M chaelis about JoMbX' s current projects. M.
M chaelis is the conpany's director and chief of the devel pnent
departnment.

KEYS: M. Mchaelis, XBase and Air Base do not use digital sound
generation. What is the reason for this? J,rgen M chaelis: Anal og sound
generation sounds better. Mre earthy, it sinply cuts through a m x
better. I like this kind of direct sound. Apart fromthat, it's nuch
more fun to devel op anal og devices, even if we spent about 75% of the
time for the Air Base's devel opnent working on the software. KEYS: How
closely are devel opment and production |inked? Jurgen Mchaelis: It is
i mportant to keep communi cation lines short. For this reason we do not
produce in the Far East, as opposed to other manufacturers. Qur
factory is situated in the fourth floor of an industrial house built
in Berlin at the beginning of this century. W don"tt only devel op but
al so produce our instrunents here. KEYS: WII the SunSyn al so be
produced here? Jurgen Mchaelis: Certainly. Recently we had to
concentrate fully on the Air Base, but we will be able to show a
functioning prototype of the SunSyn at the com ng Frankfurt Misi knmesse
in March, maybe even nore. We expect the first SunSyns of the series
production to be available in the niddle of the year

Abundance The M DI inplenentation is a nodel of flexibility. Al sound
paranmeters can be edited from outside by neans of factory-assigned

M DI controllers. The Air Base's control knobs generate the controller
data that the paraneter being edited responds to. In this wise it is
easy to control the Air Base froma sequencer. Custom Cubase M xernmaps
and Logi c environments, which are shipped with the unit further
simplify this. Unfortunately the drumkit being edited cannot be
stored in a nenory slot other than its own. The workaround for this is
to first copy it to another menory |location and then to edit it. The
'snapshot send' function is very practical on the other hand: A
program change can cause the Air Base to send nearly all of a drum
kit's sound data as M DI controllers, with the exception of sanple
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sel ection. There is no need to fear a scarcity of nmenory space for
custom zed sounds and drunkits. Each instrunent group has 256 nenory
slots of its own, and there are 1024 nenory slots for drunkits. The
m cro sequencer, which has been anounced to be part of a future

sof tware update, m ght reduce the nunmber of possible drumkits, but in
view of the | arge number already available, this shouldn't pose too
great a problem The Air Base's opul ent back panel features ten

i ndi vi dual outputs next to the main stereo output and the MDI trio
These individual outputs are hard-wired to their respective
instruments. If a jack plug is inserted into an individual output,
that instrument will be taken out of the stereo m x of the main
outputs. Regrettably, the AirBase99 does not have a vol unme control
Whoever might want to connect the Air Base directly to his HD
recordi ng system m ght have problens with its very high output I|evel.
Thi s probl em does not arise when the Air Base is connected to a m xer

(PHOTO Caption): There is an individual output provided for every
i nstrument group and both hihats. In this w se, sounds can be routed
to m xer channels for individual processing.

Sound The Air Base sounds exactly like you want it to. It really

ki cks. The anal og sound engine paired with the rough sanples cuts

t hrough anything and is highly dance conpatible. The showcase sound is
of course th kick drum whose spectrum ranges far beyound that of the
TR-909. But also the hihat filter and the two LFOs can breathe life
into a rhythmtrack. Al paranteres are within constant reach via M D
controllers Wde tuning ranges provide for easy generation of extrene
sounds that will also inspire friends of Elektro music. Also, the
expanded sanpl e sel ection enlarges the Air Base's sonic scope

consi derabl y.

Mar ket Position Because it is based on a simlar concept, the Air Base
conpetes with JoMbX' s own XBase 09 and with the Novation Drunftation
For those who consider the sequencer necessary for timng reasons or
for live performance, the XBase 09 is the obvious choice. Al though it
offers fewer sounds, it invites spontaneous sound mani pul ati on by
menas of its many knobs and al so has the sequencer. |In conparison
because of its MDH potential, the Air Base is better suited for
programm ng dance tracks in a studio situation and costs a bit |ess.
The Novation DrunStation is limted to an authentic sinulation of TR-
808 and TR-909 sounds wi thout enlarging the sound spectrum wth the
exception of the distortion effect. It nmust however be borne in mnd
that it sports 21 knobs for sound programmi ng, and these knobs al so
generate M DI controller data. The Air Base, on the other hand, offers
a far wider variety of sounds thanks to its extended paraneter ranges
and the LFO s. At the sane tinme it sounds punchier than the conpletely
digital english competitor's sound engine. In view of the fact that
both instruments cost the sane, one will have to decide wether one
wants the [uxury of many hardware knobs (Drunftation) or the w der

vai ety of sounds (AirBase99).

Concl usion The Air Base offers the nusician the sounds he needs for
contenporary dance music in excellent quality and at a fair price. It
sounds punchy and will cut through the m x nmuch better than many a
sanple while remaining editable in all parameters via MD . At the
sanme time, the sound engi ne provi des enough scope for experinenta
sounds. Even the non-tweaking user, in search of the dance-scene's
cult-status sounds will be able to put together what he is | ooking for
fromthe | arge nunber of pre-progranmed drum sets. The Air Base 09

of fers good value for noney at the suggested retail price, so nmuch can
be safely said. In conparison to the TR-909 the knobs are m ssing, but
the Air Base provides MDI control of all parameters, thereby opening
a considerably | arger scope of possibilities. The AirBase99 is a fully
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dance conpati bl e drum nodul e for those who need punchy drum sounds in
a studio situation in which they can control the sound engine froma
sequencer or a fader box.

Info JoMoX Ai rBase99

Concept Drum nmodul e with anal og and sampl e based sound generation a |l a
TR-909 Techni cal Data Pol yphony: 9 voice Anal og sounds: Kick, snare,
otom hitom 8-bit-Sanples with anal og envel opes: Hihat (6 bit), rim
shot, clap, crash, ride Menory Kits: 1.024 (256 in ROM Instruments:
256 settings (100 in ROM Connections Stereo out, 10 individual outs,
headphones, M DI in, out, through, external power supply. Further

readi ng: Special: vintage drum conmputers, KEYS 8/96 Test: JoMyX XBase
09, KEYS 6/97 Test: Novation Drunftation, KEYS 8/96

The sanples of the AirBase99 Hi hat Cl ap Ri nmshot Crash Ri de TR-909

hi hat TR-909 clap TR-909 rinmshot TR-909 crash TR-909 ride TR-808 hi hat
TR-808 clap TR-808 rinmshot TR-808 crash TR-808 ride CR-78 hihat CR-78
cynmbal CR-78 cowbell CR-78 tnbrn CR-78 guiro JoMbX hi hat JoMoX cl ap
JoMoX rimshot JoMbX crash JoMoX ride

7) Runni ng Down Mbog
By Skip Mahl er

In my haste while | oading gear not long ago, | left ny Menorynoog

st andi ng between the truck and the trailer. When nmy Hammond B- 3,
Leslie, full P.A , drums, anmps, and keys were all |oaded, | made a too
qui ck check of everything before driving away. | didn't see the Mog
still standing between the vehicles. Going forward, | heard a crash,
then felt the trailer go up and over sonething. |I knewin a split
second what had happened: The railer's two right wheels had diagonally
run over the Menorynmoog. When | checked the damage, | found that the
Moog keyboard assenbly had been cornpletely flattened and a few keys
were broken, but that was it! No other damage! The entire steel

al umi num and wood chassis held together and protected the delicate
conponents. Even the front-panel knobs and switches were conpletely
unharnmed. Not one conponent or circuit board was hurt in any way. |

di sassenbled the unit, rebuilt the keyboard 'conb' that had been
flattened, cleaned everything, reassenbled the Menorymoog, and pl ugged
it in. Everything worked - perfectly!

Why can't today's instrunments be built the same way? There isn't one
on the market that could have withstood this kind of punishnent. It's
quite sad that the people who built the finest keyboards in the world
are now not in business because they couldn't afford to conpete with
forei gn manufacturers who sacrificed quality of workmanshi p and design
for slick ad canpai gns, cheap components, a |ightweight chassis, and
thin, gimcky sounds. Thanks to Dave Luce, Tony Marchese, Bob Mdog,

Ri ch Wal born, and the hundreds of other dedicated enpl oyees at Mdog
Musi ¢ who started it all.

Net sine nr 2, 28 Januari 2000
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A new synt hesi zer publication from THE SYNTHESI ZER NETWORK

http://ww. anal ogue. or g/ net wor k

http://www.anal ogue.org/network/netsine2.htm 2006-01-22



http://www.analogue.org/network
http://www.analogue.org/network/netsine2.htm

