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Using the ASR-10 as a Digital Multitrack

Recorder — (Part 1)

R

Dozens of intriguing applications are made
possible by the ASR-10’s ability to sample
and resample while sounds are being played
live on the keyboard or by the sequencer.
One of my favorite applications turns the
ASR-10 into a digital multitrack recorder.
The ASR-10's incredibly flexible sampling
options makes it possible to build up some
pretty cool backing tracks with nothing
more than an ASR-10, a sound source such
as a guitar or microphone, and a pair of
headphones. In this article, I'd like to detail
some of the steps involved in creating se-
quenced/sampled background tracks using
the ASR-10 as the recorder. We'll take a
look at a couple of examples: adding live
guitar tracks to a sequence, and building up
background vocals. We'll also touch on
using the ASR-10’s effects processing and
mixing capabilities to achieve the best
results. For these applications you’ll need a
microphone and an electric guitar (or some
other instrument that you might want to
record into the ASR-10).

We'll be using a combination of sequenced
ASR-10 sounds along with “live” instru-
ment and vocal parts recorded directly into
the ASR-10. Let’s start by developing the
basic groove that we'll be working with.

Clark Salisbury

Any short groove (two to four measures)
will do. If you don't already have some-
thing that you'd like to work with, you
might try using the tutorial sequence and
some of the tutorial sounds from your OS
disk. Load the sound JM DRUMS into In-
strument 1, the sound DEMO PERCS into
Instrument 2, and the sound MOOG POP 1
into Instrument 3. Now load the sequence
TUTORIAL SEQ (not the song TUTORIAL
SONG). This will provide you with a funky
four-measure groove upon which to experi-
ment (once everything is loaded as speci-
fied, press [Play] to hear what we'll be
working with).

Plug your guitar into one of the two audio
ins on the ASR-10. It doesn't really matter
which one since electric guitar has a mono
output, but for the purposes of this article,
I'll assume you're using the B/Right input.

Press the Audio Track B button twice (once
to select it, and the second time to enable
source monitoring; both its yellow and red
LEDs should be lit). Turn up the volume on
your guitar and adjust the input level con-
trol on the back of the ASR-10 so that you
are getting an appropriate level (the green
Signal Input Level LED should light when
you play something, with the red Peak LED
flickering on just the loudest sounds).

When you listen to the guitar through the
ASR-10, now, you’ll note that you are hear-
ing it primarily on the right side of your
monitoring system (although the processing
you have set up in the ASR-10 may affect
the left/right balance to a greater or lesser
extent). This is because Audio Track B is
set up to route its outout to the rieht side of
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whatever bus is being used, facilitating stereo sampling and
processing. I generally prefer monitoring tracks that I'm recording
in the center of the stereo field, and since the recorded track can be
placed anywhere in the stereo field later on, I'll edit the Audio
Track output routing so that the signal will appear centered. To
change the routing, then, press Edit, then the Track button. The
ASR-10 display should be showing “ATRK-B MIX=60 PAN=
+99.” Select (underline) the PAN parameter, and press the Up and
Down arrow buttons simultaneously to set it to its center value of
+00 (you can also adjust the monitoring volume for the track by
changing the MIX parameter. This allows you to listen to the track
at whatever volume you find comfortable without changing the
input volume for the track).

At this point we could begin sampling a guitar track, but one of the
things that makes the ASR-10 so powerful an audio tool is the on-
board effects processing. There are several algorithms available
that can work well with guitar. If we use one of them to process
the guitar while sampling, the processing becomes part of the
sample, and we won’t need to re-process the guitar later. This will
leave the ASR-10 effects available to do other things when it
comes time to mix our tracks.

Let's start with the premise that the sound we want is a clean
rhythm guitar sound. Several effects can be helpful in creating
such a sound, particularly the guitar amp effects, speaker
simulators, and the EQ-Compressor algorithm (remember, we can
add effects such as reverb and chorusing during the mixing
process). Simply scrolling through the effects (press the FX Select
« FX Bypass button and use the Up/Down arrow buttons) while
playing the guitar can present a number of processing possibilities
— you may want to listen to a few of these.

For clean rhythm guitar sounds, I often like to use the effect
GUITAR AMP 3 (ROM-30) as a starting point, but I'll usually
make several edits to optimize the effect for the guitar I'm using
and the sound I'm- after. For example, with GUITAR AMP 3
selected as the current effect, press Edit, then Effects, and use the
right arrow button to scroll through the parameter listing. Continue
scrolling until the display shows “PRE-EQ FC=7089 G=-25." In-
creasing the value of the “G” (gain) parameter will thicken the
sound up a bit. Or scroll a bit more, and increase the value of the
“EXPANSION RATIO” parameter, to get a more squashed, com-
pressed sound (you may also want to decrease the value of the next
parameter, “THRESHOLD," especially if you increase the expan-
sion ratio by much). Experiment with any of the parameters you
find in any of the effect algorithms; after all, if you go too far
afield you can easily get back to the original effect by pressing the
FX Select « FX Bypass button, and scrolling up until you reach the
ROM version of the effect you started with.

We're just about ready to begin recording our first guitar track.
Press the Play button, though, and you'll find that your sequence is
playing back through the processing you've set up for the guitar.
This may or may not be a problem, depending on the processing
you're using (this doesn’t affect the sample in any way, it may just
make the sequence you are using sound a bit weird during the
recording and overdubbing process). For now, you may want to as-
sign the sequenced tracks to play back through another effect bus
— one that won't color the sound. If you're using the GUITAR

AMP 3 effect, you can assign the sequenced tracks (tracks 1, 2,
and 3) to play through bus 3, which is dry: press Edit, then Track,
then scroll to the display showing “OUT=WAVESAMPLE.”
Select the track you wish to change by pressing its associated In-
struments * Sequence Tracks button, and use the up/down arrow
buttons to set this to “OUT=BUS3 DRY.”

Now we should be ready to lay down our first track. Press the
Sample button. You'll find yourself at the Input Select page. Set
the REC SRC to INPUT+FX RIGHT (or LEFT, if you're using the
A/Left Audio Track for your guitar input). Press Enter » Yes, and
you'll be instructed to PICK SAMPLE INSTRUMENT. Do so by
pressing any of the unused Instruments » Sequence Tracks buttons;
for now, let's use track 4.

The ASR-10 will display its VU meter; play a few notes on the
guitar to ascertain that your volume is within acceptable limits.
Note that if the sampling threshold (indicated by the asterisk in the
display) is set to anything above 0, sampling will not begin until
you play something on the guitar. For now, leave the sampling
threshold set to something just below the the level of the quietest
sounds you think you'll be playing; this will make it easier to
place the guitar track correctly into the sequence later on.

When you’re ready, press the sequencer Play button; the 4 measure
sequence will begin playing. Once you feel comfortable with the
groove, press Enter » Yes, (to initiate sampling), and play a 4
measure guitar part. When you've finished, hit the Cancel * No
button to stop sampling. The ASR-10 will prompt you to “PLAY
ROOT KEY OR ENTER.” Let’s assign this sample to the lowest
*“C” on the ASR-10 keyboard by playing that note.

If you are using the sequence “TUTORIAL SEQ” as the basis for
recording, you’ll find when you play the sequence now that your
newly recorded guitar part is playing back the track that was
originally recorded in the tutorial sequence. This is probably not
what you had in mind, but can be remedied easily enough by
pressing Command, then Track, scrolling to “ERASE/UNDEFINE
TRACK," hitting the Enter * Yes button once to be sure that you
are editing track 4), then once more.

Now you’ll want to create a sequence track that plays the new
guitar part. Make sure that track 4 is still selected, and record a
track which consists of the note “C1" (the note that the guitar part
is triggered by) held for the duration of the sequence (or at least
for as long as the guitar part plays). And that’s it — you've created
a “live” guitar track to play along with the rest of your sequence.

If you want to re-record the guitar part, simply repeat the sampling
process: press the Sample button, select the record source (the cor-
rect source should still be selected, unless you've changed it for
some reason), hit Enter « Yes, and select Instrument » Track 4
again as the sample instrument. This time, however, the ASR-10
will display something like “UNNAMED LYR=1 WS=NEW.”
Use the up/down arrow buttons to change the value for WS§
(wavesample) from (NEW) to (1). This will cause your new guitar
part to be recorded into the wavesample memory originally allo-
cated for your original guitar part. This will erase the original
guitar part, and free up that memory for the new part.



Once you've created a guitar part you want to keep, save it to disk.
You can continue to add parts to build up your track by sampling
new parts either into new Instrument locations, or into new
wavesamples (WS) or layers (LYR) of the Instrument you've al-
ready created. Since the ASR-10 makes it pretty easy to control
volume, panning, and processing for individual samples and layers
in an Instrument, there really isn’t any good reason not to record

all of your guitar tracks, say, into the same Instrument.

We'll continue this discussion next time with some pointers on
combining samples to free up memory as well as some tips on sig-
nal routing and processing for when the time comes to mix your
masterpiece. Until then, keep on trackin’... mm
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The summer months are always extra quiet...

TRANSONIQ-NET

HELP WITH QUESTIONS

All of the individuals listed below are volunteers! Please take that
into consideration when calling. If you get a recording and leave a
message, let 'em know if it’s okay to call back collect (this will
greatly increase your chances of getting a return call).

All Ensoniq Gear — Ensoniq Customer Service. 9:30 am to noon,
1:15 pm to 6:30 pm EST Monday to Friday. 215-647-3930.

All Ensoniq Gear — Electric Factory (Ensoniq’s Australia distributor).
Business hours — Victoria. (03) 4805988.

Sampling — The International Samplers Cooperative, 310-455-2653 or
via MusoBBS, 818-884-6799.

SD-1 Questions — Philip Magnotta, 401-467-4357, 4 pm — 12:30 EST.

VFX Sound Programming Questions — Dara Jones, Compuserve:
71055,1113 or Midi-net and Fido-net. The local BBS is the Nightfly in
Dallas: 214-342-2286.

SD-1 Questions — John Cox, 609-888-5519, (NJ) 6 — 8 pm EST.
SQ-80 Questions — Robert Romano, 607-533-7878. Any ol’ time.

Hard Drives & Drive Systems, Studios, & Computers — Rob Feiner,
Cinetunes. 914-963-5818. 11 am — 3 pm EST. Compuserve:
71024,1255.

EPS, EPS-16 PLUS, & ASR-10 Questions — Garth Hjelte. Rubber
Chicken Software. Pacific Time (WA). Call anytime. If message,
24-hour callback. (206) 821-5054.

ESQ-1 AND SQ-80 Questions — Tom McCaffrey. ESQUPA. 215-
830-0241, before 11 pm Eastern Time.

EPS/MIRAGE/ESQ/SQ-80 M.U.G. 24-Hour Hotline - 212-465-
3430. Leave name, number, address. 24-hr Callback.

Sampling & Moving Samples — Jack Loesch, (908) 264-3512. East-
ern Time (N.J.). Call after 6:00 pm.

MIDI Users — Eric Baragar, Canadian MIDI Users Group, (613) 392-
6296 during business hours, Eastern Time (Toronto, ONT) or call
MIDILINE BBS at (613) 966-6823 24 hours.

Mirage Sampling — Mark Wyar, (216) 323-1205. Eastern time zone
(OH). Calls between 6 pm and 11 pm.

SQ-1, KS-32, & SD-1 Questions — Pat Finnigan, 317-462-8446. 8:00
am to 10:00 pm EST.

ESQ-1, MIDI & Computers — Joe Slater, (404) 925-7929. Eastern
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NEW PRODUCTS

Latter Sound Productions introduces “Nineties Type One-
Man-Band Sounds,” the fifth volume of sounds for the VFX,
VEXsd, and SD-1. Velocity triggers rhythms and dramatic
timbre change and these sounds rocket your VFX into the year
2000. Big band, new age, experimental, rock, pop, jazz, R & B,
and orchestral themes run through this collection. 60 sounds, 20
presets, 3 demo sequences. (Disks, $40.) Latter also introduces
Hardwire 1 for SQ-1 owners. 160 sounds created by Mark Clif-
ton of Hacker fame and extensively edited by Walter Cooper to
give you the best value available. Organs, pianos, drum kits, per-
cussion, bass, brass, woodwind, synth, keyboard, string, sound
effects and more. These sounds will work on the entire SQ-1
line. (Disks, $65.) For more information: Latter Sound Produc-
tions, 1341 Westheaven Ct., Tallahasse, FL 32310, phone: (904)
575-5561.

Eye & I Productions, the makers of all Voice Crystal products,
annouces that they are furiously planning support for the new
Ensoniq TS-10 synthesizer. First in this line is the VCITSI0
Voice Crystal diskette. The VCITS10 disk has over 60 new
patches for TS-10 owners, each including patch-select functions
and thorough controller & effects routing. The VCITS10 is
available now at local dealers for $39.95. More new volumes are
on the way. For further information: Eye & I Productions, 930
Jungfrau Ct., Milpitas, CA 95035. Phone: (408) 945-0139.

P. TIMMERMANS of Belgium announces the PART Sound Set
for the ESQ-1 & SQ-80. PART contains two banks of 40 sounds
each covering a large spectrum of classic orchestra, original pop,
and exotic instruments and makes extensive use of the “hidden”
waveforms and alternative tuning scales. The set also includes
extensive documentation that not only goes into great detail
about the patches but includes a complete overview of just about
every tip or trick ever published for these instruments. The
double sound set is available for only $21. Shipping overseas
(including the U.S.) is an additional $9. For further information:
P. TIMMERMANS, Steyenhoflaan 33, B-3130, Betekom (Bel-
gium). Phone: 016/561060.



The TS-10 — An In-Depth Look

Imagine a synthesizer with a staggering variety of CD-quality
sounds which are easy to layer and customize during live per-
formance. Now add a sample-playback keyboard which reads
the huge EPS/ASR-10 sample library and gives you immediate
access to 10 (or 20 with upgrade) of these sampled sounds in
addition to the 300 sound programs resident in ROM/RAM
memory. Throw in the effects-processing power of the DP/4,
itself having earned rave reviews for Ensoniq. Now add a user-
friendly, 24-track sequencer which requires no previous com-
puter or sequencing experience to operate.

Call it the sonic dream machine.

Or the deluxe model Swiss army knife synthesizer and sampler
workstation,

Or the strongest contender for Best Keyboard of the Year
award.

It’s like having three or four different synths in one. And with
32 notes of polyphony and the ability to layer six sounds in a
program, the TS-10 will generate some of the richest sounds
ever heard coming from just one keyboard. That all of these
features are packed in an easy-to-use portable unit for under
$2500 gives new meaning to the word “neat-0.”

Having arrived with much less fanfare than it deserves, this
next-generation synth from Ensoniq takes the very best fea-
tures from the SD/SQ/VFX — great sounds and user-friendly
sequencers — and goes far beyond. There are 254 tasty 16-bit
waves running the entire spectrum of acoustic instruments,
acoustic and electric keyboards, basic and unusual synthesizer
waves, drum kits of every imaginable variety and excellent
choir/vocal sounds. There are also new and improved Trans-
waves as well as the mind-boggling Hyperwave, a wave-se-
quencing technique which is really a new synthesis engine
unto itself. The Hyperwave wave-lists make beautiful, sweep-
ing, constantly evolving sounds, and some of the hippest
drum-bass rhythm loops you’ll ever hear,

Before getting to the specifics, I must mention how impressed
I am with the design of the TS-10. This will appeal to a
diverse group of musicians: the gigging pro who wants top-
notch electric pianos, “retro” synths and a lightweight B-3, not
to mention the killer grand piano sound; the advanced home
hobbyist or studio entrepreneur looking for a new source of
studio-quality sound material; sound programmers in search of
sonic flexibility and cutting-edge technology; and anyone in
the market for a portable, sophisticated but easy-to-use se-
quencer.

Brad Kaufman

Is it tough getting around on the TS-10? Amazingly, the user-
interface remains easy and intuitive. In under two hours, I was
able to put together a 9-track song from scratch on the first try
without even opening the manual! For non-programming
dudes and the computer illiterate (that’s me and some of y’all)
much of the toughest work has already been done for us with
ready-to-play sounds and presets in huge quantities (300 of
each) as well as fully-developed Hyperwave programs,

The Sounds —
Wave Quality/Selection/Programming

All the right choices were made here. Aside from the sheer
variety and stark realism, the waves are quiet with virtually no
audible looping or annoying split points on multisampled
sounds. For example, the B-3 waves have built-in key click
and percussion and that high-frequency crosstalk just like the
Real Thing. Rhodes pianos have warm, fat distortion when you
lay into the keys.

Ensoniq can be proud of the sound programming on this unit.
Instead of shipping a new unit with half-baked, poorly
programmed patches, the sounds are finely done. Soulful
saxophones, vibes with stereo tremolo and panning, pads,
new-age sounds and more. Much, much more.

The keyboard sounds deserve special mention. Pianos and or-
gans on older synthesizers have left plenty of room for im-
provement. But not anymore: The TS-10’s collection of grand
pianos tops anything in its price range, in part thanks to superb
reverb and EQ effects. B-3, Rhodes, DX-7 and Wurlitzer
pianos are very well done and will work well live and in
recordings. Church organs and classic analog synths round out
the group.

The Sequencer

The basic workings of the sequencer look very much like the
SD-1 as best as I can tell from comparing specs. This laughab-
ly easy-to-use system was pretty much crash-proof unless I
tried to leave the sequencer mode while a sequence was play-
ing. Editing and “punch-in” (overdub) were just as simple as
making the original tracks. Step-entry and loop-sequencing are
supported. The EVENT LIST allows editing of every note with
surgical precision.

On-board Effects

It is astounding for a synthesizer in this price range to have
such a vast choice of sophisticated, professional effects (73!)



with over 600 factory-supplied variations. The effects are easy
to program as well. Many different reverbs are combined with
parametric EQ. delay, flanging and roto-speaker. SD-1, SQ
and VFX users will be thrilled to know that the voltage-control
filter (VCF) effect includes Resonance (“Q”) and adds a whole
new dimension to emulations of analog synthesis. There are
effects which simulate the old vacuum-tube guitar amplifiers
and speaker enclosures with warm distortion, There are superb
guitar distortion effects. phasers, Van Der Pol filters, chorus,
pitch shifter, etc. etc.

Having listened to all the effects and read the manual, I can’t
say I understand what makes them work. But my ears tell me
what I need to know — they’re going to make me sound great.
The effects section should be thought of as an extra synthe-
sizer as it can radically change many sounds, not just sweeten
them. And, like the EPSs and ASRs, the effects can be used in
combinations, like roto-speaker + phaser-flanger + reverb with
each voice able to be routed to one or more of the effects.

The Hyperwave or Wave List

Many programs with the word “GROOVE” or “-GRUV” as
part of the program name use this incredible synthesis techni-
que. A list of up to 16 waves is chosen. Each wave is like a
completely programmable voice with its own filters, three en-
velopes, LFO etc. The wave-list lets you fade smoothly or
abruptly from one sound to the next. Programming a wave list
could make you lose your mind and/or age prematurely. Al-
ready, several talented and dedicated patch-programming
gurus have given up their sanity so the TS-10 could be shipped
with a dozen or more killer drum-loops and bass guitar or
synth-bass loops which come alive by holding down just one
key. A program can run up to four simultaneous wave lists to
have a kick-drum and hi-hat beat running simultaneously with
snares, a cymbal and rimshot layered over the bass-line, for
example — all controlled by your little finger!

Another even more powerful use of the Hyperwave is to make
constantly changing, swirling and alive pads and textures — a
synth player’s dream. Many such examples are shipped with
the unit, but you'll miss them unless you give the sounds a
good audition and hold the keys down for a bit.

Can the drum loops be slowed down or sped up to suit the
tempo of your song? (Yes.) Can you change the filters and en-
velopes on each of the four possible wave lists in a program?
(Yes.) Can you copy a voice from a standard program into one
of the 16 locations on the wave list? (I have no idea.) Can you
keep the tempo on track and not reset the drum loop or bass
line by holding down one key while starting to hit a second
key? (Yes.) It’s hard to believe, but to understand the awesome
Hyperwaves, we’re on our own, dudes, because the Musician’s
Manual, so well-written in all other areas, is woefully inade-
quate in giving tutorial examples or performance tips on how
to create a wave list from scratch or how to tweak the factory-

shipped ones. Even changing the tempo of a drum loop, which
is so easy to do (press the TUNING button in the track
parameter section 3 times and adjust the rate) is mentioned
only in passing inside an inset box on page 28.

I am assured by the folks at Ensoniq that this lack of documen-
tation is being worked on and there may be a separate manual
devoted just to the hyperwaves. Meanwhile, make no mistake:
Somebody knows how the hyperwaves work and has as-
sembled a very useful and stunning set of patches showcasing
this special feature. Remember, the hyperwave feature is a
separate synthesizer unto itself.

It’s worth mentioning that in spite of all the high-intensity
computing going on, what with a 24-track sequencer, 6-voice
sound programs and the hyperwaves, I have already done a
sophisticated and classy “live” sequenced presentation without
a hitch — no jamming or freezing of the sequencer, no start-up
bugs. Several tracks, including a live track, used polyphonic-
key pressure and the pitch bend and there were no timing
delays at all.

Gripes

I already mentioned my disappointment about the still incom-
plete instructions on the Hyperwaves, but it is clear that they
work and someone is expert at programming them.

For all you folks who program the VFX/SDs, all those great
sounds you’ve collected won’t work in the TS-10. You can’t
go home again. The good news is that I've tried porting over a
few Dr. Brad patches to the TS-10 by hand, entering VFX
parameters one screen at a time, one voice at a time. Since the
TS-10 waves are different, substitutions must be made. I hate
to say it, but the TS-10 version Dr. Brad patches sound better.

Bugs?

So far, so good. The unit will freeze if you try to edit a preset
or sound while the sequencer is running. Also, in editing cer-
tain effects (for instance, effect #23 on the wonderful FULL
BODY piano), underlining one parameter will change another
parameter or sometimes make the unit freeze. I turned the unit
off and resumed programming without further quirks or
crashes. No RAM memory was lost or altered in either of these
cases.

What Have | Left Out?

Several years of Hacker issues would probably be enough
room to cover what the TS-10 can do. It has the playback
power — and more — of the EPSs and can access 20 sounds to
the EPS’s 8! The disk storage and retrieval is FAST and is a
system-exclusive recording medium. Presets are better than
ever, allowing considerably more latitude in shaping the
sound. Patch select buttons can be made to hold on to any of



the four options as a part of the program. And the two double
pedal footswitches give an extra level of versatility to live per-
formances and are totally programmable.

Most of all, the TS-10 excels at making sound come alive. You
could buy it just for its grand piano or the Rhodes or FM
sounds. Or the powerful synths. And a new glide feature,
MINIMODE, makes all those fabulous portamento sounds you
miss from the early analog days.

But you don’t have to give up anything to have it all — a
synth, a sampler, a wave-sequence unit, an effects unit which
is a sort of synthesizer itself, and a sequencer which is ridic-
ulously easy to learn. And sounds which encourages players to

be their best as musicians, Non-programmers will find that the
programming work has already been done. And the advanced
programmer will find that there are endless ways to expand the
sound-producing capabilities of this unit.

My opinion of the TS-10: Ensoniq has produced another win-
ner. In my crystal ball I see awards for innovation and excel-
lence and kudos from the music industry for the TS-10.
Meanwhile, take a good pair of headphones down to your local
music store and enjoy Ensoniq’s new star synth. ms

Bio: While not programming his VFX, Dr. Brad manages his
solo cardiology practice in Fairlawn, NJ.

HACKER BASEMENT TAPES Daniel Mandel

Tape: Demo Tape.
Artist: Paul Santa Maria.
Contact info: (305) 936-5954 — P.O. Box 2822, Miami, FL 33165.

Maelstroms from Miami

Equipment: EPS 4x/Tascam 244/DBX163x/Digitech
256x1/NAK cr-3A/Technics Cassette/JBL Lx44’s/Gibson Les
Paul/Shure 57/Boss Pedals, Prosonus "RockNRoll” Horns, En-
soniq (Vol 8.) “Choice I':)rums” (16+).

This is a highly energetic demo that percolates with power!
The musicality ranges from rock-fusion to peppy-pop. Paul
says that his influences are the Beatles, Oingo Boingo, Chick
Corea and Himself. Since he brought up all these famous
names, I would say I can hear a definite Todd Rundgren
thrown in there somewhere. Now I'm not sure how much you
can influence yourself before you are doing something illegal,
but I guess that’s Paul’s call. After all this is the "90s,

Paul played all instruments and sang on all vocal tracks. He
sampled all the harmonies and then went back and punched
them in,

Paul actually apologized for the amount of selections on the
tape and the diversity of styles. Granted, he did break some
standard rules for making a typical demo of no more than four
songs and keeping in a consistent style or format. Yes, he’s
got a coupla instrumental beautiful pieces back to back with
the pop tunes. However, one more rule of thumb for those of
you brash individuals willing to put it out on the line goes like
this: DON'T APOLOGIZE!

This is based on the other rule of thumb that constantly re-
defines rock and roll — If It Works — Do It! The hell with
which convention you broke to get you there. I think Paul’s
got a good collection. The recording is way above average.
Very good production values all the way around. Many of
these songs are carefully crafted. These are all short takes,
just enough to get a good taste of what Paul can deliver. He’s

got a good voice that is expressive and clear. He may want to
break it up into industry standard bits, and perhaps release
several demos, pop, fusion, new age and jazz, but it’s a good
package all the same.

Side one begins with Lightspeed, which absolutely boils up
with strange energy. Once again Paul apologizes for the lag in
the violin solo when he should relax and let us enjoy it. I think
these apologies are Paul’s perfectionism coming through [my
psychoanalyzing fees are non-negotiable]. Monsoon is a Sitar
wielding quick piece that is very well done. Strange Things
For Love has an odd introduction that says abruptly, horns
blasting, this-is-it!, forget any formalities, you’re soaking in
it! Electrocuted is electro-“cute.” It is an advertisement for a
new video game, which is now a movie, which was based on a
sugar coated breakfast cereal. Don't Hold Back The Night is
one step away from having a solid hook that you would walk
away singing. The lyrics are typical swatches of phrases like
the title, but nothing of substance gets through the production
values. Slick City is just that, an extremely well done rock/
jazz piece that has an exciting build for an introduction. This
is Paul’s best work. Lots of breaks where Paul’s freedom and
creativity take over. This should go in the “best of” when Paul
puts together a collection to sell.

Side two begins with two pop songs. She's Not Too Skinny
and Damned If I Do, Damned If I Don’t are two standard
pop/rock songs. These are followed by three instrumentals —
Pan Flute Theme, Marionette and 3/4 Theme. All three are
quite short and interesting. Love Goes is the final piece, a
more elaborate pop piece that uses Paul’s skills well. wm

If you want your tape run through the
Hacker, just mail it off to: Basement
Tapes, Transoniq Hacker, 1402 SW
Upland Dr., Portland OR 97221.

Bio: Daniel Mandel is a songwriter,
sound designer, and has sold pro
audio and keyboard equipment and
produced demo tapes for local bands.




How Sounds Work

Part V: Wacky Woodwinds

Okay, boys and girl, this month we’ll be examining the
microcosmos of near-genius known as “Vibrato Oboe” and
“Alto Flute.” Vibrato Oboe can be found in Volume II of my
Hardwire sound collection, distributed by Latter Sounds.
However, Alto Flute does not appear in any commercially
available sound collection to date. I'm saving it for the, as of
yet, unfinished Volume III, so it should get released eventual-
ly. You can take some degree of satisfaction in knowing that
you're the first humans beside myself to actually lay eyes on
it. I realize that I probably shouldn’t recklessly be giving
away my product like this, but I like to be generous and I
know it makes you happy.

Flutes

Alto flutes are just like regular flutes only bigger and sound-
ing a fifth lower. They’re used widely in flute pieces and are
known for their velvety and voluptuous tone. The flute is
classified as a woodwind mainly because it used to be made
out of wood and it uses a fingering pattern similar to that
used by most other woodwind instruments. Nowadays, how-
ever, most flutes are made of an alloy of brass and nickel,
though it is possible to find ones made of wood and even
crystal. Different types and proportions of metals will yield
different sounds and most players will try to find a mixture
that suits their taste. To generate sound, air is blown into a
metal mouthpiece on the side of one end of the instrument. It
then travels through the hollow body of the instrument where
it vibrates, finally exiting out the other end. A variety of ef-
fects such as double, triple and feather tonguing are possible
as well as rather difficult and little used harmonics known as
“whistle stops.”

One of the major problems with creating an alto flute sound
is that when the Wood Flute wave is transposed down to alto
flute range, it has a tendency to sound too breathy, especially
on the attack. The initial burst of air in a tongued flute attack
is naturally a little breathy, but transposed this low it sounds
like a sampled hurricane. To cut off a little bit of the exira air
at the beginning of the sound, I increased the sample Start
Index to 02.

The LFO is programmed to simulate the typical amount of
vibrato that a normal (as opposed to abnormal) player would
use. On a flute, vibrato is caused by stuttering the airflow by
moving the lips up and down. This causes more of a change
in volume and breathiness than in pitch, so this patch uses a
lot of LFO to filter and output mod with only a slight amount
of pitch modulation. The LFO itself is controlled by the mod
wheel in case you want even more vibrato. It uses a typical

Mark (the MIDI Avenger) Clifton

triangle wave (sine/triangle works too if you want a more
mellow sound) and the Restart is on, letting the LFO begin
freshly on each new note.

I've routed ENV 2 to control filters, shaped for a sloped at-
tack and gradually mellowing out as the sound sustains, im-
itating the changing character and brightness of a natural
flute tone. The ENV 2 Velocity Level is set to 33, making the
sound mellower at low velocities and brighter at high ones.
The AMP envelope is set to a similar shape to ENV 2, To-
gether they change the brightness and volume simultaneously
for a more realistic response. The attack velocity of both en-
velopes is set to yield a soft attack at low velocities and a
harder one at high ones. A wind instrument sound should al-
ways have a somewhat rounded attack for a realistic tonguing
effect, even at high velocities. The high velocity level on the
AMP envelope ensures a volume range from a whisper to a
shout without the volume slider ever needing to be touched.

Oboes

The oboe is a double reed instrument. That is, it generates
sound as air is blown between two wooden reeds, making
them vibrate. The body of the instrument is usually made of
of wood, but some inexpensive student models are make of
plastic with plastic reeds. The thought of playing such an in-
strument, though, would probably move a professional or ac-
complished amateur player to a fit of severe whining, so I
wouldn’t necessarily bring it up if I were you.

“Vibrato Oboe” shares many common features with “Alto
Flute,” including LFO modulation of pitch, filters and
volume, similar programming in the LFO section, ENV 2
modulation of filters (though to a lesser amount) and similar
shaping of ENV 2 and the AMP envelope. The main dif-
ference between the two is that Vibrato Oboe contains a
slight amount of ENV 1 to pitch modulation, with ENV 1
shaped to a sharp downward slope. This simulates the slight
sharpening of pitch in the attack of a tongued woodwind note
as the player adjusts his emboucher and airflow. Such a pitch
blip will work on all wind instrument sounds as long as it’s
very subtle. The listener should not be able to detect any out-
right change in pitch. Instead, it should simply be perceived
as part of a realistic tongued attack sound and nothing more.
Such an effect is absent from Alto Flute simply because it
was too conspicuous with that particular waveform trans-
posed down that low. Once you start shifting the pitches of
acoustic samples beyond their natural range, such as with that
sound, programming details can get a bit touchy. Still, if you
want to take a crack at programming your own pitch blip into



Prog: VIBRATO OBOE

By: Mark Clifton

WAVE 1 2 3 LFO 1 AMP 1 2 3
Select Voice On off off LFO Speed 34 Initial a2
Wave Class Waveform Nolse Rate - Peak 99
Wave Woodwind Level 19 Break 94
Delay Time 000 Delay 72 Sustain a2
Wave Direction - MODSRC Wheel Attack 09
Start Index - Wave Sine/Trl Decay 1 64
MODSCR - Restart On Decay 2 60
MODAMT - Release 19
Restrk Decay 12 FILTER 1 Vel-Level 40
[Filter 1 3Lo Vel-Attack 08
PITCH 1 2 3 Filter 2 1Hi Vel Curve Linear
|Octave +1 FC1 Cutoff 051 Mode Normal
|Semitone 00 ENV 2 +25 KBD Track +00
Fine 00 FC1 KBD +25
ENV1 +01 MODSCR LFO
LFO +02 MODAMT +12 OUTPUT 1 2 3
MODSCR oft FC2 Cutoff 059 ‘ég;—st ot
MODAMT - ENV2 +04
KBD Ptch Track On FC2 KBD +08 s LFO
Glide off FCIMOD-FC2 On ODAMT +10
Glide Time 00 KBASaio w20
Key Range -
Output Bus FX1
1 2 3 ENV2 1 Priority Med
30 Initial 54 Pan +00
00 Peak [-1-] Vel window >000
00 Break 92
00 Sustain 20 EFFECTS — HALL REVERB
14 Attack 12 FX-1 50 LF Decay +10
00 Decay 1 59 FX-2 60  MOD (Dest) FX1Mix
00 Decay 2 67 Decay Time 42 By (MODSRC) Modped
00 Release 22 Diffusion 40 MODAMT +36
00 Vel-Level 33 Detune Rate 40
00 Vel-Attack 0o Detune Depth 12
- Vel Curve Linear HF Damping a3
Normal Mode Normal HF Bandwidth 99
+00 KBD Track +00
Prog: ALTO FLUTE By: Mark Clifton
WAVE 1 2 3 LFO 1 AMP 1 2 3
Select Voice On Off Off LFO Speed 32 Initial 52
Wave Class Breath Noise Rate 00 Peak 89
Wave WoodFiute Level 26 Break 94
Delay Time 000 Dealay 59 Sustain 88
Wave Direction Fwd MODSRC Wheel Attack 13
Start Index 02 Wave Tr Decay 1 20
MODSCR oft Restart on Decay 2 40
MODAMT - Rel 26
Restrk Decay 28 FILTER 1 Vel-Level 40
Filter 1 3lo Vel-Attack 06
PITCH 1 2 3 Filter 2 iLo Vel Curve Convex
Octave -1 FC1 Cutoff 000 Mode Norm
Semitone +00 ENV 2 +64 KBD Track +00
Fine +00 FC1 KBD +22
ENV1 +00 MODSCR LFO
LFO +02 MODAMT +19 OE;E‘UT ;9 2 S
MODSCR Off FC2 Cutoff 000 Booet oh
MODAMT - ENV2 +989
KBD Ptch Track On FC2 KBD +26 MODSRC LFO
Glide off FCIMOD-FC2 On MODAMT +16
Glide Time 00 8D one e
Key Range -
Output Bus FX1
ENV1 1 2 3 ENV2 1 Priority Med
Initial Initial 77 Pan +00
Peak Peak ag Vel window =000
Break Break 89
Sustain Sustain 79 EFFECTS — HALL REVERB
Attack Attack 08 FX-1 50 LF Decay +10
Decay 1 Decay 1 63 FX-2 60 MOD (Dest) FX1Mix
Decay 2 Decay 2 55 Decay Time 42 By (MODSRC) Modped
Release Release 49 Ditfusion 40 MODAMT +36
Vel-Level Vel-Level 33 Detune Rate 40
Vel-Attack Vel-Attack 19 Detune Depth 12
Vel Curve Vel Curve Quick HF Damping a3
Mode Mode Norm HF Bandwidth 86
KBD Track KBD Track +00




the patch, be my guest.

Both of these patches are polyphonic, allowing chords to be
played. The problem with this is that every note you play will
have a simulated tongue attack, while in real life many notes
may be slurred or legato tongued. To simulate slurring, simp-
ly switch Pitch Glide to Retrigger. Don’t touch the Glide
Time parameter, though. Increasing this above 00 or 01 may
create an undesirably queasy portamento effect. Using pitch
glide will also eliminate overlapping notes in solo passages.
When a polyphonic sound is used to play wind trills or legato
passages, note attacks and releases may slightly overlap.
While fine on a piano, this can destroy the credibility of a
synthesized wind solo.

You’ll notice that both sounds use basically the same Hall
Reverb effects setting, with only slight variations to match
the characteristics of that particular sound. This is my handy
all-purpose concert hall reverb setting which I use on almost
all of my orchestral sequences. FX2 amount is slightly higher
than the FX1 amount. This is because instruments that are
further back on the stage from the audience are acoustically
reflected through the hall to a greater degree before the sound

reaches the audience’s ears than instruments in the
foreground, creating a livelier, wetter sound. By routing in-
struments that are usually in the rear of the stage such as
brass, percussion, choir, harp and extra keyboard instruments
to the wetter FX2 bus and routing those in the front such as
strings, woodwinds and solo keyboards to the drier FX1 bus,
you can create a more realistic three-dimensional effect. By
adjusting the wetness of the effects busses, you can increase
or decrease the “distance” between instruments.

As always, it’s important to play instrument sounds within
their natural ranges. The alto flute’s (concert pitch) range is
from G3 to G6 and the oboe’s is from Bb4 to A7.

Well, kids, I'll be back right here in a month or two to con-
front a serious problem that plagues many Americans today:
fake funk. So stay tuned, it may just save your life. mm

Bio: Mark Clifton is a player and composer of Jazz, New
Age, Orchestral and Rap (yes, Rap!) music and an aspiring
Cyberpunk writer who also wouldn't mind going into sound
design or film scoring. His favorite color is the infinite,
star-speckled blackness of space.

Understanding Envelopes in the SD

and VFX Synths
Part 3 — Out of the Woods (Into the Fire)

Hello again. In the last installment [Issue #96] of this
not-so-mini-series (there must be a role in here somewhere for
Jaclyn Smith), we talked about the mechanics of creating
shapes with envelopes and, by way of demonstration, actually
made one and applied it to the pitch of our program RAW
WAVES. And, lo, in so doing we brought unto the earth a new
program named UP+DOWN. And it was good. With
UP+DOWN, when we held down middle C on the keyboard
we could hear quite clearly how our envelope shaped the pitch
we were playing, causing it to travel, yes, up and down (and
up and down again). Now it’s time to discuss what envelopes
can do to filtering, volume, and stereo panning.

If you recall, in UP+DOWN we used Envelope 1 for our pitch
contouring. This month, we’ll use Envelope 2 for filtering and
Envelope 3 for volume shaping. Both of these envelopes have
their own button on the face of your VFX or SD, just like En-
velope 1 did. Notice that the Env1 button is physically located
above the Pitch Mod button, Env 2 above the Filters button
and Env 3 above the Output button (which governs volume).
Coincidence? I think not. Since Envelopes 1, 2 and 3 are
generally used to shape pitch, filtering and volume, respective-
ly, Ensoniq helpfully put each where it is as a visual aid. If
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you momentarily forget which is for which, just look at the
buttons. Helpful, no?

Do you have UP+DOWN handy? Good. We need it. You
might also get out the last envelope article to refresh yourself
on any points that’ve grown hazy over the last few weeks.
Re-read it even.

Envelopes and Filters

Let’s first make sure we’re clear on what filters are and how
they work, so that we can understand (and hear) what we’re
doing. It’s not within the scope of this article to get too techni-
cal here, so we’ll keep this simple. Lucky you. And me.

Think of the treble and bass controls on your home/car stereo,
or on your keyboard amplifier. The treble knob can make the
higher frequencies of whatever you’re listening to get louder
or softer; the bass knob does the same for the low end of the
frequency spectrum. This is much like what synth filters do,
except that instead of being able to turn the treble or bass fre-
quencies up and down, filters only turn them down — they fil-
ter the highs and lows out of a sound.



The VFXs and SDs offer two filters simultaneously for every
sound wave within a program/patch, and either can be one of
two types: lowpass or highpass. A lowpass filter lets the low
frequencies (the bass) pass through unaffected as it filters out
the highs (the treble). A highpass lets the highs (the treble)
pass through and cuts down the low (bass) frequencies.

Back to the matter at hand. We're going to use the same en-

velope on our filters that we used last time to mangle pitch in
UP+DOWN.

Select program UP+DOWN and press Pitch Mod. Now turn
MODAMT down to +00 so that Envelope 1 is no longer
affecting the pitch — if too much is going on at once it may be
hard to hear what effect our envelope will be having on the
filters.

It’s copyin’ time. Press the Env 1 button (to establish the
proper copying context), the Copy button, and the soft button
underneath, MAKE COPY. We’ve just made a copy of our
up-and-down Envelope 1 (why do gruntwork twice when you
don’t have t0?). Now let’s put it somewhere. Press the Env 2
button, Copy again and the button under RECALL. Press the
middle top soft button so that the 2 in RECALL FROM COPY
OF ENVELOPE 2 is underlined. Press the down arrow button
once so that we’re now recalling from a copy of Envelope 1;
press YES, After COPY COMPLETED is displayed, press the
Env 2 button and check out the Levels and Times. Look
Familiar? Great.

Press the Filters button. If you properly programmed RAW
WAVES (the basis for UP+DOWN) way back in the first in-
stallment of this series (Issue #94 — ah, the good old daze),
what you’ll see here is that the first available filter, Filterl, is
set up as a lowpass filter, LO-PASS/2. If you press the Filter
button again, you’ll see that Filter 2 is set as a highpass
(HI-PASS/2). Press the button again to get back to Filter 1 —
that’s where we’ll start.

You’ll note that in the top of the display it sez CUTOFF=127.
The cutoff determines the point in the frequency spectrum
where the filtering will begin. In the case of a lowpass filter
like we have here, that means the point below which sound
will be allowed to pass through to your earbones. Since 127 is
the highest value allowed, the filter is wide open, letting all the
frequencies of the sound wave pass through (by the way, the
value range of 000 to 127 corresponds to MIDI values rather
than Hertz, as frequencies are commonly described). If, for ex-
ample, we were to set the cutoff to 64 (half of 127), all the fre-
quencies above that point — the upper, treble, half of the
frequencies contained in the sound wave — would be filtered
out. Let’s do that: Press the top middle soft button and change
CUTOFF to 64. Play a note on the keyboard — see how much
of the treble frequency range we’ve blocked from passing, and
how dull it’s gotten? What we’re about to do is apply our ol’
envelope shape to this cutoff setting we’ve just adjusted.
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In the envelope we created last time, remember, the INITIAL
setting was 00, so that when we played a key on the keyboard,
no change to the manual setting was initially effected by the
envelope. Over a duration corresponding to a time value of 70
(six and a half seconds, according to pg. 8-32 in the Musi-
cian's Manual), the envelope shape traveled to a level of 50,
then back down to 00, then back up to 50, and then halfway
back down, to 25, where it remained until we let go of the key
or sustain pedal, after which it dropped back to 00. Well, last
time the manual setting was the pitch we played on the key-
board; for this demonstration it’ll be that cutoff setting of 64
we just dialed in. Therefore, the same up and down motion we
applied to the pitch in UP+DOWN will be applied to the cutoff
setting, as if we were moving the cutoff value up and back a
few times with the data slider.

Press the lower right soft button and set ENV2 to +99. Now
we’re all set. No, wait! One last little touch: To make our last
drop down to the manual setting a little easier to hear, press
the Env 3 button twice and set RELEASE to 90 so that the
volume of any notes you play will trail away a tad more slow-
ly. Now save this as a new program called DULL+BRIGHT.

So what’s gonna happen here? When we first play a note on
the keyboard, the cutoff setting will remain at its manual level
of 64 (due to our INITIAL level of 00), allowing only the
lower half of the frequency range to be heard. After six and a
half seconds the envelope will have pushed the cutoff value
upward by a value of 50 (our PEAK level), letting more and
more of the treble frequencies through, until, six and a half
seconds later, the cutoff will sink back to its manual level of
64 in response to our BREAK 1 setting of 00. BREAK 2 will
cause things to brighten up again until our SUSTAIN level of
25 takes hold and drops the cutoff (and the treble) halfway
back down to 64 again. There it will remain, neither fish nor
fowl, until we let go of the key or the pedal and the cutoff
drops back down to its dull old manual setting.

Play middle C on the keyboard and hold it down until it goes
from dull to bright to dull to bright to demi-dull — then let go.
Comprende? Feel free to play with different Level and Time
values as you did with UP+DOWN.

Now let’s use this same envelope on a highpass filter. First
press the Filter button so you’re on the Filter 1 page. Return
the CUTOFF setting to 127 and ENV 2 to +00 so that we’ll be
able to hear what we’re about to do with minimal obfuscation.
If you play a key, you’ll hear that all the freqs are once more
being allowed through, and your sound is once again statically
(since it’s not being shaped by an envelope anymore) bright.

Press Filter again to get us to the Filter 2 page. In our handy-
dandy all-purpose envelope the top Level is 50 (instead of the
maximum 99), so we’re going to start this demo off with a lit-
tle of the bottom already filtered out to make your listening
experience more dramatic. Set the CUTOFF value to 30. Since
this is set up as a highpass filter, where only the frequencies
above the cutoff setting will be allowed to pass through, you




can see that we’re already filtering out the bass freqs below
30. Now set ENV 2 on this page to +99. Save this, too, as a
program — call this one FAT+THIN — and stop. Can you
predict what you’ll hear when you play and hold down a note
on the keyboard?

Just like before, the envelope will be pushing the cutoff value
up and down, but since this is a highpass filter, the effect will
be different. Since the only freqs allowed to pass through are
above the cutoff, the higher it’s set, the more of the bottom of
the sound is not allowed to pass, and the thinner the sound
gets. Our envelope will start off allowing everything above 30
(our manual setting) to pass through. As it ups and downs, so
will the cutoff setting, chopping off more or less of the bottom
frequencies of the sound. Try it. Can you recognize our en-
velope’s shape as being the same here as it was with the low-
pass filter, and with last installment’s pitch?

You might want to go back to the Filter 1 page and set the
cutoff again to 64 and ENV 2 to +99. As you might imagine,
now when you hold a key down, the sound gets simultaneously
thinner and brighter as the envelope values increase, and duller
and fatter when they go back down. Interesting, huh?

Envelopes and Volume

First of all, in the VFX and SD synths, there are primarily
three variables that determine how loud a sound wave will be,
starting with the VOL setting you’ll find by pressing the Out-
put button. Think of the VOL setting as your basic volume
control. By pressing Output two more times you can access the
PRE-GAIN setting. This is only for special circumstances, and
is usually set to OFF (by switching it to ON, you can boost a
wave’s amplitude by an additional 12 db should the need arise
— use sparingly).

The third factor is Envelope 3. As the shaper of wave volume,
it’s required to perform some unusual tasks, like making sure
that every note eventually falls back to silence. Therefore, it
operates slightly differently than other envelopes — it’s sub-
tractive. Huh? What I mean is that an envelope Level setting
of +99 will not raise the manual VOL setting. Rather, 99 will
give you exactly the volume VOL calls for, and any lower
values will reduce the volume below that. Follow? We’ll have
to change our methodology here a tad to demonstrate this.

Go back to our original program, RAW WAVES. Just to keep
life simple, let's make a new envelope shape that goes down
and up instead of up and down. Press the Env 3 button. Since,
as I just said, 99 will cause the wave to play at the volume
we’ve programmed on the Output page, let’s set the INITIAL
Level to 99 so that when we press down the key on the key-
board we’ll be able to get our bearings before things start to
move. Now set PEAK to 50, (to push the manual volume set-
ting halfway down to silence), BREAK 1 to 99 (back up),
BREAK 2 to 50 (down again) and SUSTAIN to 75 (halfway
back up). With Envelope 3, after you let go of the key or the
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pedal, the envelope Level doesn’t drop back to the manual set-
ting (which, when ya think about it, would actually be upward
to 99) — it drops down to 00, silence, a much more sensible
direction to fall in since even the best notes have to end some-
time. Now set all the envelope Times to 70 as before. Since
Envelope 3 is automatically assigned to volume, we’re done.
Save this program as LOUD+SOFT.

Before you play middle C on the keyboard, press Env 3 once
s0 you can watch your Level settings and try to picture what’s
going to happen to your volume next as you listen. Engage.

As ever, experiment with different Level and Time settings.

Envelopes and Stereo Panning

For the last of this month’s demonstrations, get some head-
phones. Now select our program UP+DOWN, press Pitch Mod
and set MODAMT to +00 to switch our pitch envelope off.

You may have noticed earlier in this article when I hedged a
bit by saying that ENV 1 and 2 are “generally” used for pitch
and filtering. That’s because they can be used for other things
as well. Here’s an example. And we won’t have to copy the
envelope this time.

Press the Output button twice. The bottom of the screen is
where you determine the placement of a sound wave in the
stereo field. In this case, our manual setting is the PAN value
on the lower left part of the screen. It’s set to 50, which is the
center stereo position. Press the lower middle soft button and
scroll downward to set MODSRC to ENV 1. Then set MOD-
AMT to +99. This way, we can use our envelope to push the
manual setting up (which will move the sound to the right) and
back (the stereo center) in that by-now-familiar up/down/
up/down halfway way that we have. Except, of course, things
are moving sideways now.

Save this program as GORIGHTWARD, Put on your head-
phones and try it. The motion of the sound in the stereo field
should be sounding like an old friend by now.

By the way, if you’d like to make the sound move to the left,
set the Output page 2 MOD-
AMT to -99. -99? Ah now, this
opens a whole new can o’
worms — which we’ll get to
next time. 'Til then... mm

Bio: Robby Berman is a musi-
cian living in the mid-Hudson
River Valley in New York, home
of the mighty Junebug. Home of
the gooey Junebug. Home of the
mighty gooey Junebug. His
latest album is “Rings and
Rings.”
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Home Alone with the Chromelodeon
A Review of Nightwind’s Harry Partch Samples

Product: “Partch Timbres” sample set.

For: EPSs, ASR-10s, TS-10s.

Price: $85 for 8-disk set.

From: Nightwind Sound, 170 Mar Monte Ave., La Selva, CA 95076.

[Ed. — While it’s certainly a little strange to be having a
vendor of sounds (Sam) review another vendor’s sounds, we
couldn’t find anyone else in our bevy of writers who really
felt they knew enough about Partch. So here it is. We figured
as long as everyone was aware of the situation, they could
“read it with their eyes open.” Besides, we trust Sam.]

The late Harry Partch was, by most music listeners’ stan-
dards, a rather eccentric guy. He didn’t particularly care for
traditional Western tunings, so he made up his own. And
since there were no instruments to play in these tunings, he
once again made up his own, usually out of odds and ends.
His compositions are certainly a part of music history — but
don’t expect to hear them at the disco. To most listeners’
ears, they are bizarre, to say the least.

The concept of sampling Partch’s instruments, most of which
are in residence in a San Diego museum, is an excellent idea.
Samplers can serve an excellent purpose in archiving such
unique and historic sounds and in making them available to
the masses. Give the listeners some new and unique sounds!
We don’t have to have that M1 pan flute in every tune, do
we?

With that in mind, I was excited to get my hands on Night-
wind’s “Partch Timbres” set (I was sent four of the eight
disks to review). I was disappointed to find out, though, that
these are not, in fact, samples of the instruments themselves.
They are instead snippets taken from the recording “The
Music of Harry Partch” (which is indeed why the set was
named “Partch Timbres™).

I don’t mean to be a prude, but I don’t think that this is strict-
ly legal. Nightwind's view is that they sampled the sound of
the instruments, and not performances, so all is well. I dis-
agree; many of the samples are many notes in length, which I
would certainly call part of a performance. Even so, I think a
recent court decision found it illegal to sample anything from
a copyrighted recording. I'm not the sample police, but I feel
obligated as a reviewer to mention that the use of these
sounds might constitute an infringement of copyright.

Well, enough of that. Let’s dig in, shall we?.
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Sam S. Mims

Disk HP3

Surrogate Kithara (696 blocks) — This stringed instrument
sounds somewhat like a koto, and we’re given what sounds
like a looped measure of four beats. The tuning is definite-
ly...interesting. The sample only plays on the lower half of
the keyboard — the top half is silent — and the mod wheel
adjusts the point in the loop where the sample begins. The
CV pedal adds a key-up hit that, curiously, does play over the
entire keyboard. The patch selects do right, left, and stereo
versions of a short enveloped sound, normally playing just
the first string pluck. What is downright clever is this: The
mod wheel, controlling the sample start point, essentially
chooses which note (or bizarre chord) in the loop gets played.
So the ability to play the sample as an instrument, rather than
as a song snippet, is somewhat possible.

Spoils of War (677 blocks) — This unique creation
resembles a percussionist’s stand filled with toys, but where
the cowbells, agogos, triangles, and bongos should be, we en-
counter instead an odd assortment of large shell casings, glass
bowls, and other items ready for striking, Nightwind has done
four Spoils samples across the keyboard. The lower two oc-
taves give a mallet-struck metallic sound with lots of inhar-
monic overtones, If I were scoring the “Cantina” scene in
Star Wars, 1 would have used this sound. Next up is a cym-
bal/percussion snippet that fades out after 8 notes or so, fol-
lowed by a wooden-sounding hit in the next key range. If this
hit were isolated, it could be quite useful; as it is, subsequent
notes are heard during the envelope’s fade-out. On the
top-most key range is another metallic sound similar to that
on the bottom range. The patch selects call up some metallic
layered hits that sound almost like a splash cymbal; each of
these covers the entire keyboard.

Chromelodeon II (163 blocks) — This is a reed organ that
Partch modified for his tunings. The sample is a two-note
chord (a minor tenth), so its usefulness is limited. The patch
selects are variations on the same sample (octaves and such).

Disk HP5

Castor & Pollux (1498 blocks) — This one, also called the
Harmonic Canon II, looks like a cross between an autoharp
and an Aztec weaving machine. The five samples are mostly
single-note rhythmic strums, and I found these quite fun to
use as a bed while I played soundtrack-type stuff over them.
The patch selects combine the different samples in some
quite interesting ways. I had fun with this one.



Mazda Marimba (80 blocks) — This is not made out of old
RX-7s and Miatas; Mazda is a manufacturer of light bulbs,
and the glass globes make a great sound when struck with a
soft mallet. The sample is, fortunately, just a single hit, and
it’s very playable — a marimba sound crossbred with the
plunk of a water drop. At the very low end of the key range,
you can hear that the sample is not quite trimmed up enough;
it starts just a hair after the note is struck. The patch selects
and CV pedal add some nice variations. This is a very unique,
very usable, and very cheap (block-wise) sample.

Disk HP6

DDGGC+P (710 blocks) — For those who overlook the ob-
vious, I'll go ahead and point out that DDGGC+P stands for
Drone Devils, Gubagubi, and Castor & Pollux. This one is a
song snippet, a looped segment of a performance, and boy is
it weird! It sounds like the Jew’s harp player from a Dukes of
Hazard session met up with a zither orchestra conducted by
John Cage, and they decided to jam. I tried to dance to it, but
I kept falling over trying to find the downbeat. It only plays
on the top octave-and-a-half; I dunno why. The patch selects
save us once again with the clever short-envelope/mod wheel
trick; you can “dial in” and play single notes of the loop, over
the entire key range.

Castor & Pollux (417 blocks) — Same instrument as on
HPS5, different sample. But the same file name, and that could
cause trouble. Instead of strumming as before, this sample is
a rthythmic loop with percussion, which limits its usefulness.
And again, we only get the top octave-and-a-half, until the
patch selects come to the rescue with single-note isolations
over the whole keyboard range.

Blow-Boy (393 blocks) — Here’s a great opportunity to
make some crude joke about the name, but I'll spare you.
This instrument is some type of bellows hooked up to a few
whistles tuned very strangely. It sounds like a calliope that is
running out of steam. There’s a lot of blowing noise, and
coupled with the strange tuning, it seems almost unpitched.
This sample is an ideal candidate for looping, but this wasn’t
done. The patch selects turn this into a tuned percussion
sound that is pretty interesting.

Disk HP7

Crychord (1296 blocks) — This one is some type of stringed
instrument with adjustable tension, giving a rather boingy
rubber-band type of sound. There are three samples spread
across the keyboard; the top sample plays a partial run down
the scale, the other two strum essentially on a single note.
The patch selects add some variations, such as a note sliding
upward. There are no looped strums like the first Castor &
Pollux samples, and coupled with the boinginess of the sound
— the notes typically stretch way sharp when first plucked —
these samples are not nearly as usable.
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Cloud-Chamber Bowls (267 blocks) — This is a collection
of large pyrex jars that are struck with mallets or rubbed for a
more sustained tone. They are surprisingly inharmonic — I
expected more of a crystal bell tone. Once again, I'm curious
as to why part of the keyboard range (the lower 1-1/2 octaves
in this case) was left silent. The 00 patch select is mallet-
struck with lots of slapback echo (the mod wheel removes the
echo effect), the 0* patch is a rubbed and looped version, *0
is a shorter mallet-struck patch (and the most useful), and **
is the “struck, rubbed, slapped, and looped version” — kind
of like the Scattered, Smothered, Covered, Chunked and
Diced hash browns at Waffle House.

Nightwind’s “Partch Timbres” set is a mixed bag of strange,
oddly-tuned samples, some really clever programming, lots
of silent keys, some wonderfully unique sounds, and some
samples that I can’t imagine ever using. There is not a single
instrument here that is sampled in the normal fashion; in-
stead, this is a “smash and grab” collection taken from per-
formances, somewhat like trying to do violin samples from a
Tschaikovsky recording. On the other hand, do you know any
other place to get a Mazda Marimba sample?

Jim Newton, the programmer, has some good tricks up his
sleeve, and despite the sampling method, there are some very
usable sounds here, and always an enormous range of varia-
tions on each sample. But I was frustrated by the fact that the
majority of the keys didn’t play anything on some instru-
ments, and that the really usable variation of a patch might be
the *0 patch select with the mod wheel rolled slightly for-
ward.

If you could get individual disks, HP5 would be a definite
winner with the Mazda Marimba. As a set, you'll get some
usable sounds and some that you don’t quite know what to do
with, unless you're doing the score for Eraserhead II. But
you can rest assured that all of the sounds will be unique. ==

Bio: Sam Mims is a professional keyboardist and program-
mer, and the owner of Syntaur Productions in Houston. He
currently works with Malaysian pop star Zainal Abidin, and
tours throughout the world.
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Suggestions, Hints and Tricks on
Using the DP/4 raitwo

Last issue I requested of Ensoniq that they create some way to
switch between a “regular” preset and a “configuration”
presel without having to touch the front panel. Well, there al-
ways was a way via MIDI. All you have o do is send program
change information on the MIDI channel that is assigned to
control the type of preset you want to recall. For instance,
suppose you have the Configuration presets set to respond to
MIDI channel 5 and the One Source config presets set to
respond to MIDI channel 1. If you are currently on One
Source preset #33 and want to get to Config preset #21, simp-
ly send program change #21 on MIDI channel 5. When you
want to change back, send #33 on channel 1. Easy as that. Be
sure to avoid the mistake I made and check to see that you are
sending on the right MIDI channel. Also see section 6-3 and
06-4 of the manual for some more information on how the DP/4
uses MIDI channels.

Last time I talked some about general ways in which to get
more out of the DP/4. This time I"m gonna explain a couple of
tricks I’ve figured out to help me with realtime control of
DP/4 algorithm parameters.

You probably know that you can assign two of many MIDI or
analog controllers to alter (or modulate, as Ensoniq puts it)
any algorithm parameters. (If you are not familiar with this,
see Part One of this article and Section 4-4 of the manual.)
Sometimes, however, you might run into limitations with the
DP/4’s parameter Modulation scheme. What if you need to
control more than two parameters per unit? Or what if you
only have one source for continuous controller information
(like the DP/4’s Analog CV pedal, or a synth’s mod wheel)
but want to send different information at different times to
two, three or four (or more) parameters. What if you want the
same continuous controller source (again, like the DP/4’s
Analog CV pedal, or a synth’s mod wheel) to have different
minimum and maximum values at different points in a song?

In these cases you can assign one Modulation Source to alter
which parameter the other Modulation Source controls. This
means that you can assign, for example, your footswitch to
control which parameter your footpedal is assigned to. Since
this is not covered anywhere else that I've seen, I'll give an
example.

What you will be doing is assigning the Mod 1 Destination
(found on the EDIT page) to the parameter number that cor-
responds to Mod 2 Destination. (In this example I am assum-
ing that you are using both the DP/4’s Footswitch 1 and its
Analog CV In as controllers. If not, either do so by following
the directions in Section 6-8 of the manual or use ANY con-

15

Vance Galloway

troller that works with your setup to achieve the same goal I
am about to describe. No matter which controller you choose,
the concept remains the same.)

Choose the Large Plate algorithm to be in Unit D by pressing
EDIT then pressing the Unit D Unit Button. Then turn the
Data Entry Knob until Large Plate appears. Next press the
Left or Right arrow buttons until Mod1 Src appears (para-
meter 15). Using the Data Entry Knob choose Mod1 Src to
equal Ftswl toggle. Right arrow scroll over to parameter 16
(Mod1 Destination) and set it to equal parameter 20 (Mod 2
Destination). You have just set Mod 1 to control the destina-
tion of Mod 2. Now set parameters 17 and 18 (Mod 1 Range
Min and Max) to 3% and 9% respectively. Set parameter 19
(Mod 2 Src) to DP/4 Analog CV In. Don’t worry about
parameter 20 (Mod 2 Destination) since Mod 1 is controlling
it. Set parameters 21 and 22 (Mod 2 Range) to 0% and 99%.
Now scroll back to parameter 20 and press the DP/4’s Foot-
switch 1. You will see that the Mod 2 Destination changes
from parameter 1 (which is Mix) to parameter 3 (which is
Decay Time). Now whenever you move the Analog CV In
pedal you will be altering the mix or the decay time, depend-
ing on the status of the DP/4 Footswitch 1.

Also note that this same concept can be applied to multiple
Units at the same time. So, in one part of a song, the Analog
CV pedal could control distortion level and reverb balance
and then, once you press the DP/4 footswitch 1, the same
Analog CV pedal could be controlling distortion tone and
reverb time.

You could also set up a footswitch to control the Range of the
Analog CV pedal by assigning the footswitch to the parameter
which controls the Analog CV pedal’s Range. (In our example
you would be assigning Mod 1 Destination to equal parameter
21 or 22 which are Mod 2’s Min and Max respectively.)

Unfortunately, there does not seem to be a way to assign Mod
1 to control Mod 2’s Source. This would be nice because then
you could have, for example, reverb time controlled by
Analog CV in during the verse of a song, then once you press
a Footswitch 1 reverb time could be controlled by MIDI note
number. If this is attempted the DP/4 simply ignores it.

The limitation of using a footswitch is that it can send only
two values (on and off or Min and Max). Therefore (in our ex-
ample) we are stuck with switching between only two para-
meters that will be controllable by the analog CV pedal. We
could, however, assign Mod 1 Src to equal a MIDI continuous
controller number. Each time we alter the value of that con-



troller, the destination of MOD 2 (which, as you remember, is
being controlled by MOD 1) would change. This would have
the effect of making Mod 2 control any parameter we want,
but only one at a time. But remember that “one at a time” on
the DP/4 really means “one at a time per unit.” During the
verse MOD 2 could be controlling one particular parameter
per unit. During the chorus you could send a new MIDI con-
tinuous controller value from your sequencer (or whatever
MIDI device you are using) to Mod 1. By doing this you will
have changed the parameters MOD 2 is controlling. During
the second verse you could send yet a third continuous con-
troller value, thereby switching the destination of MOD 2 to a
third set of parameters. This can be very tricky to set up
however. Since each algorithm has a different number of
parameters, it is difficult (and in fact sometimes impossible)
to assign one single controller value to select the exact
parameters you want to modulate on all four units simul-
taneously. I have found that this particular trick is best suited
for selecting many different parameters of one or maybe two
algorithms at a time. It all depends on your particular applica-
tion and which algorithms you are attempting to use.

Note too that this trick could also be used to select between
various MOD MIN or MAX values instead of selecting MOD
destinations. To do this simply assign MOD 1 destination to
equal MOD 2’s MIN or MAX parameter. In the example
above, this would mean assigning MOD 1 destination to para-
meter 21 or 22,

I hope that these little tricks and bits of advice on how to get
more out of your DP/4 will be useful to you. They are really
meant to serve as jumping-off points for your own experi-
ments. Your own needs and applications are likely to be quite
different from mine. Nonetheless the inner workings of the
DP/4 remain the same no matter who uses it or what setup it is
being used in. With a tool like the DP/4 it is particularly im-
portant to really understand how the device is set up. By doing
so you are much more likely to get it to do exactly what you
want it to do. Then again, the DP/4 is such a flexible device
that there are probably things it can do that you (and I) have
yet to realize. Therefore I also suggest that you experiment
freely with it: Change effect routings, alter mix levels, change
every single value of every parameter in your favorite preset,
use a variety of input sources, set parameters to random
values, substitute one algorithm for another... Play, have fun,
and remember to remember exactly what you did to create that
new effect that you like. wm

Bio: Vance Galloway is a Composer/Musician and Sound En-
gineer who does Mac based digital editing during the day. At
night he collaborates with other musicians as well as with
choreographers and multimedia artists. His own music, it has
been said, has “little or no current commercial potential
within the Music Industry as it now exists” which is just fine
by him.

Q UP NOW?

Producers, Film Composers, Sound Editors:

USE THESE HEAVY HITTERS ON YOUR NEXT PROJECT:
Alan Whie (Yes, John Lennon |, Jim Keltmer (Eric Clapton, Bob
Dylan, Ry Cooder), Tommy Lee (Motley Crie)

Heawvy Hitters Greatest Hits
Drum Lﬂllﬂl‘y'intludes over 30 minutes of drum hits
from these artists and their own drum kits. CD-Audio: $129.
CD-ROMSs in SampleCell/Il, EIll/X, Akai S1000, Roland 5-770: $399
Contains Samples of Cymbals from the Sabian Library and Reverb
Trails from Trails and Reflections?

“...What's on this disc is first rate..." —Grec Ruik Kevsoann Mag
“This is the most happening, usable drum library. They're the best.”
—Davio Bevan Bon Jovi

-.OR Q UP WITH THESE HEAVY HITTERS:
Chester Thompson (Cenesis), Richie Hayward (Little Feat),
Mitchell Peters (LA Philharmonic), Carmine Appice

(all time rock great), Mike Balrd (LA Studios, Journey) and

Innovative programmer Reek Havok
The Sabian Cymbal
Sample Library the best cymbals in the

% world now on 2 CD-Audio discs. Gongs, Rides, Chi-
nese, Orchestral-Symphonic, Splash & Crash! The first
comprehensive library of cymbal sounds for professional
performance and recording applications-directly from Sabian. Both
CD-Audio discs: $99.

or Heavy Hitters Audio and Sabian Library: $199.

AND THERE'S MORE...

Charlie Master Drums
Dry and ambient Loops, Fills, Grooves and Samples of soul, rock,

blues and ethnic, Actual drum patterns from albums by Elton John,
Kate Bush, Tina Turner and more. CD Audio: $99.

All Drurms 170 minutes of DDD acoustic and electronic drum
tracks w/brushes, comedy fills, loops & grooves CD-Audio: $79.
All Orums 2 Dance, Techno Pop loops & grooves $59, or both
All Drums | & 2 for $99

“The electronic loops are strong...this CD is cozing with great beats
and fills.” —Marx Crey, Kevsoaro

Trails & Reflections from
Loops/FX/Stingers/Reverbs! Do it like the pros do! Why tie up your
DSP's when you can have over 500 Reverbs on this truly unique
Percussion/FX CO? 250 Mb of Rap, Rock, Ethnic and Orch. Reverb
only samples taken DDD from the exicon 300, world's cleanest
reverb, Mix with your own percussion library or use as s 1o create
breathtaking new sounds $99.

Master Studio Collection

“The Master Studio Collection contains thousands well recorded
useful sound effects & musical instruments that provide a wonderfu!
wvaried resource for the sound editor/designer”

—BiL Koernick EMMy AWARD WINNING 3OUND (DITOR

Denny Jaeger Master Violin Library

“We've never heard anything like the Jaeger Uibrary. Sampled
Strings just aren't going to get any better than this."

—KEvnoARn Macazing

Sonic

300 Mb each of synthesized archestral sounds, musical effects and
musical instruments created by Film Composer Christopher Franke
{ex Tangerine Dreami,

Call Q Up Arts today!
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PH: 408.688.9524
FAX: 408.662.8172

Q Ur ArTs: PO Box 1078 ArTOS,
CA 95001-1078




opti-case

Keyboards:

Mention the (TH) code number 839 when inquiring to
receive our special factory direct pricing.

CALL US AT 1-800-637-6635

8:00 am to 4:30 pm CT, Mon. — Fri.
We accept: COD, Visa, Mastercard, American Express.

Cases for
Ensoniq Equipmenf

Now available direct from factory (except in current dealer
areas) our full line of ATA cases Category I and II

EPS, EPS-16 PLUS, VEX, VFX-sd,
5Q-80, SQ-1, SQ-1+, SQ-2

Module rack cases: 3-space, 4-space, 5-space, 6-space.
(2-space racks available with surface
mount hardware only.)

Dealer Inquiries Welcome!

OPTI-CASE - RT. 6, BOX 235 - HENDERSON, TX 75652 « FAX: 903-657-6030

Shown: 4-space rack with EPS-16 PLUS module,
2-space rack, Eagle-I VFX-sd case

ml.dj

VKX
1CE° VYFXSD
[613’ stal ‘gp.,

Eye & | Productions is
closing out one of the most popular
sound libraries ever;

The Voice Crystal VFX Sound Library.

Now is your final chance to
own the library that VFX owners
worldwide have been raving about for
years, at it's lowest price ever!

VCI1VFX: Deep Blue
VC2VFX: Cherry Red
VC3VFX: Mellow Yellow

Each cartridge is $49*!
All 3 cartridges only $99.95*
Blank EEPROM Carts Available!

EYE & I PRODUCTIONS
930 Jungfrau Court
Milpitas, CA., 95035

Send S.A.S.E. for complete sound list.
*Add $5 S/H per order.$10 overseas.

- KS-32
{émcstal o
IfV Series
Eye & | Productions is

offering a plethora of sounds for your
Ensonig KS-32 or SQ-Series synth!

VC18Q1: 80 Voice/80 User-location
RAM Card with a general collection
of 80 acoustic and synth sounds.

VC2SQ1: 80 Voice/80 User-location
RAM Card with a collection of oddity
synth and new-age patches.

VC18Q2: 160 Voice RAM Card that
shows the versatility of your KS or
SQ synth. Heavy orch and analog!

VC1SQ2: 160 Voice RAM Card that
highlights the rich pads and filter
capabilities of your KS/SQ!

Voice Crystal KS/SQ 32k Sound RAMS
are only $99.95 Retaill

Call Eye & I Productions to find the
nearest Voice Crystal dealer today!

(408) 945-0139/Fax; (408) 945-5712

1ce™ ASR-10
TS-10
\Giystal 1510

Eye & | Productions has
made available what may be the
most comprehensive Ensoniq library
to datel. VCASR10 is a 25 disk
library that will add new life to your
ASR-10, TS-10, or EPS 16 Plus.
Experience 116 NEW synth and
acoustic  sounds PLUS 154
percussion instruments including a
General MIDI Drum set! All patches
contain fully activated patch selects,
thorough effects routing, and mod
wheel, pressure, and data-slider
controls!

‘ VCASRI10 is only $199.95! l

Ask for VCASR10 at your local
Voice Crystal/Ensoniq dealer!




Making BigBux Doing What You Do Best

Part 3 — Preparing Your Successful Demo

“The good composer is slowly discovered, the bad composer
is slowly found out.”
— Sir Ernest Newman (1868-1959), British musicologist.

Why You Need A Demo

Before you can start selling your music to clients, you must
show that you can do the job. And that means a demo tape.

Your demo showcase your originality and composition skills,
demonstrate your versatility at covering chosen styles, and do
all this in less than ten minutes. I have my personal preferen-
ces when it comes to music, but the purpose of your demo is
to show clients that you can compose the music they need.
Even if you don’t have exactly what they are looking for on
your tape, your skill must convince them that you can give
them what they want.

I've tried many approaches over the years. Here are three
methods that have worked for me:

» Five complete tracks
» Montage of several tracks
« Free sample tape

Demo Five — The demo with five complete cuts on one tape
seems to work well. I recommend you include a rocker, a
jazzy track, an orchestral piece (yes, synth orchestra is okay),
something unusual, and an ambient, new age piece. In other
words, the five most popular (and most requested) music
styles of the day.

Always lead with your best track and style! — The slow
track that takes two minutes to get to your ripping sax solo
has no place on your demo reel. While not every track needs
to be commercial, it helps if they have impact and make a
good, strong impression. If you specialize in one particular
style, you can limit your tape to just your specialty. But you
also limit your clients. Most are looking for versatility. Show
them you can cover a variety of popular styles and you’ll be
more successful.

Demo montage — One other method that works in certain
circumstances is a montage of short snippets from several
songs on one tape. For one of my demos I wove twelve songs
into an eight-minute montage. What was especially good
about this approach was that only the best parts of each track
were on the tape.

But there is a drawback. Many music buyers want to hear
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longer pieces to see how well you maintain interest with your
music. To accommodate this need, put a few longer pieces on
the other side of the tape for those who request it.

Sample Music Tape — The last kind of demo is not a demo
at all. One of my successful promotions offered a free cas-
sette with five music tracks that could be used by anyone who
requested the tape. In other words, I gave away a music
sample, just like the cookie store lets you taste their latest
choco-orgasmic delight. They hope (as I did) that you’ll
come back for more.

A demo just screams, “Here’s what I did.” (Who cares?)
while a sample says, “Here’s something for you to use to
make your work better. And if you want more of this, just
call.” (Thanks, just what I need!)

The demo gets listened to and then sits on the shelf. Your
sample gets used, stays on the prospect’s mind, and gets you
the scoring gigs.

People just aren’t interested in your music (gulp!). They’re
only interested in what your music can do for them — how
your music can make their project better. You must position
yourself to help them. Show how your music solves their
problems. This is how you get the work.

Get it? Sell the sizzle (better video, more effective message),
NOT the steak (music).

More Money Making Advice

Giving away samples is an ideal marketing strategy for any
business. For those of you who create and sell patches and/or
sequences, providing samples is the best way to increase your
business. You should send prospects some of your best work
along with your standard promotional literature.

If T were selling SD-1 patches, I’d send two banks (twelve
patches) to prospects; if I sold sequences, I'd send five of my
best songs in different styles. You're out the cost of the disk,
slightly higher postage, and mechanical rights (if you send
sequences), but the goodwill you build may be worth the
extra effort and cost. If your prospects like what you have to
offer, chances are they’ll want more. Of course, there will al-
ways be a few freebie seekers who will waste your time and
money, but the majority of those requesting your sample will
go on to buy your offering. Are you willing to risk missing
them?




To promote a patch/sequence business, you could take out
ads, use direct mail, send press releases, or write articles. Try
sharing your information through articles published in the
Hacker and elsewhere. What should you write about? Patch
designers could offer a sample patch (through Hacker-
Patches) or write a short article about how the patch was put
together. Several of the Hacker’s most prolific writers, for in-
stance, have contributed several such articles that I've always
found interesting.

Sequence sellers can do the same thing. Explain how you dis-
sect a popular song and turn it into an SD-1 sequence. Many
Hacker readers would love to know the creative process be-
hind creating quality sequences. Or you could write an article
about the business side of sequence selling — clearing rights,
packaging, promotion, etc. Write to the Hacker for writer’s
guidelines before embarking on your article.

Packaging Your Demo

Now that you have picked and recorded the right music, it's
time to duplicate and package your puppy.

Don’t spend too much money duplicating your tape. Put your
dollars into making it sound great! I do all my duplicating
in-house using two cassette decks. My demo was mixed to
DAT, so I just spend a full day making about 50 tapes. When
I run out, I duplicate more. This way your inventory doesn’t
get unmanageable. And you’re not out a lot of money up
front.

Once you get it on tape, package it nicely with printed labels,
J-card, and quality tape. If you go to a duplicator, they can
usually handle all this for you. I recommend using a local
duplicator so if you have any trouble, you can complain easi-
ly. You can find duplicators in the Yellow Pages under
Audio/Video Duplication.

If you have a computer, use it to print your labels and
J-cards. I buy blank labels, card stock, chrome tape, boxes,
and all my duplication supplies from POLYLINE. Ask for
their free catalog by calling them at 708-390-7744 in Chicago
or 818-969-8555 in Los Angeles.

My typical demo is a C-20 chrome tape with label and hinged
molded plastic box called a soap dish (I really hate breakable
norelco boxes). I pay about $0.50 for the tape and about $25
for 1200 blank labels. You can get offset sheets, laser com-
patible sheets, and fan fold labels. The soap dish case adds
about a penny to the cost. I throw my business card in with
the tape, so I don’t always use a J-card. Instead I include my
marketing kit with every tape I send. All the information
about the music is in the kit, not on the J-card. Here’s an ex-
ample of my J-card that I use with my sample music demo.

On your label make sure you print your name and telephone
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number and the appropriate copyright information. Make sure
you keep some blank labels around for special projects, too.
Something like this is fine:

JEFFREY P. FISHER MUSIC
SCORES — 708-971-1641
(c) Jeffrey P. Fisher, 199x

Use chrome tape and Dolby B noise reduction for your demo.
But tell your clients to play the tape back on “normal,” not
chrome. Print this on your label, too. By recording on chrome
and playing back on normal there is an increase in presence
to the cassette. People are accustomed to hearing CD quality
— you need to make your tape shine — so use this little trick.
And make sure you duplicate in real-time and not high speed
which sounds absolutely terrible.

Special Note

I use a boom box with auxiliary inputs so I can actually mix
to it using its speakers for reference. If you can get your
demo to sound great on a boom box, it’ll sound great any-
where, But always double-check any and everywhere you can
— in your car, on a Walkman, a home system, your boom
box, and your studio monitors, of course. Most clients will
listen to your music under less than ideal circumstances like
in their car or on a Walkman. Make a good mix that works on
a variety of systems and give that version to clients.

Get a good quality boom box to take to client meetings.
Don’t rely on their having a cassette deck or even a remotely
decent system. You want your music heard at its best, don’t
you? Take fresh batteries, too. It can be embarrassing search-
ing for an AC outlet.

I have a special “enhanced” demo mix that absolutely kicks
on my boom box. I use it for presentations only. Even if the
client has a decent system, I still insist on playing my boom
box version when I can. It makes a powerful impression and
showcases my music at its best.

Here's your
y Side A
sample music tape Music you can use
For the cou rtesy Of Channel News
o Jeffrey P. Fisher e ok
play this Music Upbeat 101
tape on E Hip ‘N Hop
with -
S e
offl have used
' Jaftrey P. Fisher Music Street Smarts Soundtrack
824 S, Lake CL., Suile 209 Cry Open
Westmont, IL 60559 Cry Aslesp
TOB-971-1841 Twin Jam One
Scary Gang

© 1993 Jefirey P. Fisher




However, I give a cassette with a good overall mix to clients
to keep and listen to again at their leisure. I keep my special
boom box version myself because it really only sounds good

on my particular system. You might want to try the same
strategy.

Don’t save money on your music. If you must cut corners, cut
out other things like fancy packaging, full-color J-cards, and
their like. Though packaging is important to sell music in
retail stores, it is less a factor in the commercial soundtrack
scoring world. Keep it simple, neat, and clean.

Always record your music in the best possible light, Always.
It’s your lifeblood. And you never get a second chance. So,
make sure your music knocks their socks off!

Bio: Jeffrey P. Fisher scores jingles and sound designs for
documentary, drama, and business TV. His latest work can be
heard on the PBS special Street Smarts: Straight Talk For
Kids, Teens, and Parents and on dozens of corporate, cable,
and commercial productions. He is also the author of the
book, How to Make Big Money Scoring Soundtracks — Your
Complete Guide to Writing and Selling Original Music.

Trilingual Sample and Hold

Just because your Ensoniq synthesizer doesn’t have anything
labeled “Sample afd Hold” doesn’t mean that you can’t get
those rhythmic random-sounding effects on it. This is just
another one of those many capabilities that is hidden some-
where in there — maybe somewhere you might not think to

look for it. So here are a couple of ideas I have found helpful
on simulating this effect.

Okay, this is my first attempt at a trilingual synthesizer ar-
ticle. I suppose that technically, we have here two languages,

Kirk Slinkard

one of which has two dialects. I like to think of the current
(beginning of 1993) Ensoniq synthesizers as coming in two
basic kinds of voice architectures, which I’ve divided into
three groups:

1. The ESQs and SQ-80
(3 oscillators per voice, 1 voice per patch)

2a. The VFXs and SDs
(1 oscillator per voice, up to 6 voices per patch)

ESQ-1/5Q-80 PROG: LF.O. By: Kirk Siinkard

SEMI FINE WAVE MOD#1 DEPTH MOD#2
0sSC1 ¢ 0 0 SQUARE LFO1 +63 LFO1
0osc2 |- - - - - - -
0sc3 |- = = = - - -

DEPTH
+63

OUTPUT MOD#1 DEPTH MOD#2 DEPTH
DCA1 63 ON WHEEL -63 OFF -

DCA2 | - OFF - - - A
DCA3 | - OFF - = -

FREQ Q KEYBD MOD#1

DEPTH MOD#2 DEPTH
FILTER [ 127 ()

OFF - OFF - = |

FINALVOL PAN PANMOD DEPTH

DCA4 | 63 8 OFF = |
FREQ RESET HUMAN WAV L1 DELAY L2 MOD

LFO1 (1 OFF OFF NO1 63 0 0 LFO2
LFO2 |o oN OFF SQR 63 0 0 OFF
LFO3 |- - = = =il = ==

L1 k2 1S LV WY I ™M T2 T8 TE TK
ENV1 | - - - - - - - - - -
ENV2 |- - - - z = e N e
SR s e = = - -~ W, SR T
ENV4 | +63 463 +63 0 0 0 0 0 0 0

SYNC AM MONO GLIDE VC ENV 0SC CYC

MODES| oFF OFF  OFF ] OFF OFF OFF OFF |

SPLIT/LAYER S/LPRG LAYER LPRG SPLIT SPRG SPLITKEY
[ orF - ON VELCTY OFF - - |

ESQ-1/SQ-80 PROG: VELCTY By: Kirk Slinkard
OCT SEMI FINE WAVE MOD#1 DEPTH MOD#2 DEPTH

0sC1 [-1 (] ] SAW OFF - OFF -

osc2 | - = = = = - - -

oscs |- - s = 5 - - -
LEVEL OUTPUT MOD# DEPTH MOD#2 DEPTH

DCA1 [ o oN WHEEL 163 OFF -

DCA2 | - OFF - = = -

DCA3 | - OFF. - - & =

FREQ Q@ KEYBD MOD#1 DEPTH MOD#2 DEPTH
FILTER [ 042 3T 0

VEL +24 OFF - J
FINALVOL PAN PANMOD DEPTH
DCA 4 [ 63 8 OFF At |
FREQ RESET HUMAN WAV L1 DELAY L2 MOD
LFO1 |- - - - - - R
LFO2 |- - - - - - =1 T
LFO3 |- = - - = 5= - -
U 2 13 IV MY T T2 T3 T4 TK
ENV1 [ - - - - - - - - - -
ENV2 | - - - = = = =. = 2
ENV3 | - - - s - c - - - =
ENV4 | +63 463 +63 0 0 0 0 0 0 0
SYNC AM MONO GUDE VC ENV 0SC CYC
MODES| orFF OFF OFF 0 OFF OFF OFF CFF |
SPUT/LAYER S/LPRG LAYER LPRG SPUT SPRG SPUTKEY

[ orr = oN L.F.0. OFF - - |
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2b. The newer SQs (not the SQ-80) and KS
(1 oscillator per voice, up to 3 voices per patch)

I have included work patches here in three different formats
which (I hope) will be usable on all Ensoniq synthesizers. I
made up these patches simultaneously on my SQ-80 and
VFX-sd, so that I was able to make sure that they have the
same sound, modulation ranges, etc. I've included a separate
patch for the 2b group because, even though it has the same

basic voice architecture as the 2a group, there are enough dif-
ferences to make patch translating from one to the other dif-
ficult for a lot of us. I've been loading 2b group Hackerpatch
patches into my VFX-sd for a while, so I thought that I would
try the reverse process here.

So much for the trilingual part. Now if you are familiar with
the sample and hold effect, you might as well go on to the
next paragraph. If you are not, it is a synthesizer device (elec-
tronic circuit or software subprogram) that is typical-

ly used to derive a control voltage from an audio

SD & VFX Prog: LFO/VELCTY D s signal or to modify a control signal. It has a signal
e input, a trigger input and a modified signal output.
WAVES 1 2 LFO 1 2 Whenever the S&H unit would receive a trigger, it
Wave Square  Resonant3 Rate = - would take a sample of its input signal at that instant
Wave Class Waveform Transwave MODSRC oy i
Delay o 0 MODAMT in time, and hold its output level at whatever voltage
Start = 0 Level the input signal was, and the output would (ideally)
MODSCR = Veloc MODSRC ; : : ;
MODAMT . +99 Delay remain at that level until a new trigger signal was
_!:3503“559 ______ i | received. Some units had more refinements and en-
MOD MIXER 1 2 Nof;:’;m AT 84 = hancements, but this is how a typical basic S&H
SRC-1 - - would work. Perhaps the most popular application is
o e . SFI;GT VOICE — to put a random noise signal at the S&H signal input
SRC-2 Shape 0 i s and a LFO to the trigger input. This would produce
o 1 2 an output that changes to different random levels at
PITCH 1 2 i 2 the LFO rate. Then the output would be typically be
Cxtava 2 2 d to control eithe dio oscillator’s pitch or a
Samitohe 0 o ENV3 1 2 use control €1 I an audr 1llator s p:
Fine 0 0 Initial 99 g9 resonant filter’s cutoff frequency.
Pitch Table System  System Peak g9 99
Break 1 89 99 T 3
PITCHMODS 4 g Broak 2 o9 89 This is the sound effect that ushered in the computer
MODSRG Noiss ——Off hi,'&l_:lclif_:rl ________ g_ 9_-_2_9__ age. Keep in mind that these patches are not finished
g"%DﬁMT ;63 e Decay 1 o o sounds, but only work patches that demonstrate the
v i 5 Packy A o0 basic techniques (that’s why no effects are listed on
LFO1 0 0 e S the 2a or 2b patches).
[KBD Track 0 "0 |
FILTER 1 1 2 Vel Curve 3 =
Mode LoPass/2 LoPass/2 Mode Norm Norm Pltch Modulaﬂon
Cutoff 127 127 \‘;91"';:";‘:!“ g g
:\(n%%snc Ooﬂ 00" ok For the two ESQ/SQ-80 patches, they are both
MODAMT z e PGM CONTROL layered to each other, so you can pick either one to
ENV2 0 0 Pitch Table  Off play — it doesn’t matter which. All three patch types
Bond Hange are set up with an LFO modulating the pitch of an
FILTER 2 1 2 Delay X1 di il : th d h
v P Restrike 0 audio oscillator in a manner that sounds somewhat
Cutoff 127 127 LGiide Time 0 like it is being modulated by a sample and hold unit
S SHe 5 o with a random input and a steady LFO triggering it,
MODAMT i = except that in our case, the noise waveform eventual-
ENV2 0 0 ly repeats. Due to digital resolution limitations on all
types of current Ensoniq synths, these low-frequency
QUTPUT 1 2 noi iceabl ized when the audi
VOL 99 99 1S€s are noticea Y quantlze when the audio o0s-
MODSRC ~ Wheel  Wheel cillator is set for high amounts of modulation, thus
KB’%OQD;:‘;" :’9 ;99 making them perfect for this type of effect.
LO/MI Koy ____ e Do
I:PD::t Bus ?c? ?;v An interesting thing here is that the low-frequency
MODSRC  Off off noise on the 2a and 2b types is set near the high limit
'ﬁgggﬂw""éﬁ"""&f ______ of its frequency range, and the ESQ/SQ-80 LFO is
Voice Prior Med Meod set near its low limit. Apparently each synth type is
Vel Thresh o ° optimized for a different use. Another difference is

the basic shape of the noise waveform. The one in
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SQs/KS-32 Prog: LFO/VELCTY

By: Kirk Slinkard

WAVE 1 2 3 LFO 1 2 3 AMP 1 2 3
Select Voice On On Off [LFO Speed - [Tnitial 99 L]
‘Wave Class Waveform Transwave Noise Rate 94 Peak a9 99
Wavae Square  Resonant3 Level - Break 99 99
Delay Time (4] 0 Delay - Sustain 29 99
Wave Direction - F MODSAC : Attack 0 0
Start Index = 0 Wave - Decay 1 0 0
MODSCR - Velocity Restart - Decay 2 0 0
MODAMT : +99 Release 0 0
Restrk Decay 0 0 FILTER 1 2 3 Vel-Level 0 0

Fiiter 1 2LP 2LP Vel-Attack 0 0

PITCH 1 2 3 Filter 2 2Lp 2LP Vel Curve 3 3
Octave 0 0 FC1 Cutoff 127 127 Mode Normal ~ Normal
Semitone 0 0 ENV 2 0 0 KBD Track 0 0
Fine o 0 FC1 KBD 0 0
ENV1 0 0 MODSCR oft oft
LFO 0 0 MODAMT E - OUTPUT 1 2 3
MODSCR Nolsa  Off FC2 Cutoff 127 127 VoL 99 99
MODAMT +66 ) ENV2 ) 0 Boost oft ot
KBD Ptch Track On on FC2 KBD 0 0 MODSRC Whesl  Wheel
Glide oft off FCIMOD-FC2  Off off MODAMY =99 489
Glide Time 0 0 KBD Scale 0 0

Key Range - -
Output Bus Dry Dry
Priority Medium Medium
Pan 0 0

Vel window 0 0

EFFECTS — None

the 2a and 2b types does more random jumping up and down
between higher and lower levels during one cycle, while a
cycle of the noise waveform on the ESQ/SQ-80 LFOs more
roughly approximates a sine wave in its general shape, with
less intense jumping up and down between each discrete step.
You might try switching the mod source of the audio oscil-
lator to a really slow-moving LFQ triangle wave turned on
full. You can hear a “stairstep” effect in the movement of the
pitch because all the LFO waves have this same quantized
nature.

Filter Modulation

The second part of the patches is activated by moving the
modwheel all the way forward. This applies modulation to
the filter in the ESQ/SQ-80 patch, and to a resonant
transwave in the other types to simulate a resonant filter, In
this particular case though, the patch is set up to use velocity
as a modulator. To get an idea how to use this, try playing
sixteenth notes on one key alternating between hands each
note. Try to play in the middle of the velocity range. The
natural error factor involved will cause each note to have a
different velocity value, therefore a different filter or trans-
wave value. By modulating the filter or transwave instead of
an oscillator’s pitch, you can still get the random effect while
retaining the normal pitch of the audio oscillators.

More Stuff

Here are a few other ideas you might consider. On the 2a
type, you can send any of the waves of the LFO (or whatever
else you might want to use) through the mod mixer set to

22

quantize, and get some nifty S&H-sounding variations. On
the ESQ/SQ-80 type, you can modulate one LFO’s amplitude
with another LFO to get lots of tasty and unusual control vol-
tages. As long as their frequencies are low enough and mod-
ulation amounts are high enough, you can get the quantized
effect on any of these synthesizers. Try this with two or three
LFQs at the same frequency and with resets on, or with each
one at a different frequency for another random effect. Com-
bined LFO square waves are particularly good for S&H-type
sounds. Don’t forget, on both the 2a and 2b types, you can
use any envelope as a LFO. So for example, you could set up
envelope 1 as a repeating square wave modulating the LFO’s
amplitude. I'm starting to get the impression that almost any
function on one of the synths can be duplicated on any of the
others.

Maybe by considering the similarities rather than the dif-
ferences between the various Ensoniq synthesizers, we can
usher in a new day of brotherhood and love between com-
puterized musical devices. Mod you later, mm

Bio: Kirk Slinkard hangs out near Denver and plays synth.
His favorite color is ultraviolet. Author's picture:

]
KaT—%
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ESQ & SQ-80 Hackerpatch Sam Mims

ESQ-1 PROG: JANGLE

OCT SEMI FINE WAVE MOD#1 DEPTH MOD#2 DEPTH

QSC1 | 0 00 00 SAW LFO1 +02 LFO2 +01
0SC2 | +0 00 00 NOISEZ2 KBD2 +27 OFF -
0sSc3 | -1 00 00 REED  ENV2 +63 OFF -

LEVEL OUTPUT MOD#1 DEPTH MOD#2 DEPTH
DCA1 | 41 ON VEL +25 OFF -
DCA2 | 29 ON VEL +40 OFF -
DCA3 | 63 ON VEL -56 KBD +63

FREQ Q KEYBD MOD# DEPTH MOD¥2 DEPTH
FILTER 22 03 48 ENV3 +34 WHEEL =15 |

FINALVOL PAN PANMOD DEPTH
DCA4 | &3 08 KBD2 +32 |
FREQ RESET HUMAN WAV L1 DELAY L2 MOD
LFO1 o0 OFF OFF NOI . 19 00 00 OFF
LFO2 |30 OFF ON TRI 06 02 30 WHEEL
LFO3 |[o0 OFF OFF - - - - -
I R T L BT bt 2 D b Tt N [ i & ¢
ENV1 | - - = - - - - - - -
ENV2 | +63 +00 +00 63 00 00 02 00 32 00
ENV3 | +63 +36 +27 38 00 00 20 e Y2ev o1y
ENV4 | +63 460 -63 09 20 08 25 46 20 16
SYNC AM MONO GLIDE VC ENV OSC CYC
MODES| ON OFF OFF 00 OFF OFF OFF OFF [
SPLIT/LAYER S/LPRG LAYER LPRG SPLIT SPRG SPLIT KEY

| orr - ON JANGLE OFF - - |

BY: Ted Ulie, Brighton, MA

ESQ Patch: JANGLE
by Ted Ulle, Brighton, MA

The object here was to create a lot of subtle variation on different
key hits and avoid the “electronic monotony” that patches often
have. The random effect LFO1 creates does not work immediately
after the paich is written to memory; LFOI must begin to cycle first
(set FREQ to 02 for a note or two, then back to 00). If polyphony al-
lows, layering this patch to itself creates a more interesting sound.

The Hack

This is an interesting synced-oscillator patch, using the NOISE2
waveform to create a pitched sound. The velocity response is very
nice, with OSC3 prominent when played softly, and OSC1 and 2
really kicking in with higher velocities. I changed the envelope
times just a bit, increasing the release time of ENV4 to 35, and set-
ting L3 to 00. I also played around with some different waveforms.
For OSC2, try usmg SYNTH2 as the WAVE. And for OSC3, I liked

— OCT+5, SQR2, EL PNO, and my
favorite, BELL.

Bio: Sam Mims is a studio session
player and programmer in Houston. He
owns Syntaur Productions, a company
that produces music for film and TV
and markets sounds for Ensoniq key-
boards.

Who says you have no RESONANT FILTER?

The ASR-10 and EPS-16 PLUS can now go "Bwaaooww."

The REZ FILTER algorithm is a striking re-creation of an analog
synthesizer, the classic Minimoog. A four-pole low-pass resonant
filter is coupled to a lightning- fast ADSR envelope generator. The
filter's resonance control (also known as emphasis, bandwidth, or
Q) gives it that distinctive analog sound by creating a sharp peak in
the frequency response. This peak is swept by the envelope or any
modulation source. It does things you can't do by sampling an
analog synth.

To demonstrate some applications of REZ FILTER, the disk comes
with a collection of raw Minimoog samples that come to life when
they hit the resonant filter. But what you want to do is warp your
own sounds, and you can— you'll quickly be transforming your
entire library of clean digital samples into fat and juicy dweeps,
bwops and damts.

The REZ FILTER effect algorithm also incorporates some of
WAVeBOY's trademark parallel effects: both chorus and reverb.
Other fun features include a choice of single or multi-trigger modes
on the envelope generator, and a sample-and-hold.

But wait... there's more: this disk includes another algorithm that
does frequency modulation (FM.) Again, an example sound is
included that sounds terribly much like the DX-7. But The DX-7
used only sine waves—you can go further. This algorithm allows
you to modulate any sound with any other sound! The results can
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be unpredictable: really crazy, really fat, and sometimes really
grungy. Like REZ FILTER, FM+FX includes chorus and reverb
which can be added to the FM output or used for other sounds on
BUS2.

The RESONANT FILTER disk is just $39.95
direct from WAVeBOY Industries, including
shipping. Foreign orders, add $6, PA
residents add 6% tax. Use Visa,
Mastercard, money order or

cashier check.

WAVEBOY Industries
P.O. Box 233,
Paoli, PA 19301 USA

order by phone:
(215) 251-9562



Classifieds

EQUIPMENT

EPS-16+ rack with max memory, FB-2, SCSI,
sounds, and all documentation, Excellent condition:
$1350. Original VFX keyboard synth, good condi-
tion: $500. SD-1 synth, all documentation and loads
of sounds, excellent condition: $950. Roland GP-8
guitar processor, excellent condition, includes
maginally functional FC-100 footswitch: $350.
DBX Model 224, 2-channel noise reduction: $75.
Call (503) 245-3752.

Mirage keyboard, needs minor repair: b.o. Roland
VP-70. Intelligent Harmonizer/chorus/ MIDI Voco-
der. Control the pitch of your voice with any MIDI
instrument! IBM sequencing software: Sequencer
Plus Gold & Roland interface: $250 o.b.o. Call Jon,
(908) 566-3872. NJ.

Oberheim OB-8 available for $ or the right trade.
Make offer. VFX: $750 (for sale only). Dara:
214-503-1631 (leave message).

ROLAND 8-550 rackmount 16-bit digital sampler.
Mint condition — used in studio only! Includes: nine
outputs, all manuals, video monitor and mouse, su-
perb disk library, 8-line snake, more. $999. Phone:
(206) 565-4701.

SQ-80, Midibass, 100+ R&R sequences, major
extras included: $1100. Call: (702) 4344014,

EPS-16+ OEX-6 Output Expander. $150 PP.
617-293-5671.

S5Q-80, never out of my house, mint condition.
Disks and carridges with sounds. Operation
manual, Will ship. No reasonable offer refused. Call
after noon East Coast time. Mike, 215- 253-3794.

WANTED: SCSI adapter for Maartist’s 4x Expander
for EPS Classic. Call Steve, 206- 565-4701, leave
message.

WANTED: Remote programmer for Oberhelim
Matrix6R. Call Brian at 315-735-7318,

SAMPLES

Highest quality, original Mirage, EPS, '16+, and
sterco ASR-10 samples! Will wade for 1960's
vintage combo organs, electric pianos, amplifiers,
etc. Call Barry Carson, (315) 379-9763.

16-Bit samples of classic synths by the Hacker's
Tom Shear. Same quality and quantity offered by
other companies at nearly 3 times my pricel Send
large SASE for free catalog. Tom Shear, 706
University Drive, State College, PA 16801.

Trade EPS samples by mail. I have over 1.6 million
block library! Many killer Homemade and PD
samples. Send your list. Craig, PO Box 83164, LA,
CA 90038. Phone: 310-479-2722.

NUMBER CHANGEDI If you too want to order the
authentic EPS5/16+/ASR-10 AUSTRIAN SOUND
LIBRARY (reviewed TH 5/93) for only $39 (s&h:
$6), you have to dial (Austria) 1-876 37 74, or write
directly to: Dietz TINHOF, Himmelhofg. 46,
A-1130 Vienna, Austria.

Mirage samples: Plus moving wavesamples all over.
7 sounds in one bank, much more. Listings: $1.00.
Demo tape: $6.00 (includes listings). Mr. Wave-
sample, 162 Maple Place, Keyport, NI 07735.
908-264-3512. Make checks payable to Jack C.
Loesch.

The Hacker's Jack Tolin presents CrossWave
Sounds: The classic drums of the HR-16 (2-disk set;
49 sounds); SYNTH-BITS! — turn your EPS-16+ or
ASR-10 into a synthesizer with these low-memory
samples — M1 Series (5-disk set; 50 sounds)., All
disks are $5 each (foreign s/h — add $5.) To: Jack
Tolin, 23 E. Elm Ave., Quincy, MA 02170.

ECCENTRIC SAMPLES (Mirage and EPS). Ethnic,
Ancient Greek, Medieval instruments; Partch crea-
tions; Industrial Percussion & more. Mirage demo
tape: $3. EPS demo tapes (Vol. II or Vol. III): $6
each. U.S. funds only, Demo tapes include disk list.
For lists alone, send SASE to: NIGHTWIND Sound,
170 Mar Monte Ave., La Selva, CA 95076.

MIRAGE SAMPLES. 57 new samples for $30.
Most are unusual, 5 disks, $6 each (US funds).
Demo $3. SASE for free listing. Treehouse Sound,
PO Box 18563, Boulder, CO 80308- 8563.

PATCHES/SOUNDS

Only twenty dollars, now that's not much
Might find the sound you need in a clutch
Maybe when you jam it will be more fun

Sixty cool sounds for your SD-1,

Steve Mugglin, 110 Grant Ave, Deal NJ 07723.

60 VFX-sd patches created by Jim Grote. Wide
variety of sounds with complete documentation.
Call for free Information Packet, or send $30 for
VFX-sd disk to: Jim Grote, 3721 Frances Ave., Cin-
cinnati, OH 45211, Phone: (513) 661-8885.

INSTRUCTION

SV-3700 DAT DECK OWNERS! No more search-
ing through the manual! Concise 2-page instruction

summary of SV-3700 functions, some not found in
the manual. Send $3.75 to PEDERSEN AUDIO,
Dept. T, PO Box 51, Harwood, ND 58042,

SOFTWARE

WANTED BAD: Alchemy 2.0, (313) 947-8509.

SEQUENCES

GOING OUT OF BUSINESS GRAB BAGI!! Power
Track Productions will be liquidating an inventory
of over 130 sequences at an outrageous price
through the month of August onlyl We have 4 ar-
chived libraries containing 33 sequences each for
only $30 each! All 4 for $100!! Make check or
money order payable to Midwest Digital Services,
PO Box 21, What Cheer, IA 50268. Phone: (515)
634-2019. Please specify SMF or WRK format.

SD-1/VFX-sd: Sequences for weddings, church,
dinners. $7.00 each ($1 p & h); 5/$25.00 (52 p & h).
For demo tape and information, send $5.00 to: Dan
Briggs, DATA BASE MUSIC PRODUCTION, Box
1164, Archer City, TX 76351.

OUT-OF-PRINT BACK ISSUES

M.U.G. will provide Out-of-Print issues for cost of
materials and postage. M.U.G. Hotline: 212-465-
3430 or write: G-4 Productions, PO Box 615TH,
Yonkers, NY 10703, Atin: TH Back Issues. Phone:
(212) 465-3430.

Photocopies of out-of-print past issues of the Hack-
er can be obtained by calling Jack Loesch,
908-264-3512 after 6 pm EST.

Folks in the New York City area can get copies of
unavailable back issues of the Hacker - call Jordan
Scott, 718-983-2400.

FREE CLASSIFIEDS!

Well - within limits. We're offering free classified
adver.ising (up to 40 words) to all subscribers for
your sampled sounds or patches. Additional words,
or ads for other products or services, are 25 cents
per word per issue (BOLD type: 45 cents per word).
Unless renewed, freebie ads are removed after 2 is-
sues. While you're welcome to resell copyrighted
sounds and programs that you no longer have any
use for, ads for copies of copyrighted material will
not be accepted. Sorry —~ we can’t take ad dictation
over the phonel

Change of Address Current Ensoniq O.S. (Disk EPROM)
Please let us know at least four weeks in advance to avoid missing
any issues. The Post Office really will NOT reliably forward this EEE-M g:gg:? i ggg 32 ;gg
type of mail. (Believe us, not them!) We need to know both your EPS-16 PLUS 1'3” 60F SQ-RPLUS 115
old and your new address. (Issues missed due to late or no MASOS 20 sSQ-2 12
change notification are your own dumb fault — we mailed them!) MIRAGE 32 SQ-2 32 2' 03
ESQ 3.5 SD-1 4.10/4.10
- ESQ-M 1.2 SD-1 32 4.10/4.10
e VEX 23 | Kss 300
US: $23/year. All others: $32/year (please use Inteational Money VEX-SD 2.1/2.00 ASR-10 1:6?11.5
Order, payable in US funds). Please make payable and mail to: SQ-1 1.11 KMX-8 2.00
Transoniq Hacker, 1402 SW Upland Dr., Portland, OR 97221 SQ-182 2.03 KMX-16 1.50
. PRIt SQ-1 PLUS 1.1 TS-10 1.14
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The Intferface

Letters for The Interface may be sent to any of the following addresses:

U.S. Mail - The Interface, Transoniq Hacker, 1402 SW Upland Dr., Portland, OR 97221
Electronic mail - GEnie Network: TRANSONIQ, CompuServe: 73260,3353, Internet (via CS): 73260.3353@compuserve.com.

This is probably one of the most open forums in the music industry. Letter writers are asked to please keep the vitriol to a minimum. Readers are
reminded to take everything with a grain of salt, Resident answer-man is Clark Salisbury (CS). Letter publication is subject to space considerations.

Subj: ASR10

It would be nice to have a faster time/com-
pression algorithm than the one in the
ASR-10. It's presently too slow for me
...and probably anyone else.

D’noski
Genie: D.Deand
Sender: w.deand@genie.geis.com

[CS — It doesn't really bother me that much
— but I'll see if I can’t have a more detailed
response logether for you within the next
Jfew months...]

[Ensoniq — The compression algorithm is
being executed by the main processor in the
ASR-10 (a 16-MHz 68000), which is doing
it as fast as it can. The setting of the
QUALITY control has a lot to do with the
overall processing speed. You should not
use it over about 60% unless you have a lot
of time to spare, or really need the utmost
quality for a production. We think that
you'll find the lower settings very satisfying.
Start at about 20% and work your way up.]

To: Transoniq Hacker
Subj: Ensoniq MIDI Spec

A lot of PC-based users use SampleVision
by Turtle Beach to edit their samples. After
recently purchasing an ASR-10 I contacted
Turtle Beach for a new SampleVision driver
for the ASR-10 and they claim that they are
not getting a response from Ensoniq with
the information that they need to create a
drive for Sample Vision and the ASR-10.

What's the problem? A LOT of users out
here use SampleVision on a regular basis.

If this information is available will someone
from Ensoniq contact Mr. David Zimmer-
man from Turtle Beach at 717-843-6916.

Thanks in advance,
Dave Nosek
SYSOP, MIDILink

[Ensoniq — We are very familiar with
SampleVision and have been supporting
Turtle Beach for many years now. Due to

some communications mishaps they had not
received the newer documentation, but we
have spoken to them and gotten them up to
speed. We are looking forward to their up-
coming support of the ASR-10.]

To: Transoniq Hacker
Subj: Ensoniq MIDI Spec

Please accept this message as my “ditto” to
the above letter from Dave Nosek...

Joe Santacroce
MIDILink

[Ensonig — Ditto.]

Dear Hacker,

I took a course in electronic music and
learned to use the program Turbosynth on a
MAC IIci and an EPS-16 plus. I like the
program Turbosynth because it allows one
to mix any desired frequencies. Encouraged
by my early works I purchased a MAC Ici.
They work fine together and I have made a
lot of crazy patches that I like. Finally I ac-
cumulated enough money to buy an EPS-16
but found that it was no longer available
and purchased an ASR-10 mnstead. The
ASR-10 sounds great but it won’t accept the
patches from Turbosynth program. It will
use the patches that I made on the EPS-16
plus and saved on disk since the disks from
the EPS and ASR-10 are compatible.

For sequencing I use Master Tracks Pro and
that works fine. I called the Turbosynth
people and they said they don’t have a
driver for the ASR-10. I thought that it
might be due to system 7 so I borrowed a
system 6.5 disk from a friend and that
doesn’t allow the transfer of patches from
the MAC to the ASR-10.

1 suppose that one solution would be to save
the Turbosynth patches on the MAC disk
and find someone with an EPS-16. Transfer
the patch to the EPS-16 and save it to an
EPS 3.5 inch disk and then bring that back
to my ASR-10. What a pain. The transfer to
the ASR-10 from the MAC almost works —
the instrument button lights up and one gets
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an organ-like sound that is nothing like the
sound I created on the MAC using Turbo-
synth. Does anyone have any suggestions?

Warner L. Peticolas

[CS — Normally, what I might suggest is that
you use a program such as Alchemy (from
Passport Designs) to read in the Turbosynth
files, and transfer them to the ASR-10. Un-
fortunately, Alchemy is no longer available.
Seems that Passport never sold enough
copies of the program to justify continued
support. (Are all you people out there who
are using unregistered copies of Alchemy
and other copyrighted software paying atten-
tion?) Perhaps one of Digidesign's other
programs (Sound Designer, perhaps?) would
allow you to transfer your samples - al-
though I realize that shelling out a bunch of
dough for a program you use only for im-
porting and exporting wavedata may not be
the most appealing solution.

Don’t give up hope yet, though. My under-
standing is that the powers that be are look-
ing into putting together a fix for this
situation. Stay tuned.]

[Ensoniq — We don't have an easy answer 1o
your problem. As the manufacturer of a
sampler we can provide the information
needed for third-party software companies to
support our products, but we certainly can’t
force them to update their products (or, in
the case of Alchemy) even continue to make
the product. TurboSynth is a great creative
tool, but it is an old program that hasn't
been updated in a while. Even more disturb-
ing is the recent discontinuation of Alchemy,
which is just about the industry-standard
tool. We are in touch with Passport and are
still trying to sort out this situation. If there
is any news we will let the Hacker know
about it.]

TH:

I use a VFX as a controller keyboard for an -
EPS-16+ rackmount. Using the SW-5 dual
pedal switch, I am able to configure the VFX
to respond to left pedal pressure (sostenuto)
in a manner that duplicates the sostenuto ac-
tion of a grand piano — sustaining only those



keys that are depressed when the pedal is
applied). I find this function very useful.

My problem is that the EPS-16+ does not
implement this function. Also the sequencer
does not transmit the sostenuto control back
to the VEX in a “create new instrument”
configuration.

This is a curious omission in light of the
many fine piano samples in the EPS-16+
library. I hope this lack can and will be
overcome in a future operating system up-
date. Other than this, I find my Ensoniq
equipment entirely satisfactory.

In closing, I wish to say that my subscrip-
tion to TH is one of the more useful and in-
formative investments that I have made. I
eagerly await every issue.

Thanks,
Ed Bourg
New Orleans, LA

[CS — As best I can determine, the EPS-16
Plus does not support sostenuto pedal mes-
sages. Sorry. Perhaps Ensoniq can offer

Wire We Here?

is John Greenland’s latest CD,
available now on Kultur Kampf
records. Wire features extensive
use of the Ensoniq EPS-16+,
SQ-2+, SD-1, and DP/4,

“... ‘Wire' is even broader, more
brilliant than ‘Soft Robot." The
rhythms are punchier, the sounds
shine. A breath of fresh air.”

— Tiws Levi, Discoveries, Keyboard

To Order: send $15.00 + $1.25
postage (U.S.) to:

John Greenland
c/o Kultur Kampf Records
603 Anderson Ave.
Phoenixville, PA 19460-2466

John Greenland will be per-
forming live at the Lincoln
Center for the Performing Arts
in New York City on August 18.

some other insight...]

[Ensoniq — It is true that the EPS-16 Plus
does not support the sostenuto function. The
two products have different voice architec-
tures and were developed at different times
— the EPS-16 Plus was based on the EPS
and needed compatibility with it, and the
VFX was a new design. We cannot promise
that there will be an update to correct this
issue, but thanks for bringing it to our at-
tention.]

To the Interface,

I recently purchased a new ASR-10 rack.
Upon removing it from the carton I noticed
a raitle. I planned on adding SIMMS for
more RAM so decided to see what the noise
was. To my surprise five of the screws
holding the main board in, had come loose
in the case. I had read in the May issue that
someone in Italy had had the same problem.
I love the sounds and features of my board
but am a little worried about my unit.

When I called Ensoniq they didn’t seem to
be alarmed at the news of loose screws roll-
ing around inside.

Booting my unit the other day it had a loud
ground hum. I hit the side of the rack box
and it quit. Could this have been caused by
the lone screw I never found? For $2600
this never should have happened. I would
like to know how these units could leave
the factory like this. And if I have to send
my unit back who pays the freight?

I was also under the impression that the
memory upgrade was user okay, yet the
manual states otherwise. I was told that En-
soniq wasn't too concerned about user
upgrades.

Another point of concern is the heat build
up. When asked about this, the factory rep
said they all run warm, not to worry.
Wouldn’t a small screen vent around the
memory board help? How much heat is nor-
mal and should I be concerned?

I went with Ensoniq after looking at an
Akai. T hope I didn't make a mistake. Also,
is there a company out there that makes
sample editing software for the ASR-10?
I've called all over the country without any
luck. I own an Atari Mega 4 STE.

I hope you don’t get the impression that I
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don’t like my ASR-10, it’s just that I'm a
little concerned as this is the first unit I've
purchased with a screw missing and this
much heat without a fan or vent.

Keep up the good work, Hacker. Maybe if
enough of us complain about these prob-
lems, they'll fix them.

Please don't use my name as I'm concerned
that Ensoniq will not be happy about the
bad PR and void my warranty.

Thank you,
RW
Oroville, CA

[CS — I can understand a bit of trepidation
when purchasing a high-end product like
the ASR-10 from a company whose products
you've never owned before — especially if
the product arrives with several screws
loose. While I cannot speak for Ensoniq, I
can add a couple of pennies worth of
thoughts based on my own experience.

I've been working with Ensoniq and their
equipment for about 10 years now — ever
since the first Mirage showed up in my
hometown. I sold their products for several
years at the retail level, and I've written
about them and their products for a good
while now. The bottom line is, I have a lot
of experience with Ensoniq, their equip-
ment, and their customers.

As far as the products go, I love them. They
sound great, are as easy to use as anything
else out there, and (in my opinion) offer
way more bang for the buck than the com-
petition. I've found the products to be reli-
able (I use them both in live performance
and studio settings) and the company truly
responsive to customer service issues (com-
plain as loud and as long as you want - I
guarantee it won’t affect your warranty
status one way or the other).

The ASR-10 in particular is one of my all-
time favorite products from any manufac-
turer, and if anybody wants to know, I
would whole-heartedly recommend it over
any of its competition. It's rugged and easy
to use, it sounds great, and the competition
can’t touch it for features and capability.

I would make one recommendation, though,
for future reference. If ever you purchase a
product and it’s not right when you take it
out of the box, pack it back up and take it
straight back to your dealer. Many of the




better dealers will gladly exchange the
product for another one, and deal with the
servicing hassles themselves. This is the
way it should be (I worked in retail sales
for a long time, remember?). As a matter of
fact, it's not a bad idea to unpack, plug in,
and turn on any new product while you're
still at the dealers; this can save you some
travel time should something about the
product turn out 1o be unsatisfactory.]

[Ensoniq — We were disturbed to hear of
your situation and we apologize for any in-
convenience you might have experienced.
We take the issue of loose screws seriously
and didn’t mean to give you the impression
that we were “not alarmed.”

Your observation of surface heat is true, but
you should know that the surface tempera-
ture of the ASR-10 rack is below the maxi-
mum acceptable temperature of 194
Fahrenheit allowed by UL 469 (musical in-
strument specification). Vent holes in and of
themselves are not useful unless an air flow
can be created, a difficult and potentially
noisy proposition in a rack-mounted unit.

We would never cancel a warranty because
of comments from an owner. If we didn’t
want to have dialog with you we wouldn’t
be involved with the Hacker, so please don't
worry about that. Constructive criticism
(and some ego-gratifying praise once in a
while!) is all part of feeding us the informa-
tion and feedback that helps us make good
products that you want to use.]

Mr. Salisbury,

My ASR-10 disk drive occasionally catches
the protective metal sheath of 3.5" diskettes
upon ejection. I called the Ensoniq tech line
to report the condition and cam away with
no satisfactory result. Have you heard of
this happening with the ASR-10 sampler?

Carl Schuler
Chapel Hill, NC

[CS - I haven’t had reports from anyone
else on this problem, but I have experienced
this type of problem on occasion when
using cheapo or recycled diskettes (I know,
I shouldn’t do that). The problem that I've
had is not specific to the ASR-10 — it can
happen with any of the machines I use that
have disk drives. I've never had any trouble
when using decent quality diskettes, though.

If you believe that your problem is specifi-
cally related to the ASR-10 disk drive, I'd
recommend getting in touch with your local
Ensoniq authorized service technician or
Ensoniq Service (215-647-3930), and see if
you can't make some sort of arrangements
to have your floppy drive checked out.]

TH,

I'm a proud owner of an SD-1, which I had
upgraded to 32 voices shortly after the 32
voiced SD-1 came out. I wonder what the
people with VFXs were waiting for.
Granted, Ensoniq should have given more
advanced notice on the cutoff date, but I
hope that people will stop complaining
about it. Even though the TS-10 is now out,
my SD-1 still does what it did before the
TS-10. Same goes for the VFXs or any
“old” synth for that matter. If you like your
synth, use it or if not, sell it and buy some-
thing else (from Ensoniq, of course).

Now that the SD-1 is no longer in produc-
tion, I'm wondering how long it will be
before the accessories (cartridges, patch
disks, sequences, etc.) will no longer be
available. Perhaps someone who's been in
this boat before can give me an idea of what
to expect. I'm a music student with zero
time for programming new paiches, so I've
been steadily buying third party patches. I'd
like to get more, while they are still avail-
able and therefore I'm wondering if you
have any way of putting together a list of
what is available for the SD-1. I'm not talk-
ing of a review so much as just a list of
everything that is available. I've learned of
such patch collections here in TH that I had
never heard of before. Perhaps a (semi-)
regular column that would list what is avail-
able for a particular keyboard?

Last, I occasionally have a problem with the
tempo on my SD-1. It will flicker between
values (all by itself) and slowly get lower.
For example, it’'ll go from 100 to 99, then
from 99 to 98, etc. And once in a great
while it will skip up or down 100 bpm. The
problem has been lessened since I began
using a Furman power conditioner (instead
of just a surge protecior as before). My
question is since the sequencer is a software
program, have I saved the problem along
with my old sequences or is there a piece of
hardware that may have been damaged that
could cause an intermittent tempo problem?
Is the internal clock hardware or software?
Any advice you could give me would be
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greatly appreciated.

Thanks for a great newsletter,
Skip Wilder
Pasadena, CA

[CS — The amount of work involved in put-
ting together and maintaining a listing of
all patches for the SD-1 (or pretty much any
other popular synthesizer) is a bit too
daunting for us. More than once, though,
we've offered to include patch vendors in a
comprehensive directory, if only they'd let
us know who they are, what they sell, and
where they can be reached. The response to
these offers has been somewhat short of un-
derwhelming.

Ensoniq, on the other hand, has a couple
thousand or so sounds available for the
SDIVFX family of instruments, and I'm sure
they'd be more than happy to supply you
with information on these.

While I suppose it is possible that your
timing problem is related to your power
source, it seems more likely that the
problem you describe is related to data

LEARN ROCK
KEYBOARDS
WITH YOUR MIDI
SEQUENCER!

Introducing

ROCK THROUGH MIDI

An Incredible New Program For
Learning Rock Piano!

Now you can jam, practice, and learn
classic rock riffs and solos with your
own rock band anytime you want. Rock
Through Midi features over 60 rock
sequences with drums, piano, bass and
guitar, and has levels of skill for
beginning, intermediate, and advanced |
players. A wide variety of rock styles
are featured: Rock and Roll, Pop/Rock,
Heavy Metal, Boogie Woogie, Blues,
Latin/Rock, Soul/Rock, Rock Ballads,
and more, Leadsheets are also provided
with complete transcriptions of the
piano parts. Available for Ensoniq
SD-1/VFX-sd, EPS, ASR-10, Korg
T-Series, Mac, IBM, Atari, Amiga

(Type 1 Midifiles).
$49.95
NEW SOUND MUSIC

P.O. Box 37363 * Oak Park, MI 48237
Phone: (313) 355-3043
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slider “jitter." If the SD-1 is displaying the
tempo adjustment parameter while you are
playing back a sequence, it's possible that
Jiggling the SD-1 could affect the position
of the data slider itself, causing the tempo
of the sequence to change. A fairly easy way
to check this out is to make sure that tempo
is not displayed while playing back sequen-
ces. If this seems to cure the problem, it's
likely that the trouble lies with the data
slider itself. This is easily remedied by your
local authorized service center, or contact
Ensoniq Customer Service directly at 215-
647-3930.]

[Ensoniq — When we stop producing a
product we do not stop supporting it. We
still have sounds and other accessories
available for the Mirage, ESQ-1 and other
earlier Ensoniq models. We cannot keep
making new accessories for every product
we ever made, but we do not turn our back
on them. We currenily have the following
sound accessories available for your SD-1:
Cartridges — VPC-101, 102, 103, 104,
105, IPC-1, IPC-2, STC-32 (RAM cart)
Disks — VSD-1000, 1001, 1002, 1003,
1004, ISD-3, ISD-4, and 4 volumes of

TriviaToons sequences.
CassettelDisk — the TOM Talking
Owners Manual.

This collection totals over 1000 sounds
from us alone and there are many third-
party companies who have also supported
the SD-1. Just look around in the Hacker
and other magazines like Keyboard and
EM. (Sorry Hacker, but we have to be
fair!)]

[TH — That's okay, Ensoniq. We always
look to EM and Keyboard to find out what's
new from Roland, Yamaha, Peavey...]

Dear TH,

I own an SD1/32 and use its sequencer
exclusively. I have been running into a
problem every time I go in and manually
quantize anything. After I exit event editing
and select to play the new track, I hear the
new track overlaying the old and therefore
do not hear a clear representation of what I
have just done and it is a serious pain. This
happens the majority of the time. Only once

Introdecing ...
The Rubber Chicken
Introductory Pak
10 disks of great sounds - from the
entire RCS Library - Only $59.95!

You want some great drum sounds - but
you also want good basses and strings
and... well, you want everything! Here
you'll find the best samples we've got -
in one dynamite collection! You'll also
find coupon for 15% off your next buy.

Call today!
Piano!

Even for you ASR-10 owners, this piane /s the standard that you pla)
around! With full body and resonance, just like a real piano, and not
like the non-"sustaining” fakes. Try it out - at a rock-bottom price.

Only $24.95!

RUBBER CHICKEN
SOFTWARE €0.

Serious Samples for the EPSﬁnmJy of instruments

Call Today for your free Catalog

and Sound disk!

(available only to first time customers)

Subscribe to the
Chicken Chronicle

1F you want to know more about your EPS, and the Hacker just isn't

MicroWave Chicken Il!
The ground-breaking vector synthesis pioneer, the Korg

Wa fon fs the mow favorite of many top performers
dand studio musicians. Great samples for you EPS for

enough, turn to the Chicken Chronicle. With interesting articles,
regular monthly columns, and up-to-the-minute information on new
EPS releases, you'll kmow all there is to know about your keyboard.

Only $10.00 yearly

thousands of doliars less!

Only $59.95!

a2
-

TOLL-FREE ORDER LINE
1-800-877-6377

Fockt: RUBBER CHICKEN
SOFTWARE €O.

P.O. Box 2513 » Kirkland, WA 98083-2513
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in a while do I actually hear the new track
and the new track only. I thought that may-
be loading version 4.10 of the OS would fix
it, but it hasn’t. Can you tell what I may be
doing wrong or is this a bug? To the folks at
Ensoniq — if this is a bug please add it to
Mr. Reichman’s list for fixes in version
5.00.

Sincerely,
Judy Waarvik
West Allis, WI

[CS — Your problem sounds like an old bug
that was remedied long ago. I'd suggest
contacting Ensoniq Customer Service (215-
647-3930) directly. They should be able to
track down a solution to the problem.]

[Ensoniq — Your letter has us slightly con-
fused — quantizing is a Track command that
doesn’t require you to enter or exit Event
Editing. If you are using Event Editing to
move the timing of specific notes we could
understand that (although we wouldn’t call
that quantizing), but we can't easily answer
your question.

There was an early bug in the SD-1 that
could have wrong data playing during
Audition, but if you saved the new Track it
would then play back fine. This is definitely
fixed in Version 4.10. We are trying to get
your phone number to speak to you directly.
If we haven't spoken by the time this is in
print, please give us a call.]

Dear Hacker,

1) Ensoniq, if yon make a sampling option
available for the TS-10 which makes it a
virtual ASR-10 (in addition to state-of-the-
art synth), then you will have a sure sale
here.

2) Are there any Hackers out there who are
also guitarists? Don’t worry, I'm not asking
you to expose yourselves in the Interface. I
just want to know if any of you who have
the ART SGX-2000 want to swap patches
for that incredible unit (using EPS disk, of
course (to justify a letter like this in the
Hacker — or NUDU-EX for IBM.) If inter-
ested, call or write me.

Steve Vincent

3615 66th Ave W

Tacoma, WA 98466

(206) 565-4701 (leave message)



Transoniq Interface,

I just completed a full session with T.0.M.,
the Talking Owner’s Manual, for the KS-
32. I bought T.O.M. because I was dissatis-
fied with the Musician’s Manual for the KS,
especially the chapter on presets. It seems a
shame to have such a powerful keyboard
without complete and clear documentation.

On the positive side, the KS-32 is as close
to the perfect keyboard as I was looking for:
a 76-note keyboard, a powerful sequencer,
and realistic acoustic sounds. The piano ac-
tion was an added bonus for me.

T.0.M. did not answer a question I've been
trying to figure out for a long time, but it
did bring out details that I was completely
unaware of. Thank you, T.O.M. Here is my
main question about the KS: is it possible to
step entry dotted notes into the sequencer?
If yes, please explain in detail. If not, why
not? (I'm hoping for a “yes” answer.)

Thank you for your help.

Sincerely,
Rob Stanert
W. Chester, PA

[CS — The easiest way to enter doited note
values while step recording is to use the
sustain pedal. For example, let's say the
you wish to enter a note or chord with a
duration of a dotted quarter note. Enter
step recording mode, and set the gate time
to a quarter note. Play the note or chord,
and then press your sustain pedal. While
continuing to hold the sustain pedal, press
ENTER to advance to the next step. Now
change the gate time to an eighth note (a
dotted quarter being equal to a quarter note
tied to an eighth). Press ENTER once more
to advance to the next step. Release the sus-
tain pedal, and continue with the rest of
your recording as you normally would.]

[Ensoniq — We try to make our manuals as
clear and comprehensive as we can within
the constraints of time and size. There are
always some concepts that can’t be covered
in great detail without making the manual
huge, costly, and possibly imposing for the
firsi-time user. To help you get more out
your Ensoniq product we work closely with
Talking Owner's Manual company in creat-
ing the scripts for the TOM's, and we are
pleased to hear that you found it valuable.]

Dear Ensoniq,

I have been a huge Ensoniq fan for years! I
started with a Mirage and an ESQ-1, and
have worked my way up to the ASR-10. I
am in a band called PSYKOSONIK. Our
self-titled album will be out in July. When
we recorded this album we were using
16+s, and did 90% of it with them. We now
have four loaded ASR-10s, and we can’t
thank you enough for coming out with this
unit.

With its great built-in effects, and the
ability to re-sample with those effects in
stereo, has brought our level of production
way up. We now can get a level of produc-
tion at home that was unavailable before,
saving us time in the studio. (And money of
course.) We just finished remixing our
second single, “Welcome To My Mind.” We
ended up doing most of the mixes virtual,
(without tape) right out of the ASR-10!
They sound great.

I only have two problems with the ASR that
maybe you can help me with. The first is
when I am time compressing a drum loop,
for example. Sometimes I get these clicks
when it is finished. The second and most
annoying is when I have set up an instru-
ment with multiple wavesamples. When I
want to delete just one wavesample, it ends
up erasing them all. The strange thing is
that when it shows there are no wave-
samples, the instrument still retains its
memory size. This does not happen with all
instruments I make. Each sample has its
own range, so that’s not the problem.

I do have one suggestion that would make
life easier for ASR-10 users. Would it be
possible to incorporate an auto truncate fea-
ture into the 0.S.? I have only one more
question. When I resample with effects, the
sample rate can only be at 30k. How much
does this really effect the quality?

P.S. The album and singles are available on
CD. Wax Trax/TVT Records. In case you
would like to check them out.

Keep up the good work and thanks for your
help.

Daniel Lenz

CS: 72064,3631

[CS — Time compression can be a bit tricky
on any sampler, and percussive sounds

(such as drum loops) are among the hardest
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Keyboard sounding a
bit ;2 You need some
# new sounds, and ily,
we've got them. It's

our f.

ASR-10, EPS-16 Plus, EPS...

Buy a classic Minimoog, an Ibanez
ﬁmtar, a K4, and a set of Yamaha

ecording Custom drums for $9.95
ce)ach?! S(l)rt Of-be o ot

ur samples nd these originals.
Add pol i hog to zoMinimoog, rrgmke a
K4 sound incredibly huFe, get the ideal
drum sound in seconds

Television versus Sledgehammer!
(The hammer wins.) (
Syntaur Productions has a dynamic
sound effects sample library, ideal for
post-production work or for adding an
extra dimension to your recording

roject. Frighteningly realistic sounds,
ﬁom chainsaws to crickets to Harleys,
only $5.95 per disk!

SD-1, VFX-sd, VFX...

Get the patches straight from the
Hackerpatcher himself!

A new set of 60 slammin' sounds from
Sam Mims - used on top selling albums
and in live touring around the world.
Drop $39.95, and get the absolute best.

ESQ and SQ-80...

Sounds that a Transoniq Hacker
reviewer found to be "by far the

best I've seen. Ever!"

Soundsets 1 through 4, from Sam Mims,
use radical techniques to make these
keyboards sing like you've never heard
them before. ilew idden waveforms"
in both the ESQ-1 and the SQ-807

Yep! $17.95 gets you a Soundset of 40
patches you won't erase.

Mirage...

It may be a dinosaur, but dinosaurs

lrfoar Ioudly! it bably h
ou've got one, it's proba ungry.

Fe’:.\d ita ﬁew disk. Nﬂnimooy bassge?:

DX7 Slam Bass, and cool VFX sounds -

all on a single $7.95 floppy.

Want the complete scocz? T fora
free catalog, or drop a 4> in the box.
Your keyboards will love you for it.

Syntaur Productions
2315 Mid Lane #44
Houston, TX 77027

(713) 965-9041
Can't find what you need anywhere?

Call for a quote on custom digital
recording, sampling, and programming.




to get good results with, unfortunately. The
best advice we can come up with is to ex-
periment with smoothness (quality) setting
to try to find the best result.

I'd like to have a bit more information
before tackling the problem with the disap-
pearing wavesamples, but here's a couple
of thoughts.

First, remember that if you are working
with a stereo sample (layer link is turned
ON), any operations performed on one of
the two samples in the stereo pair will also
affect the other. If you wish to edit samples
independently, you'll need to turn the layer
link parameter OFF.

Another possible source for confusion might
arise if you're trying to delete wavesamples
that have been copied (or are themselves
copies). If you had an instrument that used
several copies of a wavesample, each in a
different layer, and then deleted one of the
copies from one of the layers, the ASR-10
might show that no wavesamples exist in the
current layer, but the total size of the
instrument would remain essentially un-
changed. This is because deleting a wave-
sample that has other copies in memory
deletes only the wavesample parameters,
not the actual data. You'd need to track
down and delete all the copies of the
wavesample to significantly affect the
amount of memory the instrument uses. If
this is the case, my recommendation is to
delete any unneeded layers from an instru-
ment before deleting wavesamples. Once
that's been done, you can determine if a
wavesample is a copy or not by selecting
the wave in question, pressing COMMAND,
then WAVE, and scrolling to the WAVE-
SAMPLE INFORMATION page. Once
there, press ENTER several times to scroll
through the various information pages. If
the wavesample is a copy, this information
will show up here. However, if the wave-
sample is an original sample from which
copies have been made, this information
will not show that other copies exist in the
instrument. You still may need to track
these down to successfully delete the
wavesample from memory.

As for the auto-truncate feature, I'm not
really for it. There are too many instances
where I wouldn’t want to truncate a sample,
(creating transwave-style sounds, sounds in
which velocity modulates the attack start
time, and so on), and I'd hate to have the
ASR-10 automatically do it for me because

I'd forgotten to set an "auto-truncate”
parameter accordingly.

And finally, when you resample the ASR-10
Jfrom its own main out(s), the sample hap-
pens completely in the digital domain, and
the quality of the sound will not change
through resampling. The bottom line: If you
like the sound of the sample played using
any of the 30K effects (most of them), you'll
like the resampled version just as well.]

[Ensoniq — Thanks for letting us know how
you're using the ASR-10 and congratula-
tions on your record(s)!

As for your bugs it sounds like you are not
using the current version of software (ver-
sion 1.61). Your local dealer will have it for
you to copy. If that doesn’t help please call
us directly — it's too hard and slow to inves-
tigate bugs through a written forum such as
the Interface.]

Transoniq Hacker:

In the spirit of the continuing list of SCSI
drives compatible with the EPS series, how
about a list of compatible CD-ROM drives?
I see a lot of movement in the area of disks
being available, and a big article in Key-
board this month which stated “major sam-
pler manufacturers showed support for
CD-ROM drives that use either Sony or
Toshiba internal drive mechanisms,” and
then listed a handful of drives with Sony,
Toshiba, or NEC (Roland also supported
NEC) drives. They also indicated the new
NEC multispin drives may be compatible
with more samplers, check with the
manufacturer.

Have any Hackers experimented? Could we
get a more complete list from Ensoniq?

David Steigerwald
MIDILink

[Ensoniq — Our current list of compatible
CD-ROM drives includes any device that
uses a Sony, Toshiba or Chinon mechanism.
We have not tested the newest NEC drives
S0 we cannot answer as lo their com-
patibility, but we certainly DO NOT work
with any of their older drives.]

Dear TH:
I miss the very informative articles by Tom

30

Shear... Will he no longer be writing ar-
ticles for TH? Is he writing for some other
source?

On another subject, I'm looking for the
most versatile sample editing software for
the Mac. Does anyone on your staff have
any recommendations or could you suggest
a magazine that may have reviewed the
various programs on the market? (They
stopped producing Alchemy.)

Thanks for the info,
Anthony Schonek
Mich.

[TH - Actually, Tom has a number of ar-
ticles sitting in our "“gotta get to” pile. As
space allows...]

[CS - Well, I liked Alchemy real well right
up until the time they discontinued it (see
the response to Warner L. Peticolas’ letter
above). That pretty much leaves only two
programs that I know of, Sound Designer
(from Digidesign, which is evolving into
more of a hard-disk recording program),
and a new program called Infinity (from a
company called Jupiter, I believe). I know
very little about Infinity, but several people
have reported having good results with it
(although my understanding is that it will
not currently import or export samples to
and from the Mac; you'll need to use some
other program to do that). Maybe someone
out there would like to do a review...?]

[Ensoniq — We are currently getting
familiar with Infinity and find it to be an ex-
cellent program. It is designed to be a loop-
ing tool, so it does not have other DSP
processes such as gain normalization, fade
inlout etc. — all of which our products do
pretty well. It also does not support direct
communications with specific samplers — it
process AIFF (Audio Interchange File For-
mat) files only. We are working with Jupiter
Systems and hopefully they will expand the
program to directly support our products.]

Missing or Damaged Issues?

Every month we mail out thousands of is-
sues and every month about a dozen get
“misplaced” by the Post Office. If you're
ever one of the winners of this lottery, just
give us a call (503-227-6848, 8 am — 8 pm
Pacific Time) and we'll be happy to mail a
replacement copy — no prob. (However, if
you accuse us of nefarious schemes to
“rip you off," you will be offered a refund
and given helpful subscription info for
other musician magazines.)




HACKER BOOTEEQ

rUse Ensoniq Disks on your IBI'\;I-F’GN
with our Ensonig Diskette Manager.

Convert Standard MIDI Files to/from
Sequences for these keyboards:

ESQ-1 SQ-80 SQ-1 SQ-2 KS-32
ASR-10 VFX-sd SD-1 EPS EPS-16+

Call now to order or for more information
on these and other software packages.

Giebler Enterprises
8038 Morgan Road
(-]

\ Liverpool, NY 13090 |asa |
\ (315) 652-5741 4
AD}\NCE CONSTRUCTION SET CD -

Owver 140 Drum

Loops, Spoken FX, Hundreds of drums and percussion, TB-303,
SH-101, Moog synlhs & bass, Analog Classics, Shredding Techno
by E.K.O., Hip Hop & New Jack Loops. 1200 samples $78
See Review in Transoniq Hacker.

# HOUSE ACID SAMPLING CD

, AKAL AR-10, DX-7, MINIMDOG, $4 g
MU PROTEUS, HOUSE DRUMS,

HOUSE/ACID FX, LYRICAL HOUSE FX
CLASSIC DRUM LOOPS CD

75 DOPE AND DELICOUS LOOPS, RAVE GROOVES, $52 .95

RARE BEATS, LIMITED EDITION, NO RIGHTS RESERVED

"EPS S-900 & S-50 SAMPLE DISKS

Also For: ASR-10, EPS-16, S-550, S-330, W-30. (Specify)
Demo disk $5 - refundable with purchase of disks.

SHIPPING INCLUDED MIDI M&%

FREE CATALOG CALL
BOX 217 - WHITTIER, CA 90608

&QWOW
&'l

16 BIT SAMPLES
FOR EPS/16+

Series 1: Analog Classics
Series 2: Legendary Digital
Series 3: Studio Drums

Series 4: Experimental Industrial
Series 5: Rave, House & Techno

ONLY!

Each 5 Disk Series ua%ENNIg ?O(:C)KE
$20 with Free Shipping Kitéggr’:e ;” gntra?'?d
REGULAR $30 Canada, N2A 2R6

" L. B. Music Sequences )
We Support Ensoniq = Roland
Korg * Yamaha « SMF-GS/GM Formats

Why not give L. B. Music a try and see
why so many people love our sequences
— and keep coming back for more!!
Music And Lyrics Now Available!!
Toll Free Orderline: 1-800-3LB-MUSIC
Visa and Mastercard Accepted

L. B. Music

51 Charter Oak Drive
Newton Square, PA 19073-3044

\  215-356-7255 [ Fax: 215-356-6737 |

FLY IN SOME WoR.S's

ru.ew SOUNDS! Ao’

We have been in the studio sampling ausryrmng
on the ASR-10. Write or call for the new ASR-10 listing
(sounds also work on EPS/16+), Or take the plunge and
purchase our new demo package with 20 disks from the
new library for only $60 (free shipping). Our quality & prices
can't be beat, so give the World's Largest ibrary a try! |

NEWI Atan ST Seral Port MIDI Expander... = |
Works with all Expont compatable MID! soitware =
i |

to give you an extra MIDI port for 32 independant
MIDI channels. Works with Craator, Notator, 540
Cubase (Ver, 3 +}, KCS, Realtime and Mutt. +54 5|

WE HAVE A HUGE LIBRARY OF SOUNDS FOR |
ASR-10, EPS, EPS16+, MIRAGE, TX-16W, EMAX
5-900, S-50/330/W-30, & DPM-SP PRICED AT
ONLY $4 + .50 SH PER DISK. PATCH DISKS
FOR SYNTHS $15 + .50 S/H PER DISK.

FREE LGTNGS - SPECY FORWAT PO BOX 114, STATION ©
H(. EH‘.”\ ‘ *‘1} lll“t‘:v KITCHENER, ONTARIO
W VIGAC) R RUICT | e ANADA, N2G 3WO

ORDERS PAYABLE T0 0. WHTE

Protective Dust Covers

-Ensoniq SD1,KS32,ASR10

Reg. $24-95 Sale 19.95

Black Regency Only « Add $4.00 S&H
For these & others call:

1-800-228-DUST(3878)

Mastercard / Visa Accepted

The Le Cover Company
1223 Kingston Lane
Schaumburg, lIl. 60193

VISWMC 518-745-0021
il e

PROFESSIONAL QUALITY
Low-cost sequences for
The EPS/EPS-16+, SQ-80, ESQ-1,
VFX-sd, SD-1, Roland, IBM/DOS

Rock ('50s, '60¢, '70s, '80s)
Big Band — Top 40 Country

Music Magic

10541 EARL AVE.
BENNINGTON NE 68007
1-402-238-2876
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pro saMpLING COMPACT DISC

FOR USE WITH ANY SAMPLER....
GHETTO NOISE:
FEATURING UNHEARD, HARD TO FIND,
STRAIGHT UP WICKED BEATS, FUNKY
BREAKS, 808 SOUNDS, DEEP BASSES,
SPECAIL EFFECTS, AND OTHER RARE
SOUNDS TO FILL THAT FAT TRACKII1I
REG PRICE $95. YOUR PRICE $75.!

S Shipping INCLUDED! NON US add $7
Send certified check or money order to

RUFF BEAT PRODUCTIONS
945 Oak SL. Syracuse, NY 13203

FREECATALOG VITH ORDER. Allow 6 10 8 weeks Jelivery
Make Money

Scoring Soundtracks

FREE step-by-step guide shows
you how to turn your original
music into cashl Contact:

Jeffrey P. Fisher Music
924 S. Lake Ct., #209
Westmont, IL 60559

708-971-1641

Liven Up Your SQ-80!

The PrivatLabel Collection

120 handcrafted, seriously musical sounds
Available in a three volume set
No effects, no filler, no buzzes or doinks

Now only $32.00!
How can you stand to be without them?
S5Q-80 disk - or - Galaxy format

California residents please include B.25% sales tax
Make check or money order payable to:

Redshitt Limited
oAt 5F4 4804 Hollow Corner Road
Suite 126
Culver City CA, 90230

It’s The Nineties

VFX, VFXsd, SD-1 Owners -
Volume 5 — Nineties type one-man band sounds
These sounds take your VFX into the year 2000,

60 sounds, 20 presets, 3 demos, Disks: $40

SQ-1, 2, R, KS-32 Owners —
Hardwire 1: 160 sounds created by Mark Clifton.
You name it — this volume has it. Disks: $65.

Latter Sound Productions
1341 Westheaven Ct.
Tallahassee, FL 32310-8625
(904) 575-5561
Florida residents add sales tax

g ADVERTISERS!

Try an economical size ad in the Hacker. Our
one-twelfth page ad (the size of this ad) is the
perfect size for testing the waters, moving up
from the classifieds, dropping back from larger
ads, or just maintaining visibility over long
periods with minimal expense.

2.25" x 2.25" Only $30!

We'll typeset it: §5
Reverse it (white on black): $5

Transoniq Hacker
1402 SW Upland Dr., Portland, OR 97221
503-227-6848
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And now.....A drive for all reasons !!

No Hassle Design

R-Series
44 Meg Removable

$599
88 Meg Removable

$749

Each unit comes complete with
sounds for the EPS

The R-Series includes a
cartridge and cable.

No Hassle Selection el

Bu y Factory-Direct and Save the Hassles!

We fix and upgrade Ramtek. Inc.

No Hassle Service

D-Series

D525Mb - $1195 2u
D1050Mb - $1699 2u
D1900Mb - $2299 3u

CDR-Series

CDR-CD-Rom- $699
CDR-44 - $1195
CDR-88 - $1349

No Hassle Delivery

Eltekon Drives and
other manufacturers!

Memory Driven Technology

Call 313-462-4181 to Place an Order
37507 Schoolcraft Road

Livonia, M|l 48150




