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Ten Tips for Better Rhythm Tracks

I love that advertisement where the musi-
cian says, “I've got a major gig coming up:
give me the cheapest guitar you've got.” Of
course, it’s ludicrous; no one would ever do
that. But I've often heard the sequencing
version of that scenario: sequenced music
that is filled with lush, gorgeous sounds,
wonderfully executed keyboard parts, a bass
that you'd swear was real, and even a
decent guitar emulation, but ruining it is a
drum track that screams this is a sequence,
and the person who did it does not play

drums.

We don’t need another lecture on how se-
quencing yields robotic, lifeless, mech-
anical-sounding tunes. We all know it can,
but it doesn't have to be that way — and the
key to the solution is in your drum tracks.
Here are ten ideas which will humanize the
percussion side of your sequences.

1. Tweak, tweak, tweak your
drum samples!

Real drums are very dynamic! This can be
difficult for non-drummers to appreciate.
It’s easy to think of a drummer as someone
who just triggers loud noises (and now that
I think of it, that describes perfectly some
of the drummers I've worked with!), but a
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percussionist with some finesse can coax
amazing subtleties out of those skins.

So how do you coax sensitive nuances out
of a static sample? By programming some
dynamics into the sounds. The harder you
hit a drum, the louder it sounds (duh), the
higher its pitch (not so duh), and the brigh-
ter — or duller, depending on the drum —
its tone (huh?). So, program your sound so
that higher velocities raise the pitch slight-
ly, increase the volume, and open (or close)
the filter subtly.

Dynamics are especially important for cym-
bals and hi-hats. Along with the above
velocity modulations, add some very subtle
random modulation of pitch to cymbals,
especially ride cymbals. The key here is
subtlety — you don't want the modulation
to be too noticeable. Experiment until your
samples really begin to sound alive!

2. Creative key mapping

It's crazy-making enough to play drums on
a piano keyboard; make it work for you at
least part of the time! Instead of trying to
do quick hi-hat parts or drum rolls by jab-
bing your two index fingers at the same
key, map certain sounds (at least your
hi-hat, snare and ride cymbal) so that identi-
cal samples are triggered by adjacent keys.
This will increase the self-esteem of your
index fingers, as each finger will have its
own space. More importantly, it should
smooth out the faster passages, and elim-
inate the accidental triggering of the burp
sample you insist on having in your kit.

Let's talk cymbals. Look at a typical (real)
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drummer’s kit: lots of cymbals! Sampled cymbals take up lots of
memory, because their higher frequencies beg for a higher sam-
pling rate, and it is notoriously difficult to loop the decaying
sound. So, you may be tempted to scrimp on your cymbals to save
memory. Bad idea. May your cymbals be fruitful and multiply!
Using a different ride cymbal for the chorus or blasting through an
array of crash cymbals can add new life to your sequence. And
they don’t all have to be fresh samples, either. On Ensoniq
samplers, for example, you can copy the “Parameters Only” of a
wavesample, then make different versions of your cymbals, vary-
ing pitch, filter, etc. I have at least ten different cymbal sounds on
most of my drum kits.

The hi-hat bears special mention. This is perhaps the most expres-
sive part of a drum kit, yet most people settle for just open or
closed. Go the extra mile with your hi-hat, and find some partially
opened, rattling, and pedaled variations. Taking the time to se-
quence in some variations on the hi-hat will make your friends ask
who the drummer was on your project.

3. Drumroll dynamics

Want to make me hurl? Force me to listen to the dreaded “machine
gun” drum roll which emanates from many a drum machine or se-
quencer. Believe it or not, with a lot of elbow grease,
button-pushing and patience, it is possible to sequence realistic
drumrolls. First, follow tips 1 and 2 above to get your samples in
dynamic shape. Next...

Slow your sequencer way down, perhaps even as slow as 25, and
poke those keys just as fast as you can. Don’t worry about
dynamics at this point. Having identical samples mapped to ad-
jacent keys makes it easier to trigger the notes. The trick here is to
pack as many drum hits per beat as possible into your roll. Now
when you play your sequence back at its normal tempo, you'll
have a much smoother roll than you would have if you'd recorded
the roll in real time.

Now comes the real work: smoothing out the dynamics of the roll
with lots o’ editing. On a snare roll, the first couple of hits are
typically louder as each stick contacts the head, then they become
quite soft during the roll. This is the key to eliminating the
machine gun: very soft velocities during the roll! Also, a human
drummer does not play a drum roll in a static way (unless he's Carl
Palmer), but with some dynamics, using crescendo and decre-
scendo, and often ending the roll with a louder hit or two, or a
flam. This takes a great deal of button poking on the EVENT
EDIT page to sculpt the velocity of each individual drumstroke,
but it’s definitely worth the effort; it makes your rhythm tracks
come alive!

On a recent sequence, I had a snare roll which lasted about one
second, but contained about fifty individual “notes.” The first two
notes had velocities of 69 and 45, then dropped to the low 20s. To
make it more realistic, I swelled the velocities up and down (up to
about 25, down to about 15) so that the roll would crescendo in
sync with a pedaled hi-hat which was keeping the beat. I ended the
roll with a triplet, shooting the velocities all the way up to 127. Of
course, this is where graphic velocity editing on a computer se-
quencer would be wonderful. But, hey, ten years from now I'll be
able to tell the story about the time that I used EVENT EDIT on

my EPS to edit the velocity of every single note of a two-measure
snare roll!

4. Fills

On fills, the key is not to quantize. Again, slow your sequencer
way down to record the fill, and try to put some dynamics into it.
Once you get it right, then, go in and edit the velocities of the in-
dividual notes until it sounds natural. I have come to view se-
quencing as very similar to multitrack recording: Don't use
quantizing as a substitute for grunting out take after take, just keep
punching in until it’s right. Which leads us to...

5. Stop quantizing!

I am amused by the growing number of quantizing options avail-
able on software sequencers: groove, swing, humanize... I don’t
get it: You sequence your drum track, then you quantize it, but
then it’s too quantized, so you engage another algorithm to
“humanize” it! Why not humanize it to begin with? True, some-
times it is very difficult to get the kick drum and snare to yield a
rock-steady beat, and nearly impossible to give a pleasant,
laid-back, rhythmic feel to a fast 16th-note hi-hat part. My solution
is “The Poor Man's Humanizing Algorithm” — once again slow
the sequencer down during recording; this will enable you to enter
the drum parts near dead-on, but will also retain a human edge. It
really makes a difference on those hi-hat and shaker parts.

6. Only in your dreams...

A common mistake, especially with novices, is programming “‘im-
possible” drum parts. For example, continuing a sixteenth-note
hi-hat pattern while pummelling out a two-bar fill on the toms
would obviously take more than two arms, or some very tricky
footwork. There are exceptions, of course: Rick Allen of Def Lep-
pard actually plays “impossible” drum parts live, and he only has
one arm! Of course, he is aided by an array of foot-pedal triggers.
Also, I've noticed that the drum tracks on a number of Toto songs
continue an “impossible” hi-hat pattern during fills. So, surreal
drum parts are not the worst of percussive sins, but if you want
your tracks to sound real, avoid continuing hi-hat or ride cymbal
patterns during fills. Also, fight the temptation to overuse Latin
percussion; it can be a dead giveaway that you're using pro-
grammed drums.

7. Use drum triggers

Using drum pad triggers can make your drum tracks more realistic,
because it moves you away from the pattern mode, which breaks
up the continuity of your creative streak, and lets you play in a
more linear fashion. Besides, it's more fun to hit pads with sticks.
MIDI drum pads like the DrumKAT and Roland’s Octapad are
generally more sensitive than drum triggers, which require an in-
terface to convert the signal into MIDI data. Even Yamaha's
toy-like DD-5 with its four coaster-sized pads has fifteen velocity
levels and a MIDI output, and you could probably pick one up for
five bucks at the swap meet. Using drum pads as an alternate con-
troller is similar to experimenting with different pitch tables on the
keyboard: both open up new vistas of creativity.

(Continued on page 4)
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Ensoniq News

Errata — In last month’s response to JC Harris, gremlins entered
Ensoniq's computer and mis-typed their phone number. The correct
number is (610) 647-3930, not 4940! Sorry for any confusion.

Ensoniq Announces the new KT-76 —

The KT-76 is an all-new weighted action workstation keyboard
designed for the performing musician. It breaks the sound barrier
with 64-voice polyphony and improved fidelity, making the KT-76
not only the most powerful 64-voice product on the market, but the
best sounding one as well! The main features of the KT-76 are:

» 64-voice polyphony

« 76-key weighted action keyboard

« New large display (markedly larger than the KS/SQ keyboards!)

« 6 MB of wave ROM with 211 waveforms

« 2 complete pianos in waveform ROM (Ensoniq's acclaimed Bosen-
dorfer and a new mellower Baldwin)

» 308 onboard sounds (including the full GM soundset) with many
different piano, electric piano, organ, orchestral, pop and ethnic
sounds

« SoundFinder™ for easy sound locating

» 13 new and improved effects algorithms (including digital delay!)

«» 34 ROM Pitch Tables

« 100 Performance Preset locations

* General MIDI compatibility

« 8-zone MIDI master controller capability

* 16-track sequencer

« New Transpose Keyboard function

« PCMCIA cards for more sounds and sequencer memory (over
100,000 notes with MC-512 SRAM card, 160 sounds, 70 Perfor-
mance Presets and sound demos on KTC series ROM cards)

+* Optional MS-1 music stand

« Built-in ROM demo

The KT-76 has a suggested retail price of $2495 and has just started
shipping. For more information see your local Authorized Ensoniq
Dealer or call 1-800-553-5151.

ASR OS 2.5 —

Ensoniq has finished up the long-awaited next O.S. for the ASR-10
which provides back-up of SCSI devices via the optional DI-10
digital interface to compatible DAT machines. The O.S. provides
three functions: Back-up, Restore and Verify. It is available for free
from your local dealer. Just bring in a blank floppy disk to copy it.

Automatic FAX Retrieval System —

Ensoniq has just instituted a new automatic FAX retrieval system to
enable customers with FAX machines to get product specs, price
lists, and application notes directly from Ensoniq. The number to
call is 1-800-257-1439. Many of the application notes were written
by esteemed Hacker answer-man, Clark Salisbury! Ensoniq hopes
you find this new automated system a convenient way to get
product information and tips for your favorite Ensoniq instrument.

Hyper-Wave and ASR Version 2 Application Guides —

Ensoniq now has available two Application Guides for their pro-
ducts. The first is a tutorial-based guide to Hyper-Wave program-
ming for the TS Series instruments, written by Howard Massey (On
The Right Wavelength). The second is a tutorial introduction to
using the ASR-10s Version 2 Digital Audio Recording capability,
written by Robby Berman, ASR Version 2 Digital Guru! These
guides are available for $5 from Ensoniq, and come free with newly
purchased units when you return your completed warranty card. For
more information call 1-800-553-5131.

Cakewalk Sysex Problem Fix for Ensoniq Gear!

A number of Ensoniq synthesizer users have complained that they
can't get their Ensoniq gear to receive System Exclusive dumps cor-
rectly from their IBM PCs running Cakewalk. This problem was
caused by Cakewalk's lack of required delays when transmitting
certain types of Sysex dumps to Ensoniq equipment. The Sysex
messages affected were Sequencer dumps on all Ensoniq gear, and
Preset dumps on KS/SQ family products.

The problem has been fixed in the latest release of Cakewalk
Professional for Windows, version 2.01. (Please note that there is
no fix for Cakewalk for DOS users or for Cakewalk Pro for Win-
dows, v1.00 users.)

To fix the Sysex timing problem, users must edit the configuration
file named TTSSEQ.INI located in their C:A\WINCAKE directory.
The following three configuration lines must go in the [OPTIONS]
section of TTSSEQ.INI:

SysxDelayAfterF7=1
SysxSendDelayMsecs=200
SysxSendPacketSize=65535

These settings cause Cakewalk to delay 200 milliseconds if it en-
counters an F7 in a System Exclusive bank. This gives the Ensoniq
gear a required amount of “breathing” time which is necessary to
process the Sysex transmission. Please note that timing require-
ments such as this are not unique to Ensoniq products — other key-
board manufacturers also rely on specific byte timings when
receiving Sysex messages.

For further information regarding Cakewalk configuration files,
users should consult their appropriate documentation.

Third-Party News

We just plumb didn’t have enough space on this page last month to
welcome our new advertisers. So here they are: Megalomedia

(Techno-Rave sample CD), and Bigfoot Computer Services (inter-

nal hard drive kits for ASRs). This month, we'd like to welcome
Pro-Rec, one of the bigger sources for sounds. Be sure to check
'em all out.

Jeffrey Fisher, Hacker (business) writer and author of How to Make
Money Scoring Soundtracks and Jingles, has a new address: 8341
Ripple Ridge, Darien, IL 60561. Phone: 708-971-1641.




Ten Tips for Better Rhythm Tracks (Continued from page 2)

8. Wise use of effects (of effects... of effects...)

Judicious use of effects, EQ and panning on your drum tracks can
make all the difference in the world. A few general tips:

» Use little or no reverb on the kick drum, but get the snare wet.

» In general, avoid the use of delay effects on the standard drum
kit, as this can muddy up the beat (unless that’s what you're trying
to do...).

* Roll off the frequencies on the drums that aren’t necessary: mid-
dle on the kick, low end on the snare and cymbals, etc.

* To put some movement into the rhythm track, pan the toms and
cymbals across the stereo field a bit (but not too drastically), but
keep the kick and snare in the center. Shakers, claves, triangles and
other miscellaneous instruments should also be spread out in the
stereo field.

* Don’t underestimate the power of drastic EQ settings for giving
special effects. You don't need the latest digital effects gizmo to
do some unique things (but a flexible, parametric EQ helps a lot!).

9. This is the Nineties. Update.

It is sometimes possible to guess the year (and sometimes the
month!) that a popular song was released, based solely on the par-
ticular kick and snare sounds that were in vogue. Remember the
“cannon” snare? The gated kick? Simmons toms? Radical flang-
ing? Few things can date your tracks more quickly than using fad
drum sounds (except perhaps a DX7 tine piano...). There is a
tradeoff between blowing people away with how cool your drum
sounds are, and keeping your sounds relevant for years to come.
(This is true of all other synth sounds as well.) The bad news is:
Distinct and radical sounds go out like the tide. The good news is:
Sequencing allows you to change your drum sounds with just a
few button presses.

HYPERSONIQ

NEW PRODUCTS

Latter Sound Productions is introducing its first volume of
sounds for the TS-10/12. Slappin’ Bass, Stinging Brass and Lus-
cious Strings. 60 sounds, 20 presets, 3 demo sequences, $40. Latter
Sound is also introducing a new line for the SQ/KS family: Best of
VFX. 80 of the best VFX sounds converted for the SQ & KS. This
volume includes that great Alto Sax and Solotrumpet. $25. For fur-
ther information, contact: Latter Sound, 1341 Westheaven Ct., Tal-
lahassee, FL. 32310. Phone: 904-575-5561.

React Recordings has released a new sampling CD: Analog
Keyboard Bass. The first sampler to compile over 30 classic
analog keyboards utilizing the best outboard professional gear.
Over 750 samples, extensive documentation, under $100. For fur-
ther information, contact: React Recordings, 9157 Sunset Blvd.,
Suite 210, West Hollywood, CA 90069. Phone: 310-550-0233.

But what if you've already committed your fads to multitrack
tape? Answer: You can trigger new drum sounds from the tape sig-
nal! I recently finished helping a friend remix an album project,
and he had (thankfully) separated the kick and snare to different
tracks. We ran outputs from the kick and snare tape tracks into the
triggers of an Alesis D4, and successfully updated his tired old
Yamaha RX-8 sounds. You can also trigger new sounds from your
sampler if you have a trigger interface (like the D4, or the KAT
midiKITT). Of course, if you use tape sync and run virtual MIDI
tracks, updating your drums will be no problem.

10. Sequence other people’s music

The best way I can think of to improve your sequencing chops on
rhythm tracks is to listen to other people’s songs, and then practice
sequencing them. Go over the rhythm tracks with a fine tooth
comb, and learn what makes them sound cool. Last year I se-
quenced about 25 cover tunes for a top forties band, and although
they already had a drummer, I programmed in the drum tracks,
mostly for the learning experience. It was like getting a Ph.D. in
drum programming from Berklee! Okay, maybe it was more like a
mail-order seminar. But the point is: there are all these great per-
cussion ideas out there just waiting for you to discover them! Go
forth and steal them! ...er, I mean, learn from them.

Once you've mastered these first ten tips, then you'll be ready for
initiation into the next level of percussion programming. Until
then — beat it! mm

Join the Best!

* Over 5000 Members!
* New BBS Support!

* New Pro Sequences!

« Expanded Support

* New MUG™ LD. Cards

Anniversary
Celebration!

*EPS series "’ASR series "'TS Scnﬁ l[u'ugc
*ESQ/SQ series *S900 *CZ *FZ *Emu IT *Emax *K
*DW8000 *M1 *Matrix series *Prophet 2000
*MC500 *D50 *S50 *DX7 *IBM *Mac *Atari ST

*Commodore *Amiga & much, much more!!!

MUG™
PO Box 615TH
Yonkers, NY 10703-0615

24 Hour MUG™ Line: (212) 465-3430

1 Year Membership  $20 (Foreign $30)
Lifetime Membership  $75 (Foreign $85)
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ensoniq video classes

ASR-10 ... 8Hours ... $119.95

TS-10 ... THomts ... $119.95
BS=12 . i A TR ... $119.95
KS-32 ... 61/2Hours ... $119.95
SD-1 ... 6 Hours o $89.95

Z Why Cram the Books? Have Fun ! Watch TV !
VALUE: Even the KS-32 set is over six hours of instruction! If you follow the instructions it should take at

least ten hours to complete the tapes! Most of our customers are saying it takes 25-30 hours to complete the ASR-10 set!
That's $11.95 an hour for detailed instruction on YOUR keyboard. ( Remember you can rewind and watch it again . . . try that
with lessons!) ASR-10/8 hours, TS-12/7 hours, TS-10/7 hours, SD-1/6 1/2 hours. Get the most out your keyboard by really
getting to know it like a friend. Each Tape set will take you from novice to expert. You'll be answering questions you couldn't
ask before! All of the videos use multiple camera shoots. You see a concept and the goal. With the goal defined, you'll be
walked through to the solution step by step, button by button! With the use of analogies, charts and CLOSE UP shots . . .

you will master your keyboard. (We even cover common mistakes and the workarounds!)

Try Our New Number . . . [800] 687-1607
Call or FAX Marilyn today to place your order !
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HACKER BASEMENT TAPES

Tasty Tidbits

M

Tape: Vinnie V.

Artist: Vince Vasquez,

Contact info: 2514 Stewant Ave., Medford, OR 97501,

Equipment: EPS, $-10, OB-8, Fostex 80, Syncman, Ampex 499 Tape,
Alesis 1622 Mixer, Multiverb 2, DBX Limiter & Compressor, Microverb
2, Conn Tenor Sax, Selmer Soprano Sax, BK1 Mic, SoundCraftsman
Stereo EQ., Fretless bass, and a Scagull sample from my local dump.

This is a very slick, sexy, sax-filled demo tape by Vinnie V.
Everything is well thought-out, from the cassette cover to
the accompanying large glossy photo stamped with contact
information in elegant lettering. Aside from being big on
image, there is a lot to pay attention to here.

Vinnie has followed the book of demo tapes to the letter.
This is going to win big points. There are four short songs.
Not Lately, Bright Eyes, Carla and Soiled Napkins. They
are all tightly within the same genre of easy listening rock,
slightly funky, sexy and danceable.

One very important note here: These songs are all too short
— which is great. I wanted to hear more! This is a demo
tape. This is only a sampler. If the record company market-
ing executive gets a taste of something (and usually that’s
all he gets) he is only going to pursue it if he hears dollar
signs pouring out of every note.

There is not a lot distinguishing Vinnie’s music from the
rest of the pack. The music is very solid. The recording is
all quite well done. The instruments are clear, All the parts
are well played and mixed professionally. There is a real
polished quality to the sound. There is also a sense of dis-
connection. These sound like typical backing tracks.

Some questions Vinnie might want to think about. What are
your musical goals? Are you out to sell your songs? Is your
goal to make it as a studio musician? The answers to these
questions may guide you to create very different demo

tapes.

The overall impact of this tape is very solid. With a few
tweaks and a ear toward differentiating himself from the
pack, Vinnie V. could really deliver something hot!

Daniel Mandel

CD: hOBbiTs & SpACesHipS (Note these weird capitalizations are “as
is" from the cover an.)

Artist: Bjme Lynne (Dr. Awesome) and Seppo Herme (Fleshbrain).
Contact info: Bjme A. Lynn, Schleppegrellsgt. 10, 0556 Oslo, Norway.
Equipment: Ensoniq SQ-R+, Roland U220, Kawaii K1-RII, Alesis DR-4,
Roland Juno 2, Roland D50 and some effect processors.

This is, to overuse another reviewer’s phrase, a sonic jour-
ney. A sonic adventure would perhaps be more accurate.
There are a lot of mellow-but-wonderful patch beds that set
the stage for their own atmosphere. From wandering to hard
driving and back to soul searching, Bjrne and Seppo show
off their keyboard chops in many variations and styles.
Much of the jams sound like mainstream rock. I was
reminded of several super groups along the way. There is a
very professional polished feel to the entire endeavor.

The vocal work was strong but not fantastic with strong in-
terpretation. As with so many artists who do it all, the sing-
ing here does not carry the CD. The voice is not the feature
attraction.

The cover art bears a picture of a curious floating hooded
little fellow (is this our hobbit?). The title didn’t move me
one way or the other, so I am leaning toward the conclusion
that this has more personal than evocative meaning,

This is a very nicely done CD, but I wouldn’t recommend
that you buy it as an example of Ensoniq instruments used
in this context. I would simply recommend that you buy it
for the music. wm

If you want your tape run through the ringer, err, 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.




TS-10/12 All Nite Sax Show

Part II| — Pitch Tables

Well, hello again! Come on in before the cover goes up and
there’s a two horn minimum. We've got reeds galore $0 let’s
get right to business before another Honk hits the runway.

When we last saw the very lovely and talented Alto Saxes,
they’d been choraled into 1 note, 3 step chords over a two oc-
tave range. That is, you hit a key, you hear the triad (chord).
Rather than have the same old chord programmed across the
entire zone, we were able to change the chord (intervals) in the
second octave using the Custom Pitch Table: two octaves, two
separate chords. Strike any key from C3 thru B3 and you'll
hear a 7th chord (beginning on the root note). Play a key from
C4 up thru B4 and you’re rewarded with a 9th (beginning on
the Major 3rd step). Why 7th and 9th chords? Because sax sec-
tions sound terrific in “blue” or funky settings. Count Basie,
James Brown... you get the idea. Sections that employ the
dominant 7th scale step (with a Major 3rd) used in 7th, 9th and
13th chords, virtually helped define Big Band and Funky horn
arrangements.

So, we've got an entire “sax section” on a single keystroke.
Some may query “What’s the point?” or, those who are truly
enlightened may remark “Wow Everett, betcha this would
work preetty great for sequencing!”...Everett, you hit the gol-
darn nail on the head; these “sections” will surely spice up the
next Automated Hoedown, (Sorry: I've been too long in the
country.) But, we're not gonna stop just yet. How’s about we
create two other Sax programs? We just love that Custom
Pitch Table so we’ll build yet another sax “chord” or section.
It might be nice to have a nice, fat horn in the bass as well as
something to use “solo” in the middle and upper registers.
Wait... that’s three programs... enough to fill a TS preset. Yup,
that’s what we’ll do; use a preset. First, though, we need to
clean up and fine tune our first effort, the Alto Sax sections.

Any keys above or below the two octave’s worth of three step
chords, will sound with an annoying (dom) 7th interval. Since
I know you’ve been saving this work every little step of the
way, you've got a special disk and/or Ram location for “AL-
TOSAXSECT” (our new program name). Good. Call it up.
(Since we will eventually need a preset for this exercise, you
may want to free up two more slots in user Sounds Ram,
preferably right next to ALTOSAXSECT.) We need to get rid
of this pesky interval to keep the “section” isolated and
“pure.” We've already set voice 2’s (the “middle” voice) key
zone to within our two octave range. Now, we need to do the
same for voice 1 and voice 3. In (Sounds Programming) edit
mode, for voices 1 and 3, go to the Output Page. Once there,
let KBD — SCALE (s) = ZON., Then set the LO/HI KEY (s)
parameter to C3 — B4. The key/note intervals below C3 and

Jeffrey Rhoads

above B4 have thus been eliminated. At this point, any key
strike outside the range C3 -B4 should result in silence.

Okay, it’s time to re-visit the Custom Pitch Table. This time
we’ll use it for micro-tunings.

Wind instruments like the saxophone can produce noticeable
inconsistencies in the relative pitch of each note. The “blow-
ing” onto the reed is, in fact, expected to generate some pitch
anomaly; this is often associated with a particular playing
style. So, to more accurately reproduce the sound of a sax (or
sax section), the relative pitch should be slightly different note
to note,

Use the Select Voice button to look at the individual voices
that make up ALTOSAXSECT. Note that EDIT PITCH-
TABLE is still in the lower right corner of the display (instead
of voices 5 and 6). Pressing either soft-button underneath
EDIT PITCH-TABLE will reveal the Edit Pitch-Table page.
Play key #C3; one octave below middle C, The display then
shows us the Source Key — C3, the Playback Pitch — E3 and
the Playback Pitch in Cents, which at present is 00. It all looks
like this: KEY C3 = E3 AND 00 CENTS. (Please refer back to
Part 1 of this article if any of this terminology seems un-
familiar.)

To effect a small relative detuning between notes (or against
notes) — again, we'll call it micro or fine tuning, the value for
the Playback Pitch in cents or CENTS must be altered. We can
work within its programmable range of 00 to 99 CENTS. I've
found the fine tune, or microtune values work best between 03
CENTS, which elicits almost no detuning, to about 17 or 18
CENTS, causing a much more noticeable change in note/
tuning relationships. You can assign CENTS values almost at
random within this range.

So, if KEY C3 = E3, then CENTS can equal any value
between 03 and 18. I do recommend, though, that no two adja-
cent CENTS values be the same. You'll have to program this
CENTS value on the Edit Pitch-Table page for every note in
ALTOSAXSECT’s range: C3 thru B4. The payoff here is that
you'll end up with much more realistic horns.

We're not quite finished with poor ALTOSAXSECT yet! First,
find a preset location in RAM. Then, in Sounds mode, double-
click the soft button above “ALTOSAXSECT.” Its underline
flashes. Go back and click the Presets button: the original
preset now reads: * — EDITED — *. Click Presets again. The
display indicates that ALTOSAXSECT can now be part of a
trio of programs (or, rather, program locations) that form the




preset. Press the soft button under * WRITE *. Hit the Preset
button once more and hold it. (Notice the flashing SAVE)
Save the preset by pressing the soft button over * — EDITED
— * ...and that’s it. (The other two programs which reside in
the preset don’t matter: we'll change them later.)

Now that ALTOSAXSECT resides safely in a preset... its final
resting place... we can audibly bury it. In Track Parameters,
press the Key Zone Velocity button twice. This will bring up
the Velocity Range page. (Make sure “ALTOSAXSECT” is
underlined and that its underline doesn’t blink.)

Each of the paired values under the program cover a range
from 000 to 127. The first number of the pair represents an LO
velocity range or hard keystrike while the second value repre-
sents a Hl range, generating sound with softer keystrokes. We
want ALTOSAXSECT to emerge only through very hard
velocity or keystrokes. (Using the corresponding soft button,
we can go back and forth between the LO and HI values). Set
the first or LO value to some number between 105 and 127.
You'll have to hit the keys hard to bring out the ALTOSAX-
SECT. (Those with more tender fingers can lighten things a bit
on the Velocity Sensitivity page.) If we like, we can use
another program over ALTOSAXSECT; maybe one that
responds to saner velocities. (Hmmm)

But, now, it’s time to program yet another “section.” This one
will use Tenor Sax waves. (The Tenor Sax waves “cut”
through a little bit more effectively. They seem harder and
more raspy in timbre.) Naturally, we’ll have to call it
“TENRSAXSECT”! Like the venerable ALTOSAXSECT, it’ll
use three voices (on each key) and the Custom Pitch Table.
Unlike ALTOSAXSECT, it’s only going to cover one octave.
Furthermore, its resulting “chord” will not be a 7th or a 9th but
a... 13th! How do we conjure up TENRSAXSECT? Like we
invented the ALTOSAXSECT which went before it, Begin by
following all the steps outlined in last month’s installment
(Issue #109). Then continue your journey right through the
setting of the Velocity Ranges in the preceding paragraph.
There will only be a few differences in TENRSAXSECT: 1)
The TENRSAXSECT octave spans from CS5 thru BS; that's
pretty high for a saxophone section. On the Pitch Page drop all
3 voices to OCTAVE= -2, 2) The fixed interval between
voices 1 and 3 will be a Major 7th this time around. Go to the
Pitch Page again, this time for voice 3. Let SEMITONE=
+11... and 3) The Custom Pitch Table Source Key and
Playback Pitch values (as they're shown in the Edit Pitch
Table display will be as follows; C5 = F5+, C5+ =G5, D5 =
G5+, D5+ = A5, E5 = A5+, F5 = BS, F5+ = C6, G5 = C5+,
G5+ = D6, A5 = D6+, A5+ = E6 and BS = F6. If you’ve kept
track of all the steps plus these changes, by now, you should
have a TENRSAXSECT nicely buried in the preset.

Finally, there’s room for one more program in our preset. Let’s
see, we’'ve got just three octaves of ALTOSAXSECT and
TENRSAXSECT ...and they only sound if we slam the keys.

In effect (at more “functional” velocities), we've got 76 silent
keys. We sure do need something. As was mentioned earlier, a
full, funky bass horn (that provides a counterpoint to our sec-
tions) and a nice, bright solo sax won’t be 10 awfully hard to
come by,

To construct the “BAS+SOLOSAX,” (our last program name)
we're going to need 5 voices. Yup, 5 voices. The question of
whether or not to use the extra voice in a program instead of
the Custom Pitch Table will crop up from time to time. We've
just got to examine our program goal in order 1o make a sound
decision, BAS+SOLOSAX won't be using the Custom Pitch
Table for microtuning. For this program to sound “beefy”
enough in the bass, it needs the extra, or Sth voice. BAS+
SOLOSAX could be built around the ROM TENOR-SAX pro-
gram, but, we’ve already borrowed that one for TENSAX-
SECT. Use BARI-SAX in its place. You'll just have to raise
the voices by an octave. While working on our two earlier ef-
forts, we found that most of the default parameter values work
quite nicely. BAS+SOLOSAX is a split program. First the
Solo Sax:

Using the TENOR-SAX factory program, press the Select
Voice button to view the Select Voice display. Un-mute the
second TENOR-SAX voice by clicking its soft button. Press
the Wave button. Select SOPRN-SAX from the wave list in the
display. Go back 1o the Select Voice Page: you'll see SOPRN-
SAX is now the second voice. Press the Pitch Mods button to
get onto voice 2's Pitch Mods page. Creale a detune effect
using Envelope 1. Set ENV1 to +01. Also, adjust MODAMT
to +30. Hit the Output button. On voice 2's Output page let
VOL = +04 DB.

For voices 1 and 2, set the Solo Sax keyrange on the Output
page: KBD — SCALE = ZON and LO/HI KEY is set to C4 —
G7.

Setting up the Bass Sax is easy. Un-mute Tenor Sax voices 3
and 4 in the Select Voice display. On the Wave display for
voice 3, change the Wave Class parameter to WAVEFORM,
Then, select the Wave Name SAW-WAVE 1. Then detune it
slightly, On voice 3's Pitch Page, let FINE = +11. Un-mute
voice 5. On its Pitch Page, drop OCTAVE to -1. Lastly, for
voices 3, 4 and 5, set their keyranges on the Output Page:
KBD — SCALE = ZON with LO/HI KEY set to E1 — B3.
You can balance to taste on this page using the VOL para-
meter....And, there you have... BAS+SOLOSAX. Add this pro-
gram to the preset, and you're, as they say in Steakville...
done, Oh,.., what shall we name our preset? How about
“CUSTSAXTABL™?

Well, what do you think? Are we going to dream about Cus-
tom Pitch Tables tonight? Is everybody all saxed out by now?
Probably so, on both counts! With programming options like
the Custom Pitch Table, it opens up new pathways to sound
design. All we have to do... is choose to take them, wm




Fresh Grooves From the Digital

Kitchen

For: ASR-10, EPSs.

Product: Definitive Grooves CD.

Price: $79.95.

From: Eye & I Productions, 930 Jungfrau Court, Milpitas, CA 05035,
Phone: 1-800-726-7664.

Hip-hop is very much a sampling artform. Whether of in-
strumental lines, sound effects or even whole rhythm tracks,
samples have become an integral part of the modern hip-hop
sound. Many times these samples are lifted from albums,
movies or other copyrighted sources, sources that must be
credited and/or paid a set royalty if the sound is to be used
commercially in your work. Many times this can lead to a
confusing tangle of legal hassles and vague regulations, all of
which can prove frustrating to the average musician or pro-
ducer who would rather be spending their time making music
than sitting in a room negotiating with a bunch of lawyers. If
only someone would create a pool of hip-hop beats and sound
effects that could be sampled and used in any way you see fit,
without having to wade through all that legal muck!

This is the thought behind Eye & I/Voice Crystal’s new
“Definitive Grooves” sampling CD. Brewed up in the Digital
Kitchen by producer Nate Goyer, the CD contains a collec-
tion of 99 brand new, completely original hip-hop break beats
along with drum sounds, DJ scratches, horn hits, blurbs and
drones, vocal and sound effects and basses.

The CD kicks off with the 99 rhythm loops, arranged in
groups of five loops per track. While it would have been nice
to see each loop get its own track number, this would have
topped out the track capacity of the CD, so the compromise is
understandable. Each loop plays only once, with most being
about two bars long, though there are also some one- and
four-bar loops thrown in. Also included is an extra downbeat
at the end of each loop. This is so that when beats are sam-
pled and flipped backwards they will still maintain a normal
bass-snare-bass-snare pattern. This is a thoughtful feature to
be included, but it means that, whether you plan to use the
loops forward or backwards, you are going to have to go in-
side your sampler and perform a bit of surgery to remove that
extra beat if you want to get them to loop properly (unless, of
course, you like your hip-hop in 5/4). This can become more
than just a minor inconvenience, especially if you don’t have
a whole lot of time on your hands.

As far as the quality of the beats goes, though, they are hll
very good, showcasing a wide variety of different flavors and
styles. Most of the beats fit solidly into the hip-hop/rap/R+B
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category with a bassy, heavily compressed sound that’s suited
mainly to hardcore styles rather than softer pop-type music.
Made up mostly of just bass, snare, hi-hat and maybe some
additional percussive sounds or audio effects, they are in-
tended mainly to serve as foundations for building up denser
grooves and rhythm tracks. Some are sparse and would work
best under vocals or in instrumental backing tracks, while
others are more busy and better suited for breaks or fills.
Many of the loops sound noticeably effected, with some
slight chorusing, phase shifting, flanging or reverb added.
Since many hip-hop drum sounds are very dependent on ef-
fects, this is not a big problem except with the reverbs; many
of them have fairly long decays which are abruptly cut off at
the end of the loop. This may or may not cause a problem
depending on how you string together your samples. You
may have to add some effects of your own to the samples in
order to maintain their continuity.

Also noticeable on many of the tracks is a bit of noise, prob-
ably from some of the older analog equipment used. This is
not necessarily a bad thing, especially in hardcore styles that
tend to benefit from a bit of dirt. But if you prefer audio clar-
ity to sonic authenticity, you may have to draw up some kind
of a compromise. Basically, with such a large number and
diversity of different styles, you shouldn’t have too much of a
problem finding a loop that suits your particular needs.

Loops are listed in the CD’s liner notes by number only, with
no clue given as to style or potential uses — they seem to just
be thrown together into random, uncategorized bunches. This
can make it kind of hard to remember which loops would
work best in a particular song if all you have to go by is
numbers. Though it may sacrifice some degree of creative
flexibility on the part of the user, it might have been more
convenient if loops were categorized according to style or
name. Thankfully, tempo markings and bar lengths are listed,
a common courtesy overlooked on many commercial sam-
pling CD’s.

The rhythm loops are followed by a collection of bass drum
(51 of 'em!), snare (52) and hi-hat samples (25 closed and 14
open). Like the loops, the power of these sounds lies in the
variety and sheer number of options available. Both synth
and acoustic sounds are represented, covering everything
from rumbling subterranean kicks to short analog squawks.
Noticeably absent are any kind of TR-808 or other popular
drum machine sounds — all of the sounds featured were
created from scratch. This offers a potential breath of fresh
air to those who have grown tired of hearing the same old
808 cliches being recycled over and over on countless hip-




hop/dance tracks nowadays. Also absent are ride cymbals and
any other kind of miscellaneous percussion instruments; the
sounds provided are strictly bass, snare, hi-hat and nothing
else. This kind of specialization is great if you need a large
variety of sounds with which to build a good foundation to
your rhythm tracks, but if you need more, then you're going
to have to look to another source.

Each sound plays twice, with each hit lying a couple of
seconds apart. This way, you can set the levels on your
sampler’s input meter the first time around and then do the
actual sampling on the repeated hit. The only complaint about
these sounds is in the way that they’re arranged: They are
thrown in groups of eight to ten on a track and are listed in
the liner notes by number only. If you like a particular sound
at the end of a track you’re going to have to search through a
bunch of other sounds in order to get to it. Luckily, track
lengths are usually kept to under a minute.

Next up is a series of turntable scratches provided by session
DJ, Pimp D. In addition to a bunch of scratches on bass, snare
and hi-hat sounds, there are also manipulated phrases, sound
effects and musical hits. While there is no way they can
completely replace a live DJ, these samples should be able to
provide excellent spice and fills for your average sequenced
rhythm tracks. And by splicing and dicing them to taste, you
should even be able to create fairly convincing solos. Many
of the scratches are very rhythmic, but they weren’t done to a
click so there are no tempo marks listed, making it potentially
more difficult to match them to a specific track. There are
also slight, though noticeable, rhythmic fluctuations within
the samples. Scratches play only once and are arranged in
groups of 8 to 10 per track. Unlike loops and drum sounds,
though, they are given descriptive names, as well as numbers,
in the liner notes.

After the scratches is a small collection horn and orchestra
hits. The horn sounds (listed in the notes as blurbs, hits and
drones) include single-note hits, short riffs and falloffs. All of
the sounds are obviously synthesized, severely limiting their
usefulness in hip-hop music, which usually uses sampled
horn hits from real R+B tracks. Especially puzzling is the fact
that, though none of the sounds are realistic enough to fool
anybody, most of them have sampled vinyl pops and sizzles
overdubbed onto them. You may be able to find some kind of
use for them in your music, but James Brown it ain’t, Slightly
better are the orchestra hits, many of which are actually real
orchestra samples, albeit second-hand ones. Neglected in the
liners is any clue to which key the samples are being played
in, $0 it’s up to you to figure this out.

The vocal sound effects are much more useful and include
talk box hits and melodies, vocoded melodies, blurbs, phrases
and numbers, speech synthesized numbers and phrases (in
English, Spanish and Japanese), and so-called “Ball-Z"” num-
bers and phrases, which are basically pitch shifted downward
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for a sinister effect. The speech synthesized sounds are
played straight, and many of the phrases convey an almost
comical lack of soul, which may be useful in some situations.
The sounds are given descriptive names in the liners, but no
keys are given for the melodic phrases.

Also included with the vocal FX is a collection of 13 “Sexual
Female Moans,” consisting of various sounds and phrases
that unfortunately can’t be reprinted in a family magazine.
You may find this either amusing or offensive depending on
your particular views, and I would subtract political correct-
ness points if it were not for the fact that these kinds of
sounds are widely in demand in hip-hop music.

The CD is topped off by a collection of raw analog sine,
pulse and triangle waves and a handful of “synth” and “rave”
bass sounds. The analog waves are provided in a variety of
different frequency bandwidths and added amounts of filter
resonance. These raw waves can be sampled and manipulated
to create an endless variety of different analog-type bass,
drone and melodic sounds, and next to the drum samples,
may be some of the most useful sounds on the CD. The bas-
ses are unspectacular but very solid and useful and distinctly
analog in nature. Many of them display a good bit of sonic
animation, but are always allowed to decay to a relatively
static state before they cut off, making it easier to find a good
loop point when sampled. All of the bass and waveform
sounds play on the pitches of either D2 or D3, listed in the
notes as “low” or “hi,” respectively.

Overall, if you are a producer of rap or R+B music whose
style leans toward the hardcore and you need a good, com-
prehensive set of rhythm loops, basic percussion sounds, DJ
scratches and other sound effects rather than exotic percus-
sion or melodic sounds, then the “Definitive Grooves” CD, at
a price of $79.95 a pop (considerably less than the $100+ that
many sampling CD’s retail for), is a good deal. You must,
however, be prepared to do some slicing and dicing of the
rhythm loop samples before you’re able to loop them, a fact
that may be a major detracting point to some. If you need
sounds that are geared more toward house and techno styles,
or you're in search of a greater range of categories and genres
than such a specialized CD offers, then you should probably
shop around for another source. But if you're looking for a
solid foundation on which to build your hip-hop tracks, then
“Definitive Grooves” certainly lives up to its name. ws

Missing or Damaged Issues?

Every month we mail out thousands of issues 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 replace-
ment 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.)




Part 2

A long time ago in Part 1 (July '92), I described the charac-
teristics of various types of microphones. Most of the types
(especially Dynamic and Condenser), are widely in use today.
I also gave you an overview of how angles and distance apply
to changing the sound of the recorded item. These changes
(Axis and Proximity) can be used to modify, enhance or even
distort your sampling project. If you haven’t read Part 1,1
suggest you do so, since most of the ideas we’ll be using here
are explained in the information laid out in that article. In this
Part 2, there'll be a little hands-on application of what we’ve
been discussing. This best way I know is with some general
guidelines, followed by a few examples.

Guideline #1: Always use large diaphragm mics for loud
items. The reason is that small diaphragm types usually tend
to distort (overload) at high volume levels. Items that I would
consider loud might be Kick bass drums, electric guitars, or
(sometimes) even vocals. There are exceptions 1o the rule, like
how an SM-57 often sounds good on a distortion guitar amp.
The SM-57 is a small diaphragm mic, but it usually does
handle the volume well. If you have a large diaphragm type,
like a E.V. RE-20 or Sennenheiser 421, it’s usually a safer bet
in loud situations.

Guideline #2 : If you have to use lots of equalization to get
the right tone (or sound), then you probably have the wrong
mic or the wrong positioning. If your collection is limited and
you don’t have other mics to try, then apply the rules about
proximity and axis to affect the sound. For example... let's say
you're sampling a piano (multi-sampling would of course be
more accurate), and the sound is too thin or tinny. Try a dif-
ferent mic, but if that’s not available (or doesn’t help), then
start moving the mic around. The closer you get, the more
bass you should start to hear. Also the axis will affect the
tone, so make sure that the angle is straight enough to the
string being sampled to get the fullness of the sound. The op-
posite also works, If the sound is too bassy, then you might
try backing off the mic a couple inches from the string to add
more treble. Be careful with this, since the farther away you
place the mic, the more ambience you start 10 include. If you
have an EPS-16 or ASR-10, you might not want any ambience
since you can easily add various reverb styles later in the ef-
fects processing. On the other hand if you have an original
EPS or a Mirage, than a little ambience might be just the thing
to give some life to a sterile sound.

Guideline #3: For sounds with more high-end frequencies
often a condenser mic works best. Many of the current con-
denser mics will pick up frequencies as high as 20,000 Hz.
This allows your sample to retain all those rich upper har-
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monics of things like violins, cymbals, and wind-chimes.
Keep in mind that when those high frequencies are going into
your sampler, you will have to make sure your sample rate is
more than double the potential top frequency or you'll get
sampling noise. This is usually referred to as aliasing noise. If
you’re using a good condenser mic, and sampling a crash
cymbal, you'll probably want to set your sample rate at
44.1kHz (or higher). After the sample is recorded, and it is
sounding fine, you can always conserveé memory by convert-
ing the sampling rate downward. Do this until you start to
hear undesirable qualities in the sound. These qualities might
be distortion or simply too much loss of high end brightness.

By understanding that usually a dynamic (or ribbon) mic has
lower frequency response, you can use your mic selection like
a high-frequency filter to help you in creating a mellower
sound for your sample. This may also help conserve memory.
Here’s how. If you pick a dynamic mic with a 14,000 Hz top
frequency, we can now set our sample rate at 29kHz. This will
cut our memory usage greatly. Certainly the sound won’t be
as bright, but most cassette tape machines only go up to about
15k or 16k anyway, and a good sounding 15k cymbal is
usually sufficient for most situations. Keep in mind that all
microphones vary in frequency response ratings, s0 make sure
you buy and use the right type for the sampling you plan to
do.

Talking about tape machines, I promised to try and make a
quick mention how they could enhance your microphone sam-
pling projects. It’s very simple, by saving you time and effort
and adding control! Setting up the sampling program for each
sample (even in the ASR-10 like I have) takes a while. If
you're sampling a drum kit or each string on an acoustic
guitar, your musician friend will do lots of sitting and waiting.
Each hit, (or note) has to be played... sampled... checked...
looped (if necessary)... and then you have to set the keyboard
to get ready for the next sample! If you progress at a similar
pace to mine, then each individual sample takes 2 t0 5
minutes, (More, if you're trying to make a good loop). You
and your friend could spend all afternoon just doing 1 or 2 in-
struments. If you have a good quality tape recorder (preferab-
ly reel to reel, or high end cassette with noise reduction), then
you can quickly acquire multiple hits (or strums). You can
pick from these later to assemble your complete sample in-
strument. Naturally, if you have access to a DAT (Digital
Audio Tape), machine this would of course be best for retain-
ing all the quality of the original sound with no added tape
noise. Even with using a tape recorder, you’ll still have just as
much work to do at the sampler, but you will have more
(repeatable) control over the sounds you are want 1o sample.




In many ways, sampling keyboards does with sounds what
computers do with data. By using some of these techniques
you'll be better at avoiding the GIGO syndrome.

Happy sampling. wm

Bio: Mike Castronovo owns a full time 16-track recording
studio called “Studio B." He has been a keyboardist since a
time near the Stone Age. Along with loving his wife Deb and
two daughters Lisa and Amy, he has a special place in his
heart for his ASR-10.
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Mixing Down SQ/KS Sequences

Part |

“Like a motorbike at a hot dog stand
Fender Stratocaster

Like the Dunkin' Donuis in Mattapan
Fender, Fender, Fender
Fender Stratocaster

There's something about that sound”

— Jonathan Richman

Not long ago, a friend of mine gave me a copy of his latest
all-instrumental album. After listening to it, I asked him how
much studio time he had spent. I was startled when he told
me only two or three hours. It turns out that he sequenced the
whole album at home on a single synthesizer, then recorded
the master tape by going direct from the synthesizer’s stereo
outputs to a DAT tape. All the effects processing I heard had
been done inside the synth itself!

The fact is that within your synthesizer is the equivalent of a
studio’s mixing board and effects processors, Sure, it’s a bit
simplified; your “mixer” is limited to volume and pan control
and you have but one effects processor, instead of having full
EQ control and access to a whole array of processors. How-
ever, one listen to the factory demos shows that the SQ/KS
synthesizers can create some impressive mixes with such
limited resources. In this article we will examine exactly how
mixes are put together in pro studios and how we can use the
same techniques on our sequences.

Psychoacoustics

Sometimes it’s easy to forget that when we listen to a record-
ing, we are not listening to a live performance. What we are
hearing is an illusion of a live performance. It can be a very
powerful illusion; when we hear tons of reverb immediately
our brains start thinking of cathedrals and caverns. The study
of how our brains associate a sound with a spatial location is
called psychoacoustics.

For instance, if we are listening over headphones to a syn-
thetically generated sound processed with reverb, the real
acoustic space is simply the earcups of the headphones, but
the perceived space is something much different. Our brains
use many audio clues in order to create the perception of
space. Despite having only two ears, we can determine
whether a sound is in front of us or behind us, to the left or to
the right, above or below.

The trick of a successful mix is to manipulate the audio clues
so as to give a sense of a particular space. This becomes ex-
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tremely important with electronically generated sounds, since
we usually record them direct to tape. In effect, the “source”
of the sound becomes the loudspeakers of the playback sys-
tem. The term “soundstage” is commonly used to describe the
space a listener perceives when listening to a stereo system.

Tools of the Trade

There are three factors which control how a sound is located
in the soundstage: volume, panning and amount of reverbera-
tion. In general, the louder a sound is in volume, the closer it
seems to be to the listener. The more reverb that is applied to
the sound, the farther back in space it appears to be. Finally,
panning locates the sound to the left or right of the listener.

The volume and panning of a given instrumental track in the
mix is under the control of the sequencer, while the reverb is
under control of the effects processor. By manipulating these,
we can theoretically locate a given track anywhere between
the two speakers and as far back behind the plane of the
speakers as we would like. The limitation of a stereo system
is that we cannot control the vertical dimensions, nor can we
move sounds forward of the two speakers (unlike Quadra-
phonic and Dolby Surround systems which add loudspeakers
to the rear of the listener).

Go Left and You’ll Be Right

The first thing to consider when setting up the mix is how we
want to lay out the tracks across the soundstage. We can con-
trol the panning of a track in two ways, either use the panning
programmed into the patch (by selecting SOUND as the pan
setting on the track) or manually setting a pan location for the
track. There is a difference between the two methods, for
while at the patch level each voice may have its own pan
position, at the track level all voices are panned to the same
location,

Some patches use voice panning to good effect; a good ex-
ample is the factory patch String Section, which pans two
detuned voices hard left and right to create a wide, animated
stereo image. The same patch sounds much smaller when
both voices are panned to the same point. Drum kits also
make use of voice panning to create a stereo image.

If we want to retain the stereo spread of a patch as well as
want it centered in the mix, choosing SOUND at the track
level is appropriate. If we do not want the sound 10 be cen-
tered, but we still want some spread, we can still choose
SOUND at the patch level, but we will need to edit the patch




itself to modify the pan parameters. For all other patches
(those using only one voice, or not taking advantage of voice
panning), we will choose the pan location at the track level.

When choosing where to locate each track between the
speakers, there are some good starting points to work from.
First, if we are using bass and drums, these normally lie right
in the center of the mix. Pads are also usually centered, al-
though if we are using more than one pad, spreading them
symmetrically around the center can work as well. Tracks for
solo parts may be located anywhere, although symmetry
should be kept in mind. For example, if there are three solo
parts, having all three appear all the way to the left sounds
strange. Having one in the center, and the other two spaced
symmetrically around the center usually sounds good.

It may be easier to “design” the soundstage if we actually
draw a picture of it out on paper. This helps to identify areas
in the soundstage. The picture should appear relatively
balanced and symmetrical. If each track has a unique pan
location, then the sounds will not seem to cover each other
up. Since the sequencer has only sixteen tracks, and there are
fifteen possible pan locations at the track level, this is easy to
accomplish. In most cases, tracks should not be panned all
the way to the left or to the right, since this tends to sound
unnatural, especially in headphones.

in Deep

We have now placed all the tracks of the sequence along the
left-right plane, so we can turn our attention to adding the
illusion of depth to our mix. This is done with the use of
reverb and volume control.,

Imagine we are in a large cave. If we listen to a sound located
at various distances from us, we will notice that the closer the
sound is, the louder it will be and the ratio of direct sound to
reverberant sound will be high. In general, to make a track
appear to be more forward in the mix, it should be louder and
have less reverb applied.

We can have three levels of reverb on a track; dry (no reverb
at all) and whatever levels we choose for the FX1 and FX2
busses. If we have access to an external reverb processor, it’s
possible to put some additional reverb on the full mix, so that
tracks assigned to the DRY bus get some reverb as well. At
this point, we can choose how far back in the soundstage we
would like tracks assigned to each of the busses to appear.

The rules of thumb here are similar to those for panning, If
we use bass and drums, these should have relatively little
reverb applied. Solo parts usually shouldn’t have a lot of
reverb applied either. Pads and background parts should
receive the most reverb. When any track is heard by itself, it
should sound like there is a bit too much reverb; in the mix,
some of the reverb will be masked.

One side effect of using a lot of reverb is that sounds seem to
move closer to the center of the soundstage as the amount of
reverb is increased. The feed to the effects processor is
monaural, so the level sent into the processor is independent
of the pan position. The output of the processor is stereo, but
feeds equal signal levels into each of the two channels. A
track that is panned hard to one side will appear to move
towards the center as the reverb amount is increased because
more signal will be fed into the opposite channel. -

The Low Frequency Decay parameter (which is only avail-
able in the HALL, CONCERT and ROOM reverbs) becomes
useful if the reverb sounds too muddy. Higher settings cause
the low frequencies to die out more quickly. If there is a lot
of low frequency content in the sequence, increasing the level
of this parameter can “open up” the sound more easily than
trying to increase the level of the HF Bandwidth. It’s espe-
cially useful to use this technique when using massive
amounts of reverb in pop music where there is heavy bass
and drums.

The multi-effect algorithms include reverb in combination
with one or more other effects. Since the effects processor
has more work to do, the amount of control we have over the
reverb is much less. First off, there is no choice of algor-
ithms. The sound is closer to the CONCERT and HALL al-
gorithms than the ROOM or WARM CHAMBER. The only
parameters available are the Decay Time and HF Damping.
This gives us considerably less flexibility in crafting the
soundstage. Probably the biggest loss is the Low Frequency
Decay parameter, which is no longer available for removing
mud from the reverb.

Most SQ/KS patches that emulate acoustic instruments do not
use chorus, flanging or phasing, so we can take advantage of
the reverb-only algorithms in sequences that use only these
sounds. Most synthetic sounding patches do make use of one
of the multi-effect algorithms, so we will be more limited in
the control of the reverb sound when sequencing with these
patches.

Well, we have to stop here for now. The secret of a good mix
starts with creating the soundstage. We’'ve seen how we can
use the sequencer and effects processor to manipulate the
aural clues for the listener. In Part II, we’ll learn how to
choose a compromise effect for our sequence and look at
some of the fine points of using the reverb and distortion ef-
fects on multiple tracks. wa

Bio: Brian Rost has been spotted around the Boston area
playing cajun/zydeco bass with Swamptone recording artists
Gator Bait. He still is trying to get their accordionist to go
MIDI,



Puiting the DP/4 To Work

Part Il — Rhythm Tracks

There is a famous thought experiment about the nature of
change and reality, a variation of which goes as follows:
After the battle of Trafalgar, Admiral Nelson’s flagship, the
HMS Victory, is moored at the harbor in Portsmouth and
turned into a tourist attraction. The boat, being wooden, suf-
fers in the elements. Occasionally, a plank rots and must be
replaced with a new piece. After several centuries of upkeep,
every piece of wood from the original boat is replaced; some
planks below the water-line are replaced multiple times. The
sign over the entrance to the ship still reads “HMS Victory.”
But is it? Is it really still Nelson’s flagship?

The philosophers can debate whether the boat s or is not Nel-
son’s ship, and if not, when exactly it stopped being so. One
fact is apparent though: The original construction of the Vic-
tory was incredibly important in determining the shape,
quality, and structure of the actual ship (whatever it may be)
currently moored in Portsmouth Harbor. Assuming the crafts-
men who replaced her various parts were skillful, the Victory
one visits today should be true in spirit and form to the ship
launched from the Manchester dry-docks some 300 years ago.

The basic rhythm tracks recorded as the first step in a typical
recording project are a lot like the original Viclory. Though
every part may be replaced by overdubs, the original tracks
live on in the finished recording. If the tempo of the original
tracks wandered, the tempo in the final piece will wander; if
the tuning was off, later performances will suffer. And if the
original tracks were uninspired, subsequent performers will
find it hard to deliver inspired performances of their own.
Without going overboard, it pays to invest some time up-
front to make our initial scratch tracks as exciting as possible.
This investment will pay off in quality overdubs down the
road.

Several installments ago (Issue #105), we set up the DP/4 for
rhythm tracking: we calibrated levels, wired it into our sys-
tem, and built the necessary Config patch. We then used two
of the DP/4s’ processing units to apply chorus and delay to
individual parts in our song, a mini version of the mix-down
process. This month, we want (0 “punch-up” the song. To do
this, we’ll approximate the work done by a mastering engi-
neer, using signal processing — compression, equalization,
and enhancement — to add presence and sizzle to our tracks.

Let’s start with compression. To hear the compressor without
any other signal processing, bypass Unit D by pressing its
Unit Button twice. Now press Unit Button C and then the
EDIT button. Scroll to algorithm #83, “EQ-Compressor.”
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Compressors are incredibly versatile and can be used for
everything from removing excessive sibilance from vocals to
automatically lowering a music track when a DJ begins to
speak. They also excel at our goal — adding punch to final
mixes — and are used heavily by mastering engineers and
radio stations to that end. In pop music, compression has be-
come an effect itself; the silky smooth texture of radio-ready
pop is due in part to judicious use of compression at all
stages of the recording project, from tracking to mastering.

To apply compression to our entire mix, patch Units C and D
inline with your mixer’s main outputs (refer to Issue #105 for
step-by-step patching instructions) and leave the MIX para-
meter set to 99. Since group CD is the final output stage
before tape, we want to keep levels hot; increase VOLUME
to 99. Set COMPRESSOR GAIN to 0.

The next two parameters comprise the guts of any compres-
sor: the compression ratio and threshold. The compression
ratio is expressed as, you guessed it, a ratio. Compression
ratios on the DP/4 range from 1.1:1 to infinity. A ratio of 4:1,
to take a typical setting, will compress the processed signal
such that a level increase of 4db at the input will be reduced
to a 1db level increase at the output. (A compression ratio of
1:1, then, applies no compression; a ratio of infinity turns a
compressor into a brick-wall limiter.) The second parameter,
the threshold, draws a line in the audio sand. Signals that
remain behind the line are unaffected. Signals that cross the
line, however, are compressed according to the compression
ratio. If the threshold is set relatively low, virtually the entire
input signal will be compressed. Conversely, if the threshold
is set very high, only peaks in signal level will be com-
pressed.

To set these two parameters, start with the compression ratio
and then use your ears to set the threshold. We can set the
ratio by first thinking about our musical goals. Are we trying
to prevent a digital multitrack from clipping? In that case, we
want a high ratio to keep all peaks below the clipping
threshold. Are we trying to help an uneven vocal performance
stay afloat in the mix? Then a low ratio that won’t destroy the
singer’s natural dynamics is called for. In the case at hand,
we want to increase the energy level of an entire song by
squashing the loudest and quietest parts closer together; a
modest ratio of “3:1” works well for that task. Now, with
your song playing, use the jog-wheel to slowly increase the
threshold, starting from “0.” Listen closely to your music. At
some point, you will begin to hear the output level of your
song decrease. The ideal threshold level lies in the region




where the compressed audio just begins to dip in volume,
Depending on your input levels, you will probably find this
region lying around 20db.

Scroll ahead one parameter. A simulated LED display shows
the gain reduction applied by the compressor. If you used the
above procedure and your ears aren’t blo wn, you will probab-
ly see signal peaks being reduced by 3-5db.

The compressor’s character is determined by the next two
parameters: attack and release times. The attack time deter-
mines how quickly the compressor acts once a signal crosses
the threshold. It should be set slow enough to allow instru-
ment transients to pass through relatively uncompressed but
fast enough to catch the body of the sound. Proper settings
for this parameter depend heavil y on source material. A snare
drum (with a quick transient and short sound envelope) needs
different handling than a saxophone (with a slow transient
and a long envelope). Try a setting of 10ms on song mixes.
The release time determines how long the compressor
remains active after the input signal drops below the thres-
hold. Set the release time too fast. and an annoying pumping
action will be heard as the compressor releases loud signals
prematurely; set it too slow, and the compressor will still be
active when the next attack transient materializes. A setting
of 50ms yields good results when compressing a mix.

The next three parameters control a built-in noise gate. For a
song mix, we basically want the gate to stay completely out
of the way, that is, open. Unless your song has unusually
quiet bits, the default settings for the gate parameters should
work fine,

We are now ready to apply equalization. Speaker designers
have known for years that music “sounds better” with the
bottom and top-ends boosted and have designed their con-
sumer speakers to oblige. The “loudness” button found on
most home-amplifiers performs a similar function. The DP/4
doesn’t come with a loudness switch, but we can give our
music a similar boost via the EQ section of the EQ-Com-
pressor algorithm. For some serious punch without mud, try
boosting bass frequencies in the range of 80Hz by about 6db.
To add presence, try boosting mid-range frequencies in the
range of 6kHz by 6db. Use the DP/4’s “compare” feature to
hear your song with and without the EQ-Compressor algo-
rithm,

Before strapping on the headphones for overdubs, there is
one final step we can take to really give our tracks some siz-
zle. Despite its name, the DP/4’s Van Der Pol filter is an ex-
citing algorithm. More accurately, it is an “exciter”
algorithm. In a nutshell, an exciter adds high-frequency dis-
tortion to a signal. (Remember, distortion is any artifact not
present in the original signal.) The resulting output, even
though distorted, displays greater ransparency and sparkle.
Overuse, however, results in harsh, tinny tones. A word of
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warning: this particular algorithm is addictive. Your ears will
quickly adjust to the excited signal. Give your ears a break
and re-check your mix before printing to tape or you may be
stuck with shrill, brittle recordings.

Press Unit Button D to reactivate it and press the EDIT but-
ton. Scroll to parameter #89, “Van Der Pol Filter.” This algo-
rithm works by isolating a portion of the input signal via a
bandpass filter, generating high-frequency overtones based
on the filtered signal, and then recombining the processed
and dry signals. The amount of processed signal is controlled
by the MIX parameter. Start conservatively; try a setting of
22. Leave the VOLUME parameter set to 99,

The next two parameters define the width of the bandpass fil-
ter. Most of the body of your song probably resides in the fre-
quencies below 5kHz. Try increasing HIGHpASS FC to
4000. Leave LOWPASS FC set to 16. Since a highpass and
lowpass filter in series cause a drop in level, it’s necessary to
boost the filtered signal level somewhat. Too large a boost,
however, will lead to annoying, grainy distortion, Try a set-
ting of +15 for the FILTER GAIN parameter,

At this point, our flat and lifeless scratch sequence should be
spacious and punchy, ready to inspire some great overdub
performances. Unless you don’t mind waiting for your se-
quencer to synch up to your multitrack every time you press
the record button, it is helpful to record the scratch sequence
to two tracks of your multitrack. (Don’t forget to record a
two-bar count-off.) These tracks can then be monitored as
guide tracks during overdubbing. This step marks your final
opportunity to change song structure and tempo: Once you
Start committing performances to tape, you are locked into
your song arrangement, just as the builders of the Victory
were locked into a final hull design once they set her keel,

With a pumped-up set of guide tracks on lape, we are ready
L0 turn our attention to the real task at hand: recording a killer
song. Just as a ship is carefully built, plank by plank, a good
recording is built performance by performance. Hi gh quality
workmanship and materials are required in both cases. And,
of course, state-of-the-art tools. As we will see, the DP/4 pro-
vides a veritable tool chest in two rack-spaces. mm

Bio: Michael Harvey earns
his living as the Business
Manager for Consumer Pro-
ducts for Microsoft Sweden.
He spends his living on
grown-up toys from Ensoniq
and other companies in the
military-industrial-musical
complex.
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Performance Tips

“Welcome back, my friends, to the show that never ends.”
— Emerson, Lake, and Palmer

Ensoniq uses the slogan, “The Technology That Performs.”
For those of us who perform in front of audiences, this sounds
very appealing. To use an instrument produced by a company
that specializes in performance-oriented music equipment is to
put oneself one step ahead of those who don’t — the advan-
tage is presumably one of time and effort,

The only problem in actually making the best use of such an
instrument involves the fool behind the thing! So, being such,
I've accumulated a few tips up as a result of performing “out”
at a variety of places. Like they say, wisdom comes from ex-
perience. What follows is some of the pieces of wisdom that
I've picked up as result of experiencing the problems leading
up to them. Hopefully, this will provide you with an atmos-
phere of less tension and anxiety when you find yourself in
similar situations.

Tip #1: Always take more cords and adapters than you know
you’ll need. In fact, just take ’em all. Many of us have probab-
ly experienced that frantic running around for a Radio Shack

ten minutes before show time. To those who haven’t (yet) —
take heed and avoid it.

Tip #2: Check your equipment before you leave. Make sure
you have everything you’ll need packed and ready to go in the
vehicle before you hit the road. (Don’t forget those little minor
things like the amp...)

Tip #3: Get there early. This is especially true if you don’t
take your own sound system. There are too many reasons to
even begin to mention them here. Study the other tips and
you’ll figure out some of them.

Tip #4: Always do a sound check. You really need to do this to
set your initial volume levels and mix.

Tip #S: If you plan to edit sequence data before a performance
— and you know you’ve done it — make sure you get to
wherever you’re going early enough so you can take your time.
Speed-wizards like you and me who can run through a series
of SQ-1 ops in the blink of an eye sometimes get ahead of the
computer and end up with errors and lost data.

Tip #6: If you have an entire system that is based on MIDI, try
recording all of your static data (the material that stays exactly
the same every time) onto tape. For a few of my songs, I've
recorded umpteen tracks of sequencer data onto two tracks of
fast speed, four-track cassette with dbx, and mixed down to
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normal stereo with Dolby C and HX pro. Sound quality is
comparable to “live” sequencers. I leave out all of the perfor-
mance data (e.g., lead vocals, keyboard accompaniment, solo
instruments, and so on) so that we can perform along with the
tape. Obviously, some people subscribe to the popular belief
that this is the worst thing that any musician could ever do.
But, if it works, makes things easier, sounds just as good —
and you would have played it all from a sequencer anyway —
why not? Of course, this may not apply to full band situations.

Tip #7: If you use Tip #6 (and possibly even if you don’t),
take advantage of the SQ/KS preset. Set up all of the sounds
you will need for each particular song, give it the same name
as the song, and save the preset so that the first sound selected
is the first sound that you will need to play for that song. It
may even be easier for you if you place the first sound you
need on track i, the second on track 2, and so on. When you
change presets between songs, the computer will ask if you
wish to save changes. Press No and move on to the next preset.

Tip #8: If any of the programs you use are supposed to be
layered, try what I did: 1) place the layers under their base
programs according to track number (for example, if you layer
a sound with track 1, place it on track 5 directly below it). 2)
Save the preset. 3) When you come back to the preset you will
see what sounds you use for the layer so you can punch it in
when when you come to the part of the song that includes it.
Also, remember to lower the volume in the mix for both (or
all) of the sounds in the layer. Remember to test all layer
volumes by playing the entire sound along with the rest of the
song during a sound check. And, if you haven’t tried layering
— try it! It’s easy.

Tip #9: If you're going to be using layered sounds while per-
forming along with the sequencer (and even if you're not),
consider your polyphony at any given time. I usually only use
layered sounds over sections I have programmed ahead of time
to have as few instruments sounding off at the same time as
possible. Ask yourself questions like, “Can I conserve voices
Dby cutting down the voices in the layered (or unlayered)
programs themselves?” “Do I really need to have the brass
section playing three notes on count one?” “Do I really need to
play a layered sound during this part of the song?” Sometimes
having three extra voices available can really do the trick. It’s
certainly more natural than having voices stolen.

Tip #10: And finally, if you’re using synthesizers as well as
samplers, you need to either turn the synthesizers down or the
samplers up in volume. When I run my SQ-1 PLUS 32 and my
EPS-16 PLUS through the same mixer at the same time, the
SQ is much louder that the EPS. wm

L



SQ-1/2 & KS-32 Hackerpatch

Prog: HarpsiKeys

Jeffrey Rhoads

By: Dan Richards, Canton, OH

Notes: A nice keyboard patch. Not a harpsichord, but kinda a hybrid harpsichord/piano.

WAVE 1 E 3 LFO 1 2 3 AMP 1 2 3
Select Voice On on off LFO Speed 0 Initial 99
Wave Class ST.W MNoise Rate 0 Peak 89
Wave PnoVar Level 0 Break 75
Delay Time 0 Delay 0 Sustain 0
Wave Direction Forward MODSRC on Attack 0
Start Index 0 Wave Tri Decay 1 50
MODSCR Off Restart oft Decay 2 70
MODAMT 0 ARelease 30
Restrk Decay © FILTER 1 2 3 Vel-Level 26
Filter 1 2LP Vel-Attack 0
PITCH 1 | & 3 Filter 2 2LP Vel Curve Linear
Octave 0 FC1 Cutoft 0 Mode Norm
Semitone 0 ENV 2 +99 KBD Track 0
Fine 0 FC1 KBD 0
ENV1 0 MODSCR Ooff
LFO 0 MODAMT 0 OUTPUT L E 3
MODSCR on FC2 Cutolf 0 VoL 9
MODAMT 0 ENV2 +99 Boost ot
KBD Pich Track On FC2 KBD 0 Muninc Off
Glide o FCIMOD-FC2  Off Eg MT :
Glide Time 0 Scale
Key Range AOCS
Output Bus FX1
ENV1 1 s 3 ENV2 1 2 3 Priority Med
Initial Initial 99 Pan 0
Peak Peak 05 Vel window 0
Break Break as
Sustain Sustain 0 EFFECTS — CHORUS AND REVERB
Attack Attack 50 FX-1 25 FX-2 25
Decay 1 Decay 1 50 Decay time 20 HF Damping 0
Decay 2 Decay 2 75 Chorus Rate 20 Chorus Depth 22
Release Release 30 Chorus Center 50
Vel-Level Vel-Level 19 Feadback 0
Vel-Attack Vel-Attack 0 Chorus Level 48
Vel Curve Vel Curve Convex MOD (Dest) Decay
Mode Mode Norm BY (MODSRC)  Modwheel
KBD Track KBD Track 0 MODAMT +50

The Hack: I played this patch from the TS-12 directly
below my SQ-1. I think its piano keyboard is the best
weighted action I've played so I'll use it while building
sounds on the SQ-1+ — especially keyboard sounds. A Suit-
case Rhodes program from the TS was still sounding when I
auditioned “HarpsiKeys” — wait — that’s a really good mix.
Creating a second-voice Rhodes piano is a snap. In the Wave
page, turn on Voice 2. From the Expansion waveset, select
ELEC PIANO 1. You can use most of Voice 1’'s parameter
values for Voice 2 with the following exceptions: In the Out-
put page for Voicel (the original voice) set PAN to -42,
Same page for Voice 2; this time PAN can equal +42. Again,
on the Output page for Voice 2, adjust VOL to 90. For Voice
2, both Env2 and the Amp Envelope must be changed. In
both cases, you can use the PIANO DECAY default en-
velope. (While in the envelope pages, press Enter for the list
of preset envelopes.) I decided to let “HarpsiKeys™ emerge

over the Rhodes using velocity. If you decide to try this, ad-
just Voice 1’s velocity values, again, for both Env2 and the
Amp envelope. Those values are: LevV=72, AtckV=26 and
VelCurv=CONCAVE., These settings just reflect my pref’s —
you can detune, derive, deflate or demolish all you like with
the added voice!

Jeffrey Rhoads

Bio: Jeffrey Rhoads has been a key-
boardist/composer on the Philadel-
phia Jazz and R + B scene for a
period of time resembling forever.
He has an interest in cinema and
has developed some film courses.
Jeff still believes in magic and longs
for city lights.

Requests for particular patches are also very welcome.

Hackerpatch is intended to be a place where patch vendors can show their wares and musicians can share their goodies and impress their
friends. Once something’s published here, it's free for all. Please don't submit patches that
| commercial patches unless you have permission from the copyright owner. All submitted patches are subject to consideration for mutilation |
and comments by Sam Mims and Jeffrey Rhoads — our resident patch analysts. If you send in a patch, please include your phone number.

Em

you know to be minor tweaks of copyrighted
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SD & VFX Hackerpatch Sam Mims
SD & VFX Prog: CHORUS*B3

By: Roy Bertucci, Lafayeite, LA

NOTES: This organ sounds good in mono and even better in stereo. It was
modeled after the Korg C2 portable organ, and was developed using the effects for
movement and the LFO for the Leslie; the mod wheel controls the Leslie effect via
the LFO's panning and output modulations,

THE HACK: The organ sound is nice, but the overdriven output adds a rather
nasty crackling when several notes are played at once. Programmers should keep in

WAVES T 2 3 4 S 6
Wave OrganV3 OrganV3 Sinewave Sinewave
Wave Class Waveform Waveform Wavelorm Waveform
Delay 007 008 000 006
Start - - - -
1 2 3 4 5 5
SRC-2 Scale - -
SRC-2 Shape - - -
PITCH 1 2 3 4 5 6
Octave 0 0 +1 +1
Semitone 00 00 +07 +00
Fine 02 +02 +00 +02
Pitch Table System  System  System System
PITCH MODS 1 2 3 4 5 b
MODSRC Off Off Off Noise
MODAMT - - - +12
Glide None None None None
ENV1 +00 +00 +00 +00
LFOA +00 +01 +07 +04
FILTER 1 1 2 3 4 5 6
Mode LP3 LP3 LP3 LP3
Cutoff 127 127 122 068
KBD 00 00 00 -08
MODSRC Off Off Off Off
MODAMT - - - -
ENV?2 +00 +00 +89 +41
FILTER 2 1 2 3 4 9 6
Mode LP1 LP1 HP1 LP1
Cutoff a78 078 082 077
KBD +684 +64 +00 +66
MODSRC Timbr Timbr Off Timbr
MODAMT -35 35 - -37
ENV2 +48 +48 +00 +46
OUTPUT 1 2 3 4 5 6
VOL 82 99 40 a9
MODSRC LFO LFO Off Noiss
MODAMT +16 -16 - +22
KBD Scale +21 +02 +00 +00
LO/MI Key ____ OB .. A08T __ CoCr B dpgr . & ARREN -t
Dest Bus FX1 FX1 FX1 FX1
Pan a9 00 50 50
MODSRC LFO LFO Off LFO
hoDEOENNMT . . - a82 . e ks S |
Pre-Gain On Off Off Off
Voice Prior Med Med Med Lo
Vel Thresh +000 +000 +000 +000
LFO 1 2 3 4 5 6
Rate 18 18 20 28
MODSRC Wheel Wheal Whaael Off
MODAMT +50 +50 +50 -
| aval 75 75 00 00
MODSRC Off Wheael Off Off
| Delay _____ U I 6.4 5! | REL bl i Ban ¥ A s A
Waveshape Sine Triangle Triangle Triangle
Restart On On On Off
Nolse SRCRT 00 62 00 00
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mind that a YOL setting of 99 on the output page should normally
be used for a single-voiced sound. When other voices are added to
the mix, the VOL levels should be decreased 1o compensate. An
even more serious culprit is the Pre-Gain parameter. When PRE-
GAIN=ON, a VOL of 62 is equivalent to full volume with the
pre-gain off. Here, pre-gain is on for Voice 1, with the volume up to
82. So in Roy's four-voice patch, two voices are set 1o 99, and one
is effectively set to 119! To eliminate the snap, crackle, and pop, go
to the Select Voice page, then double-click the Select Voice button.
This should underline all four of the used voices in group edit mode.
Now simply press the Output button, select VOL, and press the
Down arrow button about 15 times. Don't use the data slider, as this
will change all four VOL settings to the same value, instead of
keeping their relative values. Another problem, inherent to the
keyboard, is that fast envelope releases cause a dirty clicking on
key-ups. Setting the RELEASE time of Env 3 to 15 on all four
voices helps out.

- Sam Mims
1 2 3 4
1 2 3 4
1 2 3 4
1 2 3 4
ENV2 i Bad - R S
Initial - - a9 o1
Peak - - 29 39
Break 1 - - 29 00
Break 2 - - 99 00
Sustain ___ - . o] 87 OB RN e
Attack - - 00 02
Decay 1 - - 00 03
Decay 2 - - 00 41
Decay 3 - - 00 41
e TR S R 1 O e e Bk M A
KBD Track - - 00 00
Vel Curve - - Convex QkRise
Mode - - Norm Norm
Vel-Level - - 00 00
Vel-Attack - - 00 00
ENV3 1 2 S ke 6
Initial g8 a8 89 a8
Peak g8 85 99 04
Break 1 g8 98 54 00
Break 2 68 88 a7 00
Sustein ___ ¢ PR, 90 o0 . r 0L et gt il
Attack 19 18 00 40
Decay 1 21 21 57 21
Decay 2 21 21 13 21
Decay 3 21 21 00 21
Rolease ¢ WIS N ot e |
KBD Track 00 00 00 00
Vel Curve Cnvx1 Cnvx1 Cnvx2 Cnvxi
Mode Norm Norm Norm  Norm
Vel-Level 00 00 0o 00
Vel-Attack 00 00 00 00
P
Pitch Table Oft
Bend Range "
Delay X1
Restrike 00
Glide Time 00
EFFECTS (3)
EFFECTS (2) aveshape  Tni
Rate 18
Depth oa
Delay 020
ModRate +186
ModDepth 00
Mix 53




And now... A drive for all reasons!!

No Hassle Design

R-Series
44 Meg Removable
88 Meg Removable

Each unit comes complete
with sounds for the EPS.

The R-Series includes a
cartridge and cable.

We fix and upgrade
Eltekon and other
manufacturers’ drives.

y Factory-Direct

No Hassle Service

D-Series
D525MB
D1050MB
D1900MB

CDR-Series
CDR-CD-Rom
CDR-44
CDR-88

Ramtek, Inc.

Memory Driven Technology

Call 313-513-7440 to place an order
32003 Plymouth Road, Livonia, Ml 48150

and Save the Hassles!

A full line of advanced,
affordable storage
solutions including our
new 1u-high rack space
for all units.

Classifieds

EQUIPMENT

Ensonig SD-1, 32 Voice. Brand new in box! Full
one-year Ensoniq warranty, save BIG 3355 only
$1250. Call 808-575-9516.

ASR-10, SCSI, 16 Meg, $2399. Syquest 105,
SCSI, 4 cartridges, $699, 607-770-9542.

Ensoniq EPS Classic sampling keyboard (my
babyl), 4 meg RAM, SCSI expander mod, 6dB
output increase mod, 8-channel output expander,
latest ROM and OS, $837. Also, ATARI ST
computer w/color monitor, bundled with Hybrid
Art’s SMPTETRACK Platinum sequencer
software, 64 MIDI channels, 60 tracks, locks to
tape, graphic editing, still the choice for many
pros, $794. SaxBoy, 718-857-6601.

SAMPLES

ORIGINAL. SAMPLES found nowhere elsel
T.0.G. Recordings has sampled live drums,
flugal horns, saxophones, basses, guitars, and
more from D.C.'s top jazz performers.
Muilti-waves on 1 layer of one instrument. 3000 -
4000 blocks per instrument! Available for EPS,
'16+, ASR-10. $14.95 (pp) per instrument. Free
catalog available with each order. Send Visa,
Mastercard or Amex #, check or money order 1o0:
T.0.G., 2107 § Oakland St, Arlingion, VA
22204,

ECCENTRIC SAMPLES (Mirage and EPS). Eth-

nic, Ancient Greek, Medieval instruments; Partch
creations; Industrial Percussion & more. Mirage
demo tape: $4. EPS demo tapes (Vol. II or Vol.
III): 37 each. U.S. funds only. Demo tapes in-
clude disk list. For lists alone, send SASE 1o:
NIGHTWIND Sound, 170 Mar Monte Ave., La
Selva, CA 95076.

“Hey Beavis, these samples are cool!™ Don’t be a
Butthead, send for your free catalog of low-cost,
hi-fi EPS/'16+/A5R samples today. Tom Shear,
706 University Drive, State College, PA 16801.

PATCHES/SOUNDS

60 VFX-sd (SD-1) patches created by Jim Grote.
Wide variety of sounds with complete documen-
tation. Call for free Information Packet, or send
$30 for VFX(SD-1) disk to: Jim Grote, 3721
Frances Ave., Cincinnati, OH 45211. Phone:
(513) 661-BBBS EST.

PART - set of 80 ESQ-1 (SQ-80) sounds plus
two booklets. Classic, pop, ethnic sounds, hidden
waves and effects patches, multisplits. (1),
microtonal scales. Available on ESQ-1 datatape,
Mirage, Atari ST, IBM-PC or Macintosh disk.
Read review in TH#100. Contact: Paul Timmer-
mans, Steyenhoflaan 33, B-3130 Betekom, Bel-

gium.
RECORDING

COMPACT DISC RECORDING: Any recording
of yours can be transferred to CD. All you need
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to do is supply a tape recording of music,
(preferably DAT). Imagine YOUR music on
Compact Disc! Excellent for demos or archiving.
Perfect for low production runs. $50 for one CD,
$40 for each additional. Call for information ->
Jim Grote. (513) 661-8885 (eves).

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. Aun: TH Back Is-
sues. Phone: (212) 465-3430. * * * Photocopies of
out-of-print past issues of the Hacker can be ob-
tained 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 classifi-
ed advertising (up to 40 words) for your sampled
sounds or paiches. Additional words, or ads for
other products or services, are $0.25/ word per
issue (BOLD type: $0.45/word). Unless renewed,
freebie ads are removed after 2 issues. 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 ac-

cepted. Sorry — we can't take ad dictation over
the phone!



The Inferface

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, Co

mpuServe: 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: TS-12 Keyboard Tracking

In my TS-12 manual it talks about keyboard
scaling as a modulator for output filters, ete.
This concept 1 remember fondly from my
DX-7 of ten years ago. However, on my
DX-7 I could adjust the “breakpoint” where-

as it seems that this is set at F4 on the
T8-12.

Can this key be adjusted up or down a la the
DX-77 If not, please suggest this to Ensoniq
as it can be an indispensable feature in creat-
ing balanced sounds and wild splits without
using up a lot of polyphony.

Thanks,
jc Harris
Suntower Systems [70242,1520]

[CS - You can usually simulate the effect of
having a moveable breakpoint using the key-
board scaling in combination with the initial
level set for the scaling target. In other
words, if you want to apply keyboard scaling
to the filter, remember that you can adjust a
filter’s initial cutoff level, as well as the
scaling amount. This should produce the
same effects as changing breakpoints on a
scaling parameter (for the most part). Also,
splitting the keyboard does not use up
polyphony. Two voices assigned to different
keyboard zones require no more polyphony
than a single voice assigned across the en-
tire keyboard. Creating pseudo-splits using
key scaling, however, can rob you of poly-
phony since the voices scaled in this manner
would overlap. Technically, then, you've
created a layer of sounds, even though
voices scaled down might not be loud
enough to be heard in the layer. Since each
sound in a layer requires its own voices, you
can end up using more voices than you

need.]

Dear Mr. T.H.

1. I'm looking for a Wind sound/patch for
my KS-32. Any suggestions?

2. How does one learn to program his/her
own sounds? Any generic books, videos, or
courses?

3. Would the following be worth-while to
save a few dollars? The need is to provide a

portable sequence save/load mechanism for
my KS-32. I have an old Amstrad portable
PC (almost the sewing machine size
variety), but it works and has two 720k disk
drives. I don’t think it has any capability for
expansion slots. Could I buy an external
MIDI interface card for it, then run some
DOS-based MIDI software to storefretrieve
sequences? Then, when I don’t need por-
tability I could use the portable MIDI card
with some WINDOWS based software on
my large home PC.

Thanks in Advance!
Neal Walters
Compuserve: 76357,2511

[CS — 1) In the Ensoniq library there is a
sound called "Wind Storm” found on the
EX-2 card (location BI9) that you might
check out. Also, you might give a listen to
“Rain & Thunder” (location B78 on SC-2),
or even "Surf’ (location B70 on SC-5).

2) There are a number of materials dealing
with programming. You might check the Mix
Bookshelf (1-800-233-9604) for likely titles.
Also, TH ran a series of articles a couple of
years ago on programming the SQI1/2; any
of this info will apply directly to the KS-32.
Contact our lovely editorial staff to check on
the availability of these.

3) Sounds like a plan 1o me. You should be
able to find an interface that works with

either computer, and floppy disks are a lot
cheaper than RAM cards.]

[TH - Be sure to check out Covert Videos
(ad elsewhere in this issue) and Talking
Owners Manuals (21405 Brookhurst, Hun-
tington Beach, CA 92646).]

To all TS-12 owners:

Has anyone found a decent carrying case for
their TS-127

The shop has been calling Protek, but they
apparently haven’t measured a TS-12 yet. If
they are the best, I can wait, but the original
Ensoniq box is getting ratty. Maybe Ensoniq
would mail me an empty box for a modest
S&H charge. Let me know if there are other
good recommended cases.
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Dave Markstein

70353.1627@compuserve.com

[CS — There are a number of manufacturers
of cases for keyboards (and other) instru-
ments. If you can't find what you need
through Protek, you might want to consider
checking out what other manufaciurers have
to offer (Anvil, Calzone, and SKB all come to
mind, but there are a number of others as
well. Check out publications such as Key-
board, Electronic Musician, and Mix for ads
from likely sources. Chances are that if you
find something you like, your local dealer
could order it for you.]

[TH - Opticase (see ad elsewhere in this
issue) puls together cases for whatever you
need. They said they'd be happy to do a case
for the TS-12. Give 'em a call.]

[Ensonig — We know that Standtastic (800-
876-6923) has a soft carrying case for the
TS-12. We're sure that there are others.]

Ye Olde Interface:

In response to Martin Urwaleck’s letter in the
May issue, 160-voice SQ RAM cards are
available from Syntaur Productions for
$97.95 (plus $6 for foreign shipping). These
contain our 80-sound SQ Set 1 (reviewed in
the March issue), and have 80 free user loca-
tions as well.

These RAM cards are quite expensive be-
cause only one source in Japan manufactures
them, and because they are not used in other
consumer products like the PCMCIA cards
that are used in laptop computers. In defense
of the high price, the cards are of a better
design than most keyboard RAM cards, as
the contacts are shielded within the housing,
rather than exposed. This makes the risk of
losing data due to static electricity shocks
much lower.

Martin’s idea of storing sounds to his PC will
certainly save a bundle of money, and Clark
was correct about his reference to the “Getlt”
shareware. Getlt 3.0 does sysex transfers
quite easily, as well as a number of other
MIDI functions. We distribute it, in fact, with
all the products that we sell on IBM sysex
disk (including SQ Set 1, this time for $39.95
plus shipping). It is highly recommended.



At the risk of this sounding like an ad,
Roseanne McKinley asks in the same issue
whether SQ-1 sound sets are available that
work in the early models without the ex-
panded waveform memory. We purposely
did not use any of the expansion waves in
our SQ Set 1, exactly for this reason. It is
compatible with every model in the series.

And finally, from the same issue, I thought I
might clarify Robert Johnson's questions
about the TS series General MIDI upgrade.
(We were contracted by Ensoniq to program
the General MIDI sounds in the TS.) While
it is certainly possible, as Clark states, to
play back external sequences on the TS-10,
the SD-1, or any of Ensoniq’s other current
instruments, it would be, in practice, some-
what of a nightmare to do General MIDI
things. You would have to get all the right
sounds together, get them on the correct
MIDI channels, and get the complex drum
maps correct. The TS General MIDI mode
works a bit of magic to do all of this for you.

When you enter General MIDI mode, the TS
reads new sounds from ROM memory that
are near duplicates of the patches in the
Roland Sound Canvas (the de facto standard
for GM sounds). These sounds aren't avail-
able as normal programs; you must enter
General MIDI mode to access them. The
result is that on all 16 MIDI channels, the
program changes in a GM sequence will call
up the exact sound the arranger intended to
use — no hassle, no fuss. On MIDI channel
10, the TS will automatically access the
specified GM drum kit.

There are several factors that make this im-
practical to emulate with an SD-1. First of
all, the SD-1 (and the TS keyboards without
General MIDI) can only play 12 sounds
multitimbrally, rather than the 16 specified
by General MIDI. Secondly, any program
changes on MIDI channel 10, intended to
call up a different drum map, would actually
call up a sound from the regular program
banks instead. Thirdly, only 120 sound loca-
tions are available, rather than the 128 called
for by General MIDI. And finally, unless
one creates exact duplicates of the Sound
Canvas patches and drum maps, sequences
obtained from other arrangers won't sound
exactly like they should.

In short, if you plan to do any playback of
GM material, the TS upgrade is a must.

Sam S. Mims, Syntaur Productions
4241 W. Alabama #10

Houston, TX 77027

(713) 965-9041
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[CS - I have to agree with Sam; for most of
us, setting up all the sounds and drum maps
required for GM compatibility would be a
royal pain. My original point, though, was
that if you didn’t find a need for GM com-
patibility when you bought the TS-10, you
you may not need it now. The best can-
didates for the Ensoniq GM upgrade are
those who plan to use sequences created by
other sequence developers, those who plan
to create and market (or exchange) sequen-
ces, and those who plan to use their insiru-
ment within some sort of multi-media system
(CD-ROM, computer games, eic.). If you
don’t fit any of these categories, (and you
don’t think you will in the future), purchas-
ing the GM upgrade may not be the wisest
use of your money.|

To the Interface,

I am a true novice in keyboard playing and
the electronics that surround them. My
decision to buy a KS-32 was highly due to
its price/programmability/ease of program-
ming ratio. I have noticed that the KS5-32
receives nominal attention with negative
trends in the KS-32 coverage. Will K§-32
owners soon be left without group therapy?

Here is my MIDI set-up: KS-32, 386sx PC
w/4 meg RAM, Midiman MM-401 card and
Powertracks Pro for Windows.

When recording to the PC sequencer in-
dividual keys will change pitch sporadically
(eg. E3 will play E2 for one key stroke).
There are no problems playing from the PC
sequencer.

I have been successful in recording on the
KS-32's sequencer. How can I record the
data in the KS-32 sequencer into the PC se-
quencer?

Is it possible to use the KS-32 presets as the
voices for recording to the external MIDI?
The goal is layering sounds and recording in
one pass.

My consternation is based on the fact that
presets can all receive at the same time from
the MIDI (each on a different channel) so |
hope this relationship can be reversed.

Thank you,
Bob Graham
St Anthony, Minnesola

[CS - I'm afraid I haven't a clue as to what
might be causing your piltch-change prob-
lems (unless it's some sort of bizarre man-
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ifestation of a MIDI-loop problem, in which
you are “echoing” data sent from your
KS-32 through the PC and then back to the
KS-32).

It should be no big deal to transfer your se-
quences form the KS-32 to the PC — the
process involves synchronizing the itwo
devices (usually, I recommend syncing the
compuler to the master device — in this case,
your KS-32), then putting the computer into
record mode and hitting the “play” bution
on the KS-32. Powertracks must be set up lo
record multi-channel MIDI data (and each
of the tracks playing from the KS-32 must be
assigned a unique MIDI channel number),
but as I am unfamiliar with Powertracks,
I'm afraid I can't provide you with more
specific information. I might recommend
getting in touch with the Powerlracks people
for additional advice, and you might men-
tion your problem with pitch-changing to
them; perhaps they'll have some insight.

As far as presets go, you should be able 1o
use them in the way you describe — provided
that each sound in the preset is set to trans-
mit via MIDI (set the track status for each
track to "Both” ), and that each sound is as-

Maybe your question has already
been answered —

Interface
On A Disk

Ever hunt through that old stack of Hackers
looking for that reference to Bernoulli drives
— somewhere in the letters column? By using
the Back Issue Index you can usually find the
article you're looking for — but letters are
different. Well, lucky you, here's your solu-
tion — electronic files of raw text from the
last four years' worth of letters columns — all
ready to be pattern searched for whatever you
want. (DOS formatted, 720k, 3.5")

1990 (Issues #55 - #66), 518k
1991 (Issues #67 — #78), 310k
1992 (Issues #79 — #90), 356k
1993 (Issues #91 —#102), 416k

One disk: $8. Any 2 disks: $14.

Any 3 disks: $18. All 4 disks: $20.
(Prices include shipping)

Transoniq Hacker
1402 SW Upland Drive, Portland, OR
97221 or call 1-800-548-8925
(1-503-225-9437 outside the U.S.) and be
ready with your Visa or Mastercard, name
& address, and year(s) wanted.




signed 1o a unique channel. Again, Power-
tracks must be set to record multichannel
MID! data; consult Your owner's manual (or
talk 1o the Powertracks people) for informa-
tion on how to set this up.]

Transoniq Hacker Interface,

Regarding unstable ESQ-1 LFO synchron-
ization: In Transoniq Hacker #26, page 11,
Jim Johnson describes ESQ-1 LFO rhythmic
synchronization and magic Tempo settings.
Issue #35, pages 1 and 2, Issue #37, page 7,
and the Paul Timmermans’ ESQ-1 Patch
Manual, page 31 (recently listed in the Clas-
sifieds) all describe possibilities for ESQ-1
LFO rhythmic patches. Hold down one key,
and an automatic thythm, echo, or melodic

pattem occurs,

Yet all the above articles fail to mention one
little important flaw. Unless it is just my
ESQ-1, Version 3.5, the LFO rhythmic
paiches on the ESQ-1 slow up when used as
an accompaniment. Play another ESQ-1
patch along with the LFO rhythmic patch
across a split keyboard — the LFO rhythm
slows down. The LFO speeds up again to
correct tempo when you stop playing along.

Example: with the ESQ-1 keyboard split,
Play a trill or arpeggio piano patch with one
hand, Let the other hand hold down one key
to trigger an LFO rhythm patch such as the
one by Jim Johnson or Paul Timmermans
mentioned above, The rhythm pattern trig-
gered by one key held down adheres to the
metronome settings Jim Johnson describes
(Issue #26) provided you do NOT play the
trill - or anything. The automatic LFO
rhythms do not remain stable. Can the LFOs
on the ESQ-1 and other Ensoniq syn-
thesizers be made stable in this situation?

Sincerely,
G. Jaeger
Washington, MO

[CS ~ In the land of digital musical instru-
menis, timing is everything. Since these
instruments need to execute instructions
more-or-less one at a time, instructions must
be prioritized. For example, if you are play-
ing a nole while pi;ch-bcnding. it seems
logical that producing the note itself would
lake priority over bending the pitch of the
note; otherwise notes may be produced
somewhat sluggishly.

Most manufacturers place a relatively low
priority on the instructions to update an
LFO; after all, in most cases it's more im-

portant that notes sound on time than that
their LFOs are sweeping at precise rates,
However, you've discovered the one case in
which this isn't really the way you wanit
things prioritized. Unfortunately, it's just a
fact of life with certain machines (par-
ticularly older instrumenis which use slower
processors than do modern machines).]

T.H.

I recently purchased a TS-12 and am very
satisfied with the instrument. It is quite a
set-up for me. My prior keyboard worksta-
ion was the Roland JW50, which has
limited effects processing and no capability
for adding sounds.

I have just two comments about my TS-12,
It has a limited number of guitars — especial-
ly for a person like myself who specializes
in dance-rock music. To expand my guitar
sounds, I am purchasing about seven more
guitar sounds from Midimark Productions.

The one problem I have not solved yet is ob-
taining more sound effects. Ensoniq FXs are
definitely limited and unsatisfactory. I need
many basic sounds: thunder, wind, lightning,
waterfalls, rain, explosions, streams, metal
clanking, smashing, snaps & whips, etc.

Do you have a source for the above sounds?

Purvis Huggiws,
Kennewick, WA

(CS - Have you checked into sound effects
(and guitar sounds, for that matter) on
EPS/EPS-16+/ASR-10 disk? There are quite
a few sound effects contained in the Ensonig
27th Dimension Holophonic Sound Library,
which can be purchased separately as well
as on Ensoniq's CDR-1 CD-ROM disk. In
addition, there are third-party offerings of
sound effects libraries and other sounds 2
Sam Mims' company, Syntaur, comes im.
mediately to mind.]

[Ensoniq ~ To expand your selection of
guitar sounds you have two possibilities ~
new synthesized sounds or using sampled
sound disks. From Ensoniq we offer new
guitar paiches on TSD-1000 (LIKE-FLOYD
AND PAD-GUITAR), TSD-1003 (BACK-
WARDS, CLASSIC-GTR, EL-DISTORTO,
STRANGE GUITAR, VINTAGE-GTR, WL-
WA-GITRS) and TSD-1004 (DR-Q-GUI-
TAR). For sampled guitar sounds we have
many choices in SL-15, 17, ESS-4, 10 and on
CDR-2 and 3. To help you search through
our sound collections we offer databases of

sounds organized by library or by sound
type for all of our products. Call 1-800-
353-5151 to ask for this free information.

As far as sound effects go, playing samples
of actual sound effects will be far more

satisfying (and realistic) than imitative syn-
thesis will be. That is why we have not em-
phasized that type of synth programming —
we have sound effects in SLT-9 and 10, and
many third-party companies offer them as
well. That's the advantage of having both
onboard synthesis and sample RAM in your
158.]

Dear Transoniq Hacker,

Last autumn I bought an ASR-10 keyboard
from a music shop in England and then
brought it over to Ireland where I live. I
have found that support for Ensoniq instru-
ments in Ireland is non-existent, as is their
presence in shops here. That's why I bought
the ASR-10 in England where they sell En-
soniq gear and have some level of support.
But T would like to know more about my
sampler — which is where Transoniqg Hacker
comes in.

I would like to ask a few questions: 1) I
would like to have a SCSI interface installed
in my ASR-10 in order to use a CD-ROM
drive to load samples from CD-ROMs. But
the trouble is I only know of seven CD-
ROMs available for my ASR-10. The CD-
ROMS are CDR-1 from Ensoniq, P. Erskine
Living Drums by Sampleheads (USA),
Heavy Hitters from Q-Up Arts (USA), Steve
Reid’s Percussion by Eye & I (USA), Killer
Horns and Classical Choir by Best Service
(Germany), and P.T.O. Will Lee Bass
Library by Sampleheads (USA). The last six
are available here from the British sample
CD company, Time & Space. Could you
please give me details of any other CD-
ROMS for my ASR-107 (Which leads me to
my next question...)

2) Many different sampler manufactures
have samplers that can load Akai samples
(e.g. Roland §760, Emu E111X, Kurzweil
K2000). Would there be a similar facility in
the future for my ASR-10?

3) Would it be possible (again, in the future)
1o upgrade the RAM in the ASR-10 to more
than 16 MB - say, 32 MB?

4) I never seem to be satisfied, do 1?7 But
could you tell me about the new 2-track hard
disk recording feature on Version 2.0, and is
4-tracks in the cards?

L= —




5) Finally, have you a 24-hour FAX number
so I could send a FAX of any other ques-
tions I might have?

Thank you,
Yours ensoniqly,
Michael O'Sullivan,

Kerry, Ireland

[Ensoniq - 1) Our collection of CD-ROMs is
larger than your list — we also offer CDR-2,
which contains all the sounds from the
EPS-16 PLUS (SL-1 through 20, ESS-13
through 20, and other selected sounds) and
CDR-3 (ASR-10 essential disks, AS-1
through 5 and a great collection of large
memory sounds). We are finishing develop-
ment of a collection of CD-ROMs produced
for us by third-party companies such as
Sonic Arts, Hollywood Edge, Sounds Good,
InVision and others, and they will be avail-
able in the fall. Stay tuned for more informa-
tion shortly.

We also did not know that the Sampleheads
titles or the Heavy Hitters (Q-Up Aris) were
available in our format. You might want to
check that information again. But Q-Up Arts
does have 3 disks in our format currently,
GreytSounds has one disk, Pro-Rec has a
disk, and Rubber Chicken is working on one.
We just spoke to East/West and they intend
to intensify their support for our products as
well. You should see more titles appearing
in the near future.

2) We are not against having such a facility
in the future — we recognize the value and
importance of this feature. But what you
should realize is that many of those samp-
lers don't offer the extensive and expressive
voice architecture that our samplers do.
This means that sounds developed for them
can't take advantage of our features like on-
board effects, patch select programming,
key-up triggering and many other para-
meters. So sounds developed in “native
mode” on an ASR-10 will likely play belter
and be more expressive and complete. Com-
patibility with other formats would be nice,
but not as good as sounds developed 1o take
full advantage of our architecture.

3) No, 16 MB is the maximum the ASR-10
can support.

4) Space here doesn't permit a detailed ex-
planation of Version 2. Our disiributor in
England, Sound Technology, has plenty of
information for you. Contact them at: 44-
46-248-0000. Thanks for your interest.]

Dear Hacker,

I enjoy your magazine in general and respect
Ensoniq products — 1 own three EPS-16+
units, believe it or not.

But I can't sit still for Sam Mims’ recent
review of Ensoniq’s orchestral string library.
He is simply off the wall in his excessive
praise of this package, and I'm sure I'm
speaking for a fair number of folks who
have purchased it.

Ensoniq trumpeted this library with a load of
hoopla about the fact that it was produced
by, in Mims" words, the “legendary” Phil
Ramone. Mims gushingly pronounces it “de-
finitive.” I beg to differ.

The pizzicato, spiccato, marcato, tremelo
and effects sounds for all four string sec-
tions are good. However, the main patches
for all four, what Ensoniq calls “XPRSV,”
leave much to be desired. In particular, the
XPRSV violin and viola sections are
downright awful — totally lacking in true
string warmth and character, the feel of a
bowed section, attractive tonal characteris-
tics. I NEVER USE THEM. You can get far
better legato string sounds from any number
of far cheaper synthesizers. My disappoint-
ment in these sounds could not be over-
stated.

The XPRSV cellos and basses are better,
though still woefully short on authenticity.
These sounds are usable, but only in com-
bination with other cello and bass sounds
from someone who really knows how to
sample acoustic instruments. For instance,
Keith Thomas, whose stuff makes Ensoniq
look sick in comparison.

I'd like to know who Ensoniq thinks it's kid-
ding with this package, and the embarrass-
ingly hyped language that accompanies it. |
doubt that the esteemed Ramone would
think for a second of using it on any of his
records. For another point of comparison,
try matching Ensoniq’s “Classic Flute” from
their SL-9 package against Keith Thomas’
equivalent, simply called “Flute.” In auto-
mobile terms, this is like comparing a Yugo
to a Mercedes.

What truly puzzles me is that Ensoniq has
produced many outstanding sounds. Why are
these so mediocre and even crummy? And
why do you let Mims get away with this sort
of thing? I'm sure his review will prompt
some people to invest in this package.

Sincerely,
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Mark Abel
Richmond, CA

[Sam Mims responds — | hope my review
does prompt some people to buy these siring
samples; | think they are of excellent qua-
lity, and hard to beat at $8 per disk. I doubt
the esteemed Ramone would have let the
tapes leave the studio if he thought they
were not up to snuff. And while Ensoniq look
it from there with the programming, I think
they did a fine job.

While such calls are certainly subjective,
I'm hard-pressed to imagine how you would
find these “"downright awful.” I find them
quite expressive and convincing.

Readers should always keep in mind that
they are only getting one person’s subjective
opinion from any review. Hopefully, the
reviewer is qualified to make such judge-
ment calls. As a professional sound desig-
ner, with years of experience playing in
orchestras, I don't feel that I've led readers
astray.]

[Ensoniq — We're sorry that you don't care
for the XPRSV versions of the string sec-

Give your
keyboard a
special treatl!

Quality software for
EPS's, ASR's
and TS's

Hearing is believing:
No-risk demo adio cassette
and complete product list $3.00
(Refundable with first purchase)

The Elite Set
Samples for all EPS's, ASR's and TS's
$8.00 per disk
560,00 for the entire 10 disk set

The G;pel Set

Sequences and samples for
the EPS 16+ and ASR 10

$10.00 per disk
560.00 for the entire 8 disk set

The Rbythm Factory

303 Saddle Bridge Lane
Franklin, TN 370464
615/591-9875




tions, or the SL-9 flutes. Sound is too subjec-
live an issue lo argue about — what's impor-
ltant is that you found sounds that satisfy
your tastes from Keith Thomas. Kudos to
him for his development, and we hope you
enjoy making music with them.

What we do take issue with is your claim
that Mr. Ramone would not use these
sounds. Phil Ramone is the consummate
professional — he would never allow his
name and skills to be used for any project
that he does not personally believe in. He
took part in the whole process of developing
these libraries, is proud to be associated
with them, and takes an ASR-10 with those
samples on most of his recording dates. We
even had to fly an employee up to Boston to
deliver copies of the collection to him for a
live broadcast with Liza Minelli when he
found he forgot his. You don’t have to like
the collection, but why accuse Mr. Ramone
of not believing in the project? He is pleased
with the outcome and has offered 1o work
with us again on any project that we offer.

Remember the masthead of the Interface -
about the vitriol?]

G‘re;:t Yourself! '\
ASR-10/TS-10/EPS

Samples from K. Thomas

Electronic Musician says —
- “Sound Quality: 5 out of 5
Value: 5 out of 5"
[EM, Jan, "92]

Keyboard Magazine says —
“Beautifully recorded... incredibly
smooth... rich... soulful... crisp and
seamlessly multi-sampled.”
[Jim Aikin, Keyboard, Oct. '91]

Free Catalog
Demo Tape ... $8

K. Thomas

PO Box 23056
Stratford, ONT NS5SA-7VS8
Canada
Phone: 519-271-7964
or 519-273-7812 /

Dear Hacker,

First of all I must thank you for your very
valuable newsletter. It has more than once
served to a) open doorways of understanding
and b) let me know that I am not alone in
my trials and frustrations of mysterious
Error Reboots?'s which seem to appear out
of nowhere. Though scientific-minded about
computer equipment (garbage in — garbage
out as they say) I am at times tempted to
resort to more “primitive” thinking when
such error messages or system lockups occur
(oh, I know it’s because my vibe is negative
that this happened, 'cause it didn’t do that
before!).

I am the very happy (mostly) owner of an
ASR-10 with 10 megs RAM and recently
got a Bernoulli 150 which ahs made my life
infinitely easier and solved mysterious
problems with the floppy drive which would
delete a file and then get locked up saving
the new one (even after a new “updated”
floppy drive was installed.) Many thanks to
Gary Giebler who unerased a file for me and
then spent 45 minutes on the phone one Sat-
urday afternoon helping me to get a song
back which otherwise would have meant one
month's work lost.

My situation is this: I have found that ver-
sion 2.0 is wonderful for song tracks, but
only once I get the sequences in place using
system 1.61. Something about the new OS
uses a different method of cueing up and
locating that gets completely fouled up when
[ am first constructing a song. Typically, I
will create a sequence, change its length,
add new measures, copy it, change the copy,
etc. and this drives the 2.0 system nuts.
Error messages galore — #129, #130, #215,
#005. It spontaneously started to renumber
measures in the the middle of a sequence to
number one. I even inadvertently created a
sequence which, when loaded, causes not
only the ASR to freeze, but the command
line to completely disappear. I was not using
Audio Tracks and had, in fact, turned them
off before I even began the process that fate-
ful day. I talked to Steve Pretti at Ensoniq
who asked me to send them in a copy of “se-
quence from hell” which I did in April and
have heard no response. Called again in May
and still no response. I appeal to the Hacker
to help me and hopefully get this resolved
(before my warranty expires in August!)
Does anyone else have this problem? Ac-
tually as long as I use 1.61 for sequencing
and 2.0 for wavesample editing and audio
tracks, I"'m mostly okay.
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Also 1, too, have had the experience of
having an entire instrument deleted when a
sample has been deleted. Actually the instru-
ment is still there as a shell, but all its wave-
samples have been deleted. This happens to
me usually when adding another sample to
an already existing instrument and then later
deltzﬁn g it

With both operating systems I occasionally
have the problem that a sequence will be
small in size, no more than 10 blocks or so,
but the ASR will see it as, like 862 blocks,
and save it as such. This always occurs in a
Song, so I have to erase the Song (along
with its tracks) and rebuild the song with its
component sequences. | now only use the
Song tracks for mixing information, mean-
ing I sometimes have to re-mix the song all
over again when I lose the song tracks. What
causes this?

There was one person who wrote in a while
ago complaining that when he sometimes
pushed an arrow key, The ASR would cycle
through the screen at top speed. I had a
similar prob at first, I think it is due to the
metal cover not fitting quite right on the but-
ton and jamming it down at times. Simply
working the button well (with the ASR off)
did the trick.

That's it for now. Thanks so much for your
time and effort.

Sincerely,
Stephen David Hewitt
West Los Angeles, California

[CS — First of all, Ensoniq has just released
OS 2.07 for the ASR-10. If you don’t have a
copy, get a hold of it (it's free to registered
users), and see if that doesn't alleviate your
problems. I'd also suggest contacting En-
soniq Customer Service (215-647-3930)
directly; you seem to have enough wackiness
going on that [ think it might be a good idea
to talk to them.]

[Ensoniq — You should definitely use O.S.
2.07 or the newly released 2.5, They should
fix all of your problems.

Note: Mr. Hewitt talks of speaking with
Steve Pretti up until May, with no final
response. Since that time he had goiten a
call back, and his data helped us in fixing
the bug for the 2.07 release. Since that time
he has continued to provide us with more
help and we would like to thank him for
working with us to make the ASR-10 O.S.
even belter.]




Dear TH,

This month I have a couple of questions
about wave samples and effects on the
EPS-16+.

1. How can I extract individual wavesam-
ples from within an instrument? Say I want
to take specific wavesamples from different
drum kits and make a disk of just snares,
kicks or hi-hats making each wavesample
into an individual instrument.

2. When making a sequence of multiple
tracks how can I assign each track its own
effect?

3. How can I create a drum roll or flam ef-
fect using the loopstart, loopend, and loop
position functions? I tried to but only got a
weird feedback sound.

Thank you and keep up the good work.

Yours truly,
D. Brown
Qakland, California

[CS - 1) Detailing the process for creating
custom drumkits is a bit beyond the range of
this column; suffice it to say that one ap-
proach involves loading the kil(s) which you
are using for source malerial, creating a
new instrument in an empty location in the
ASR-10, creating a new layer (or layers) in
the new instrument, then copying wave-
samples from the source instrumenis lo the
newly created destination instrument (you'll
also probably need to re-assign pilch ranges
for some or all of the copied samples, and
possibly re-tune some or all of them as
well).

However, I believe that Ensoniq has detailed
information on how to do just this in the
form of an applications note, or some such,
which may be available for the asking. Too,
this information is detailed in a number of
the sound manuals that are included with
Ensoniq percussion sound libraries, as well
as any of the CDR CD-ROM manuals.

2) I'm afraid you can’t assign separate ef-
fects to each track in a sequence; the effecis
processor onboard produces a single effect
algorithm at a time. Many of these algori-
thms, however, provide multiple effects
(such as the CHOR+REV+DDL effect). By
assigning instruments on different tracks to
different effect busses, you can process the
different instruments through different ef-
fects contained within the algorithm. For ex-

ample, assigning an instrument to Bus I in
the CHOR+REV+DDL effect will process
the instrument through the chorus and re-
verb portions of the algorithm; assigning the
instrument to Bus 2 will process it through
the reverb alone; and assigning it to Bus 3
will process it through the digital delay ef-
fect.

3) Looping a drum sound will allow you ito
create drum-roll-like effects, but creating
flam effects is probably best done another
way (which I'll explain in a moment).

To get a handle on looping drums to creale
rolls, first select the wavesample you wish to
loop. Set the wavesample mode (press
“Edit,” then "Wave,"” then scroll to "MODE

XX" ) to "LOOP FORWARD.” Scroll to
the LOOPSTART page, and set the coarse
adjust parameter to “(00)." Next, scroll to
the LOOPEND page, and set ils coarse ad-
just parameter to “(99)." Now you've
looped the entire sample — the loop plays
through the entire sound on each repeal,
rather than just a portion of the sound. This
may be the sound you want, but I'd suggest
experimenting with changes to the LOOP-
START and LOOPEND parameters. As you
move the LOOPSTART parameter later in
the sample (increase the parameter value),
you'll begin to truncate the attack of the
sound, which should have a bit of a soften-
ing effect on the “roll” portion of the sam-
ple. As you move the LOOPEND parameter
earlier (decrease the value), you'll begin
truncating the end of the sample, making for
a “tighter” sounding roll.

For flam effects, I'd recommend taking the
sample you want 1o “flam,” copying it 10 a
new layer, and layering the copy with the
original sample, but slightly delayed. You
can use the layer delay function (press
"Edit," then “Layer,” then scroll 1o
“DELAY=X.," and adjust to taste. You may
find you have some unwanted phase cancel-
lation effects (particularly if you are using
small delay amounts), but you can probably
correct for these easily enough using the
AMP envelope (andlor wavesample end
point parameter) to shorten the first drum
hit enough so that it becomes just an attack,
and doesn't continue to decay while the
second (delayed) sample is sounding.]

Hey Hacker!

Some questions and input from just down
the road in Eugene. It’s my first letter to the
Hacker, but probably not the last. For the
readers who live in “electronic podunk™
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towns like me, it's great to have a resource
like you around.

I've had my ASR-10 for about a year now,
and love it, but I've far surpassed the know-
ledge my dealer has about this instrument -
and it gets to be frustrating solving problems
by oneself all the time. (Any ASR owners
listening in Eugene, 1'd love to talk to you.)
The TH has given me another option for in-
formation and your “Interface on a disk”
will really help reduce the search time in
finding answers to problems. It’s too expen-
sive to be always calling Ensoniq (how
about an 800#7!). But, now for the ques-
tions:

My ASR is connected to a 500 M Microtech
hard drive (works great, excellent value,
good company) which I just purchased, Ad-
ding SCSI is a whole new realm to play in,
but leads to my questions. | run Cakewalk
for Windows and am trying to write a sys-ex
command (actually, “virtual button presses”)
so that each song will load its own instru-
ment/bank when the song is loaded.
(Cakewalk can do this automatically when a
file is opened.) This seemed like the answer
to my dreams until I found the glitch. The

250MB Internal Hard Disk

for your ASR-10

“y wlah that your ASR-10 had a
bui disk Ilka your notebook
cc:mplmar‘? I ine huvlnu high speed
access to al gj ple/sequence
data onboard cm AEIHD h no
external boxes, terminators, etc,

Wish no more. It's herel We have
dev a 250MB Intemal Hard Disk Kit
for the Ensonig ASR-10 keyboard.

* Works in any Ensonigq ASR-10 equipped
with the Ensoniq SP-3 Interface

» Easlly Installed in approximately one
hour with only a phillips screwdriver.

*Can be easly removed should your
ASR-10 ever require factory service.

« Draws less than 3 watts of power from
ASR-10 power supply

+ BExternal SCSl connector can still be used
to connect up to six external SCSI
devices such as CD-ROM, Removable
mediaq, etc.

Complete kit includes 250MB SCSI Hard
Disk, installation Instructions, brackets,

adapter board, cables and hardware

$595.00 + shipping

912 Karl Street
Green Bay, W| 54301-2225




Load/System-MIDI button press, to get you recommended because of fragmentation, no to take you to specific locations on your
into the hard drive's directory, will always back up, etc.) some wild stuff happens. Like hard drive (see your SCSI owner's manual
take you to the last place you were on the my voice being replaced by instruments for more information), and use program
menu. Since this location changes with each (really weird) and a loop developing in the change messages to invoke whichever macro
instrument/bank that is loaded with the vir- track that’s not supposed to be there. Is this you need. You can define up to 28 macros (1
tual button press, you must write commands specific to hard drive recording, or a through 28 — macro 0 is always defined to

to get you back to the starting point (a lot of problem with the operating system? take you back to the location of the macro
work) so you're at the right point to load the file itself). Sending program changes 101 ~
next instrument/bank. When opening multi- More articles on the ASR!! And thanks for 128 (or 100 - 127, depending on how your
ple songs (like in a performance) you’ll your help! sequencer numbers program changes) will
never know where you left off, and therefore invoke macros I - 28. Once you used a
the virtual button presses will take you to Mike Gelardi macro lo enter a particular directory, it's an
places you don’t want to be, and load instru- Eugene, OR ' easy enough thing to send the program
ments you don’t want loaded. Soooo0... my change corresponding to the file you wish to

question is: Is there any command which [CS — When navigating your hard drive (or load.
will automatically take you back to the root other SCSI storage device) via MIDI com-
directory? Any information to further ex- mands, remember that sending the ASR a You can transfer effect files to your hard
plain how to use external commands with program change of 0 will move you back out drive by loading the effect file from the flop-
the ASR would be great. ‘of whatever directory you are currently in, Py, changing the storage device to your hard
and up the file path towards the root level of  drive (and selecting the directory you wish
The 44Hz effects included on the Version the directory. Therefore, if you are not sure to save to), pressing "Command,” then "Ef-
201 Master disk are EXCELLENT. The where you are currently located on your  fects,” and scrolling until you see “SAVE
question [ have is how do I save them to my hard drive, simply send a string of program BANK EFFECT.” Pressing “Enter” will
hard drive so that I don't always have to changes, all with a value of 0; if you send then save the effect to whatever directory
“change storage device” to load new ones. enough 0 program changes, you'll eventual- you've selected. If you want to save an In-
I've yet to figure this one out. ly reach the root level of the directory. strument effect, simply copy the effect to the
bank (press "Command,” then “Effects,”
Lastly, when recording on Disktracks to my Another idea you might find useful — using scroll to "COPY CURRENT EFFECT,
hard drive (yeah, yeah, I know, it's not macros to navigale. You can create macros  press “Enter,” select "DIRECTION=COPY
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words by “spelling® them. (OK, it takes some
practice to sing a whole sentence.) Your
right hand controls the notes and chords of
your robot choir. And how long have you
been waiting to make a big fat breathy choir
sing “Louie Louie?* Or maybe it was a car
crash snare that you needed to say "mom!"
Need details? The Voder is a 3-band
parametric EQ effect for the Ensonig ASR-
10 and EPS-16 PLUS. This EQ can rapidly
"morph® between many different settings.
These different settings impose vocal
characteristics onto any sound that is run
through the EQ. It's much cooler than a
Morpheus. Audio-in is supported.

The Voder disk is $49.95 and comes with
sounds: a choir, a solo voice, a robot voice,
a talking rhythm loop. Order by MC/VISA by
calling (215) 251-9562 or send check or
money order to WAVeBOY Industries. P.O.
BOX 233, Paoli, PA 19301 USA. (Price
includes shipping but add $6 outside
US/Canada. PA residents add 6% tax.)
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TO BANK"), and press "Enter” once again.
The effect can now be saved to disk using
the steps outlined above.

As far as your Diskiracks problems go,
check out OS 2.07, which (as | mentioned
earlier) has just been released and is avail-
able free of charge to regisiered users. If
this doesn't clear up your difficulties, I'd
suggest contacting Ensoniq Customer Serv-
ice (215-647-3930) directly.]

Greetings —

I am responding to Mr. Microtone’s (Gary
Morrison) comments (July 94) about my
“Empire Brass” article (May 04). He finds
fault with the term, “Pure temperament.”
“Pure temperament” connotes a scale tuning
with intervals closer to “pure” than 1o
“equal.” The Webster's Unabridged Diction-
ary defines “Pure temperament” as tuning
“in which the intervals are set exactly ac-
cording to theory,” as opposed to “Equal
temperament, in which the pitch of the tones
is slightly adjusted to make them suitable for
all keys.” In my article, I was not referring
to an exact tuning of a particular brass in-
strument, simply the NON-equal tuning of
brass instruments by nature.

Of interesting note, according to the New
Harvard Dictionary of Music, “Just intona-
tion™ is defined as a scale with “any 5 or
more acoustically pure intervals,” implying
that some intervals are not “pure.” It is also
stated in this book that, “It is not possible to
construct a diatonic scale in which both
fifths and thirds are pure.” My point here is
that any scale (even Just Intonation) con-
tains non-pure “tempered” intervals, hence,
every scale is a “compromise.”

Thanks for your second point; yes, you do
want to extrapolate the pitch table from C4
to C5 instead of C4 to B4, the B4 was a

typo, sorry.

But I don’t want to sound too critical here,
just want to clear this up; and I'm all for
“Tuning Inequality” in music.

Thanks,
Jim Grote

[74002,2341]

Dear Hacksters,

I bought a TS-10 a month ago and even
though there was a problem with the MIDI-
out system it was repaired and I was back on

my way. First let me say that I love this key-
board — the sounds, the sequencer, the hy-
perwaves as well as knowing that Ensoniq
cares about its customers.

[ am writing this letter because I just recent-
ly had a major bummer with the sys-ex
dump feature. I own a Roland R-70 drum
machine which 1 have been programming
for the past 8 months. I was basically run-
ning out of memory and also wanted a back-
up, so I decided to do a sys-ex dump into the
TS-10. I followed both machines’ instruc-
tions and dumped it into the file. Everything
was fine, the TS-10 was happy and accepted
the dump and I named it as a file.

I then initialized the R-70 to make room for
more juicy patterns. At this point I decided
to dump the sys-ex file back into the TS-10
just to make sure it worked. Again I fol-
lowed both machines’ instructions and
began sending the dump into the R-70.
Everything was fine and the R-70 displayed
“receiving dump” for about 15 seconds
when all of a sudden it began to get upsel
saying “chk sum err (different numbers).” 1
tried dumping several times and it kept
saying the same thing. At this point my
drum patterns flashed before my teary eyes.
I was really bummed. Had I really lost all
the programming? I called Roland and the
technician and 1 went through the whole
process again — it did the same thing. Then
he told me that it might be because the
TS-10's OS was not DOS based and that it
was an incompatibility problem. He went on
to say that most manufacturers of MIDI
equipment were using DOS because of
problems with incompatibility.

I then called my Ensoniq dealer and sure
enough he informed me that Ensoniq had its
own OS. Bummer! | went back to the TS-10
manual to reread the section on sys-ex. Un-
der “generic” sys-ex storage it says, “Here
are a few examples of the kinds of informa-
tion which you can use the TS-10 to store in
this way: the pattern memory of a drum
machine.” It does not say “some” drum
machines — there is a major difference. If it
had said that I would have researched the
matter more thoroughly. Where's the beef??

I also have a suggestion that I think would
help speed up programming. For entering
numbers you have to use either the slider or
the arrow buttons. When I use the slider I al-
ways overshoot the number I want then I
have to go back and use the arrow keys. This
is tedious. Why not have the option of enter-
ing the number directly with 10 numbers
from the bank select? 1 mean they are al-
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ready there. So if you want to enter 73 for
an envelope, just press 73 instead of sliding
all over the place.

One last thing — why do you get 120 sounds
on the TSD series for $19.99 and every
other disk offers less sounds for more
money? The TSD series sounds are great,
diverse, and are a major bang for da buck.
More TSDs please.

Also more info on hyperwaves — examples,
tips, etc. It is sorely lacking.

Keep hacking,
Andrew Berends
Chester, Vermont

[CS — It sounds to me like you're getting
some flaky advice. “DOS" stands for Disk
Operating System; the way in which the
TS-10 (or any device, for that matter) com-
municates with its disk drive has no bearing
on how it will handle MIDI SysEx dumps to

and from external devices.

There can be some fairly tweaky issues in-
volved in transferring SysEx data; I'd sug-
gest contacting Ensoniq Customer Service

(215-647-3930); they may be able to help
get you on track.]

[Ensoniq — You are certainly getting some
misguided advice. The Operating systems
and disk formats of the TS and your R-70
have nothing to do with transferring MIDI
System Exclusive information. The TS SysEx
recorder simply takes in the incoming MIDI
SysEx data and stores it. When you transmit
the SysEx data back to the target device, the
TS sends back exactly what it got. The only
issue that could be a factor in this working
or not is if the R-70 requires some timing
delays between packets, or handshaking
when sending each individual packet. This
means that the sending device would have to
tell the R-70 “I'm going to send a packet of
data now" and the R-70 would respond "OK
I'm ready to receive that packet,” and so on
for each packet sent. We don't know if that
is the case, but that is the only likely
problem that could occur. Perhaps another
call to Roland to ask that more specific
question is in order.]

Dear Hacker,

I am currently working on an EPS File
editor for the PC Computer, which is nearly
finished. I would like to include a utility to
load up Akai samples and convert them to
EPS format, but I heard from an unofficial



source that Ensoniq is planning to provide
this feature on a future OS upgrade.

Could you try and find out and save me a lot
of hard work? Neither do | have the Akai
file format so if any there are any readers

out there who do, perhaps they could send
me details,

Thanks,

Jon Hopkins
41 Birnam Road

Wallasey, Wirral, England, L44 9AY
s4jwh@csc.liv.ac.uk

[TH - No news here. Readers?)

Ethereal Pop Responds!

In regard to a review of our sound library
and disk organizer in last month’s issue
(#109), let me start off by thanking Steve
Vincent for his efforts — over 200 instru-
ments on 50 disks is a lot of listening.
However, we would like to correct a few in-
accuracies in this review,

1) The repeating patterns in many of the
loops. Many of the analog sounds that we

sampled have these textures of repeating
patterns. These are not bad loops, it is exact-
ly what we set out to capture. By doing a
bi-directional cross-fade, we were able to
create a smooth loop yet keep the movement
of the original sound, particularly in the
Oberheim Xpander samples. These are some
of our favorite sounds, and maich the
original patches that we sampled.

2) Empty disk space. As we were putting the
library together it was our intention to group
the sounds by the type of keyboard that was
sampled. We would take all the mini moog
samples and arrange them on the disks to fill
the majority of disk space, but because of
the varying size of the instruments, it was
not always possible to fill every disk and
keep all the instruments in sets.

3) With the cost of our 50-disk library being
only $150, we are offering a very good
value, and, contrary to Steve's opinion, there
is not a lot of editing needed to enjoy these
sounds. Also, the comment that many are
panned all the way to the right — this is
simply not true! Maybe this has something
to do with that hearing loss Steve hinted
about : ).

—

Transonig-Net
HELP WITH QUESTIONS

All of the individuals listed below are volunieers! Please take that into consideration when calling. If you
let "em know if it's okay to call back collect (this will greatly increase I

a recording and leave s message,
;Mn[lﬁth;lmul}.

Al Gear - Ensoniq Customer Service. 9:30 am to noon, 1:15 pm to 6:30 pm EST Monday to

Priday. 610-647-3930.

All Ensoniq Gear - Electric Faciory (Ensoniq's Australia distributor). Business hours — Victoria. (03)

480-5988.

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

VFX Sound Programming
com.com or call 214-361-0829,

SD-1, DP/4, ASR-1¢ Questions - John Cox, 609-888-5519, (NJ) 5pm — 8 pm EST weekdays. Any time

11am-3pm EST. Compuserve: 71024,1255.

SQ-80 Questions - Robert Romano, 607-533-7878. Any ol time,
Hard Drives & Drive Systems, Studios, & Computers - Rob Feiner, Cinetunes. 914-963-5818.

= Dara Jones, Compuserve: 71055,1113 or Internet: ddjones@net-

EPS, EPS-16 PLUS, & ASR-1¢ Questions - Garth Hjelte. Rubber Chicken Software. Call anytime. If
message, 24-hour callback. (305) 792-9231. Compuserve: 72203,2303.

ESQ-1 AND SQ-8¢ Questions ~ Tom McCaffrey. ESQUPA. 215-830- 0241, before 11 pm Eastern Time.

EPS/MIRAGE/ESQ/SQ-8¢ M.U.G. 24-Hour Hotline - 212-465-3430. Leave name, number, address.

24-hr Callback.

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

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.

| ng.KB-n SD-1, SCSI & hard drive Questions - Pat Finnigan, 317-462-8446. 8:00 am to 10:00 pm

MIDI Users - Eric

e e r = ——— =

ESQ-1, & Computers — Joe Slater, (404) 925-7929. EST.
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With regard to our disk organizer, the
problems he had loading the program were
due to splitting the program onto DD 5.25
disks for his XT. This was not a supported
setup — but it is now. We have fixed the
bugs and are working on Version 2.0, We do
include a read-only version of the program
with any order to help users navigate our
library.

We agree that all good reviews point out the
positive in addition to giving constructive
criticism. This helps companies find ways to
improve their products. However, reviews
can be subjective, and sometimes do not
reflect the needs or wants of customers. We
have sold many sets locally after getting
musicians to hear and experiment with the
sounds. The purpose of our library is to give
users a lot of good, clean instruments from a
wide variety of keyboards, and to capture
the sonic qualities of each.

We feel confident that the value is reflected
in the quality and the quantity of the instru-
ments.

Ethereal Pop
Houston, TX

[Steve Vincent responds ~

We sound reviewers struggle with how (and
whether) to communicate our subjective im-
pressions of sounds, especially if those im-
pressions are not completely positive. This is
why [ stated that "sound reviews are highly
subjective,” and proceeded to list seven
criteria | use for evaluating samples. | al-
ways audition sounds before I buy, either in
the siore or the vendor's demo, and I en-
courage others to do the same.,

Regarding the pamning, | stand by my re-
view: many sounds were panned all the way
right. Must just be a fluke with the set I

reviewed.

One last nitpick: The problem | had loading
the Disk Organizer program happened on a
486 Windows machine, before I split the
program onlo two disks for my XT. But so
what - Ethereal Pop was very responsive,
and overnight expressed me anmother disk.
Kudos for that!

Due to editing, my review unfortunately
ended with the words “not much bang for
the buck." This comment obviously referred
specifically to the Organizer, not the sample
sel. Ethereal Pop's sounds are the lowest
priced samples I' ve ever had my hands on -

there is plenty of bang for the buck!]




HACKER BOOTEEQ

| ’".Eﬂfsﬂﬂm DISKETTE MANAGER
~ Use Ensoniq Disks on your IBM-PC
Read/Write/Format/Copy and more.

Call or write for your free listing _.Su rts aH Ensoni Dmk Fnrmals
of samples for EPS/ASR-10/ ppu ;

TS-10, Mirage, TX-16W & _
DPM-SP. If yu% are looking for ENSOHIG HIDI MANAGEB

patches for your synth, call or | '$Qnd or Receive Data through MID_I '
write with your request. to your PC for these kﬁyboards' ,
.K$-32 VFX SQ-1 8Q-2 ESG 1

.

1000 + unqnml somples to empower
rour tracks Im:lude |'|!|h chords,
rm ss, & drum loops. Also, a free
"how to" guide for techno-rave

1200 Drum Samples Eﬂ‘l Weber SLE.

on CD for only $40. I{ih‘.'l'lll'ﬂl', ont : SEGUEHGE COHUERTEHS
Ma SUMC call s | | Canada, N2H 1HS ‘Convert Standard MIDI Files to/from

payable to S. Brenner| |  519-745-0021 Sequences for these keyboards:

TS-12 TS-10  SD-1 VFX-SD
80Q-80 EPS-16 EPS ASR-10

They’re Here! KS32 SQ1 SQ2 ESQ- PROFESSIONAL QUALITY |
TS-10/12 Volume 1 . . e - Low-cost sequences for :

Slappin’ Bass, Stinging Brass, - SD-1TO TS-1 uf12 GDH’VEQHTEH : The EPS/EPS-16+, SQ-80, ESQ-1, ;

Luscious Strings VFX-sd, SD-1, Roland, IBM/DOS |

60 Sounds, 20 I:Jrii];‘;?;‘. Demos. Disks: $40. _fﬂl‘ VFX-sd or SD 1 EﬂQUEnEEE & Sﬂ'ﬂgﬁ . oland, 1BM :
, Rock ('50s, '60s, '70s, '80s) .

SQ-1 Best of Volume 1, $25 Call now to order or for more mforma’mn : = v :
We've cracked the combination on the VFX on these and ﬁﬂlﬂriufﬁ\’m‘& pa-:ﬂ-:&gas - Elg Band - Tﬂp 40 Gnuntry !l

vault and converted 80 of the best VFX sounds
for the SQ-1 family. “This volume
includes that great VFX Alto Sax.”

Call or Write — Any time, 24 Hours

Music Magic

|

Giebler Enterprises i
|

10541 EARL AVE. i

26 Crestview Drive

e e e T S e omrm o S B S I W e S e R o m—= R

Latter Sound Productions ~ Phoenixville, PA 19460
1341 Westheaven CL. . - :
Tallahassee, FL 32310-8629 | {g': }:33; -359352 : BENNINGTON NE 68007
561 i L =
Flnrldiglgb:éil?sﬁjd E-ﬂlﬂl tax : S e el L ‘_’_ 50_2__ ?_3_3 _2_B?§ B
' DUAL INTRO’S
From
WATT Products
L SCOl'ing Soundtracks INTRODUCING
; TC-100 TEMPO CONTROLLER
Unbelievable Hyper-Wave and Jingles FOR ASR-10
padﬁ. Naﬁty drum Iﬂﬂpﬂi Get your FREE guide and turn « The TC-100 is designed to add a tempo control
Arpeggla tﬂfS. Piﬂ,nDS an d }Fﬂ.ur music ity Eﬂsh! :m:k to your final :cqucncejd production.
+ Tempo changes are played in from the
ﬂrgang_ BEESE‘S, gyn[hﬁr and JEﬂ'I‘E? P. Fisher Music keyboard and recorded like any other track.
' + Tempo tracks can be easily added to existin
mucho more-o. Way cool. 8341 Ripple Ridge St o, i3 (T e

+ Basy to use! Just $69.95!

TONY FERRARA'’S LATEST EP!
“LONG AFTER MIDNIGHT"

+ Tony features a unique combination of modern
jazz, electronic music, and various elements of
conlemporary mainstream music.

« Features ASR-10, TS-10 and SQR+32 Voice as
sound sources.

Darien, IL 60561
TS Set 1 L

60 dangerous palches for the T5-10 and 15-12. L B M“Sic Sequences

$39 .95 . We Support Ensoniq » Roland

® Korg * Yamaha « SMF-GS/GM Formats
Get it.

Why not give L. B. Music a Iry and see
why so many people love our sequences
TOrders et Teluds ST thiopie 8 — and keep coming back for more!!
for foreign orders). MasterCard and Visa Music And Lyrics Now Available!!
accepted, Write or call for free calalog
_of sounds for all Ensoniq keyboards!

W w

Visa and Mastercard Accepted
L. B. Music

4241 W. Alabama #10, Houston, TX 77027

(713) 965-9041 (800) 334-1288

= Professional mastering utilizes direct-10-hard-disk
recording from Philly's top recording studios.

« All original compositions — $7.50

Watt Products

P.O. Box 584, Bordentown, NJ 08505
24 hr. service, call: 609-298-4421

Also avallable: Book of 10 MID] and audio projects
you can build. Complete plans for $6.95.

51 Charter Oak Drive

Newton Square, PA 19073-3044
215- 355-?:55 |/ Fax: 215-356-6737

“Classical Guitarist” cassette EP from Progressive
Music Unlimited (PMU) featuring original composi-
tions by Tony Ferrara — §7.50
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C Chicken sounds - now all

on one CD-ROM! Over 280mb worth
of samples- from strong basses to beautiful
textured pads to striking horns. If you don't

having a color monitor to

replace your small 22-character dis-
play of your EPS/ASR. Here it is -

M&ymmm MWMMMIMAM Daniel Mandel,
Sam Mims, Gary Morrison, J&ﬁm Rhoads, Brian Rost, Clark Salisbury, Tom  Transonig H.
Shear. Joe Slater, Kirk Slinkard, Bob Spencer, Jack Tolin, and Steve Vincen. i"ﬁ products. 7
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ASR-10 DIGITAL RECORDING!

Slashed Prices - Chicken Drives™!
44mb, 105mb, “F50mb, and -2H70mb!

Take advantage of the DiskTracks™ on the new OS version.
Chicken Drives™ are removable Syquest™ and Bernoulli
drives - perfect for digital recording - and we've got 'em in
stock! Each drive comes optionally* with a cart of RCS

sounds! THE drives for ASR-10 digital recording!
Drive alone Drive

a Capacity Notes (blank cart] w/RCS cart Blank Carts
have a CD-ROM player, buy the Introduc- hook up your S“F*Pff" to a PC and P ISTNL S N/A £299! $75!
fﬂr_‘f BH ﬁdire? - ﬂﬂd S A VE_.F control .I'hf'f H.I"i!;‘f ‘ES F-EMGIE{P X ﬂ;:lfl-" F‘:’ﬂ.flﬂb 14 5ms access 5'5#9: ’ﬁ‘ﬂ‘” $ 75!
Chicken CD-ROM™ ... $299.951 BR Y [0 s o aee T
e . eadsiwrites 5 " b b I
I"Irﬂduﬂ'rﬂry Buﬂdjﬁ' $59'l 95! 13 5ms access
CD + CD-ROM Player! .. $699.95! NEW SOUNDS! Austrian
| Nae  Description | ASR-10/T5-10-12 | 16-Plus/EPS Sampl e of these 5"?" und “{)r‘i ry
Intrnductﬂry Pak™ l:'hH Bt’_‘.!’ samples in one package $39.95 - £59.95 for Double Pak! $59. 95! l Mﬂdern Ins truments ."si'l Ow .-":‘1. Ldlfﬂ b!t‘!
Vintage Keys™ I & Il Nd synthesizers & kevhoards $£59.95 - both for $99.95! T ™ Rubber Chicken has picked up this
MicroWave Chicken™ Hot Korg Wavestation . samples 2 sets - $69.95 each! | 3 sefs - $59.95 each! EASR l D—&Og b outstanding collection of unique
U"f.mﬂ"? ﬂrgﬂnsw B-3's, Vox's, Gihson's. and others 5-49. 95! ! $59_95! I‘F'A SR-MOrph eus w f.It‘.l'l'fﬂ; mﬂn:,r:mt::
R‘EﬂﬂiﬁﬂﬂfﬂfMﬂdﬁbVﬂIm Old acoustic instruments All for $ﬁﬂ. 95 1 sels - §79, 549, 349! $59 95 h ! tion...excellence” says Robby
. GTM Series™ Far analog and digital sounds s-# 9.95! . = eacn. | Berman of the Hacker tMl}' 93). I
Cﬂuﬂl‘r}' Set™ Pedal Sieel, Mandolin, and more! ﬂ4 95! EJA SR-MIC"O wa VE #m mﬂﬂ'
PIANO! Pak™ F reat pianos - with full hody! 95! | -
:a : OUr great pi th full bod 59 | Chlckenfﬂ " Tmsu m
w miim  C.O0.D. -.acoeped Caﬂ today for your $69.95! O"’Y $46.50!
10 DS/HD each. r Chicken Software
TOLL-FREE ORDER LINE 1-800-8-PRO-EPS FREE Cata!u,:::,r 15 DSIDD versions avail- e Chicken Towers
NEW TECH LINE! - 305-792-9231 FREE Sound Disk!  able for the EPS/io-+. ks Sw 615t Ave
America On-line chickenEPS, intemet chickenEPS @aol.com (first time customers only) ~ “Pecialofferfor ASR-MW

owners. Call for details.




