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AboutTheT ape...

Ive resrsted the temptat|on to produce a slick demo tape for this book In fact, I've intentionally left it a little ragged
around the edges. What you hear on the tape is a single DX7 |l played by a single person in real time. No recording
tricks. No special effects except for the keyboard, pitch bend, after touch, and foot controller performance techniques I've
explained in this book. Many of the sounds have built in stereo effects, such as chorusing, flanging, or reverb. Except for
a slight amount of reverberation, no external audio processing was used for this recording. What you hear is pure DX7 1.
(The only exception is that some of electric guitar examples were played through a guitar amp for distortion.) I've given
you the voice and performance data for every sound on the tape. (They're listed in the last section of the book.)

Many of the recorded examples are performances of the musical examples in the book, while others are short improvisa-
tions to demonstrate some of the musical possibilities these techniques have to offer. I've kept the music pretty simple to
let you focus on the technique(s) being demonstrated. On the first listen, some of the music might sound difficult to play
because the rhythms are so quick. Keep in mind, that is one of the things I'll show you how to do (read about Unison
Tuning and Alternating Chord Patterns ). You'll be surprised to find how easy it is to play the examples.

Tape Contents

The recorded examples are in the same general order as the techniques presented in the book. Many of the examples
demonstrate several techniques at once. For instance, you'll hear after touch and pitch wheel bending in many exampies
covering other techniques. With each example, I've listed the performance or voice used and (where it applies) the num-
ber of the musical example from the book.

°

Guitar improvisation 1 (Performance 23): country pick and strum tech- Guitar improvisation 2 (Performance 25): guitar pick and strum tech-

niques played with alterating hands on a unison tuned split keyboard. niques played with alternating hands on a unison tuned split keyboard;
Dovetail strumming (Performance 23, Example 5): dovetail chord pyra- played through a guitar amp.

mids and glissandos with pressure bends. > Blues harp (Performance 20): normal mode bending; foot controller
Open progression (Performance 5, Example 9) tremolo; played through a guitar amp.

Dovetail progression (Performance 23, Example 10): accompaniment for * Distortion lead (Voice 11): normal mode bending; foot controller
open progression. changes harmonics; guitar amp used for distortion.

Permutation pattern (Performance 23, Example 13): seven note dovetail * Finger picking 1 (I_Derformance 18, Ex?mp‘e 30): alternatiqg betwegn
picking pattern. two hands on a unison tuned keyboard is also a great technique for fin-

ger picking parts.

Basic strum (Performance 1, Example 18 ) 7
asic strur ( P ) Finger picking 2 (Performance 1, Example 33)

Flamenco strum (Performance 25, Example 19): strum articulations with ) o (

glissandos. Finger picking 3 (Performance 2, Example 33)

Power chord strum (Performance 29, Example 20): after touch and low Finger picking 4 (Performance 25, Example 34)

key pitch bending; the distortion comes from a guitar amp (the feedback - Pick and strum (Performance 14, Example 36): playing above the split
isin the voice). point lets you reach “mposmblg" notes; left hand picking part spans an
Power chord intro (Performance 29, Example 20) octave and a fifth but the reach is only an octave.

Fretless bass improvisation (Performance 30): repeated notes are Big chord shuffle (Performance 14, Example 37): left hand-chord part
played with alternating hands on a unison tuned split keyboard; after ~ SPansan octave and a fifth, but the reach is only an octave.

touch does the pitch bends. . _Harmonized sFrings (Performance 11, E?(ample 38): the C lonian scale
Shuffle variations (Performance 1, Example 22) rack '’ roll rhythm gui- is played as smgl.e notes; the harmony is vaice B playing a micro tune
tar parts played with altemate chords on a unison tuned split keyboard. scale (the two voices are panned left and right; listen to either channel

to hear the difference between the two voices).

Fiddle improvisation (Performance 11): this was played in real time with
just two hands. The performance uses the C Dorian micro tune scale
('m playing in F Mixolydian). The chords are played on the left (unhar-
monized) side of the keyboard, and the melody parts on the right (har-
monized) side. The right hand plays one, two, and three note voicings

Slinky ninths (Performance 17): funky sixteenth note chord strumming
played with alternate chords on a unison tuned split keyboard.

Chromatic ninths (Performance 25): jazzy ninth chords played with alter-
nate chords on a unison tuned split keyboard; played through a guitar
amp for some “edge.”

°

Twelve-string flourish (Performance 2, Example 22) that are harmonized by the micro tune scale. Listen to a single channel
Fiddle 1(Performance 10, Example 24): altemating between two hands to hear the difference between what | played on the keyboard and what
on a unison tuned keyboard makes it possible to play these violin exam- ~ ¢omes out of the DX71I.

ples quickly and authentically. Split harmony (Dual Mode - Voices 18 & 20): right-hand part is harmo-
Fiddle 2 (Performance 10, Example 25) nized in G Mixolydian with micro tune scale.
Fiddle 3 (Performance 9, Example 25) Pedal steel (Performance 15, Example 58): high key bending; foot con-

troller volume swell.
Fanfare (Performance 7, Example 25): the same technique used in the

triple-t brass attack » Unison bending (Voi_ce 18, Example 59): various articulations of a uni-
fiddle examples can also simulate triple-tongue aracss. son bend; played with low key pitch bend mode; after touch whammy

Stereo congas (Performance 27, Example 25). alternating hands used bar; guitar amp distortion.
with a percussion voice.

! _ « Sitar (Perform 32, E | : it ing.
Cajun squeeze box (Performance 22): alternating hands is also the key ttar (Performance xample 60): key on pitch bend}ng o
to concertina and accordion playing. > Press Me (Performance 4, Example 65): example using dovetail voic-

. . ings and after touch pitch bending.
Fretless (Performance 30, Example 28): played with alternating hands g P ending

on a unison tuned split keyboard. - QGuitar improvisation 3 (Performance 25): finger picking and strum tech-
niques played with alternating hands on a unison tuned split keyboard;

Bone (Voice 17): double tongue attacks are played with alternating foot controller tremolo.

hands; after touch pitch bending.

> The end (Performance 31): foot controller fades in feedback tones.



http://www.cvisiontech.com

Author’s Notes
In The Tradition Of The Cave...

I've been playing and programming synthesizers since they first became
generally available in the early 1970’s. My first synth was a single voice
analog instrument (an Arp Odyssey). Since then, there’s been a steady
evolution in the design and production technology of synthesizers in
general. In some ways, comparing those original analog synths with
today’s digitally based instruments is like comparing Mr. Spock’s tri-
corder with a cave man’s stone axe. The current generation of post-
MID! synthesizers are a wonder to behold. Their sophisticated
microchip sound-engines can produce ear dazzling sonorities and
effects. Digital memory makes it possible to store many preset sounds
for instant recall. As a result, we've come to demand large collections of
high caliber presets from our synths. Today’s synthesizers certainly ful-
fill the requirement for lots of great sounding presets. Even Spock
would be impressed with the arrays of memory banks, ram carts, and
data bank libraries available for even the “simplest” of today’s synths.
Spock would know however, that while computer technology may make
a great synth; it's the more primal aspects—those defining its touch and
feel-that make a great musical instrument.

When the time comes to make music, (after the sun goes down, when
the shadows cast by the firelight dance along the cave walls) great
sounds alone won't do it for me. It's not enough to just push a key, and
call forth the perfect preset. | want to work up a little sweat carving
sounds from their elemental stuff. For me, that’s what performing music
is all about. | need to feel the physical connection between what | do
and what | hear as I'm playing. | don't just want to see sparks. | want to
strike together the elements to make them fly. in short, there are times
when | play, that | want to be able to wield my synth like a stone axe.

Last year, | was lucky enough to receive one of the first DX7 II's to arrive
in the U.S. It was love at first touch. Here at last, was an instrument
with the logic, precision, and sophistication of Spock’s tricorder with the
heft and feel of that primal axe. Finally | have a synthesizer that is as
satisfying to perform with as it is to listen to. Since | started playing my
DX7 Il, 'm continually finding new ways to make the sparks fly. I've writ-
ten this book because striking the sparks is, after all, only a beginning.
In the tradition of the cave, once the fire is struck, the flame must be
passed on. With this book, | pass it on to you.

You'll find that many of the techniques I've described here will open up
areas of creative expression long used by guitar, string, brass and per-
cussion players. Up until now, these areas were largely unexplored by
keyboardists. None of these new techniques are difficult to master.
Mostly, they involve new ways for keyboard players to think about how
to play a particular set of notes or chords. Try them out with your
favorite presets, as well as the ones I've given you. | hope that, for you
too, they’ll make the sparks fly. If they do, keep up the tradition of the
cave. Be sure to passiton.

Steve De Furia
Spring, 1988
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