








dependent on the pitch and tonal quality of
the input. 

There are two patch points provided for
the Waveshaper: Audio Break In and Pulser
CV In. The former allows you to break the
oscillator connection to the Waveshaper and
insert external audio for maltreatment
instead; the latter is another of those ‘pretty
insensitive’ modulation inputs, requiring
a strong CV source before you can hear
much difference. 

Multi-mode Filter & VCA
The multi-mode filter is a strange beast
derived from the Metasonix TM6 pedal. If
you are accustomed to judging filters
against the famous offspring of Bob Moog,
you’re in for a shock. Here, if you take
resonance down to zero it is tantamount to
bypassing the filter altogether; crank it up
and you approach the territory of metal
brake pads grinding angrily against metal.
Adjusting filter tuning produces not
a standard filter sweep but a quality
reminiscent of swirling gravel around
a bucket with a stick. If there’s a sweet spot
somewhere, I certainly never found it! What
I did find was an incredible range of wild
distortions ideal for crunching up the
already temperamental oscillators — or an
external signal such as a drum machine.
Somehow this crunchiness is not
unpleasant. Comparing the filter to another
favourite, the Sherman Filterbank, I’d cast
the Sherman as an android crawling over
broken glass while the Wretch assumes the
role of a rabid pit-bull ready to bite your leg
off and then vomit on your carpet. 

The filter has three range settings that
determine the range of
the resonant peaks: the
low range covers
approximately
190-420Hz, medium is
830-1200Hz and high is
about 1150-1650Hz. The
filter’s ‘high’ setting adds
a distinctive band-limited
tone, pefectly scoped for
alien sound effects. Pipe
those LFOs generously to
filter tuning and a host of
screaming birds are
awakened! 

The continuous Filter
Type control sweeps
smoothly through
a bass-only response
through low-pass and
eventually to band-pass —
although I hope I’ve
communicated the point
that nothing you’ll hear
sounds like a conventional

filter. With Filter Type set to ‘Bass’, all the
upper frequency components are removed,
so that when you set the oscillator range
also to low, you’re firmly in the territory of
warped, fuzzy sub-basses and drones to die

for. Mastering
the filter is one
of the great
challenges of the
S1000, one
in which
experimentation
is your only real
guide. 

The final
stage in the
audio chain is
the tube VCA
that adds its
own special
warming

characteristics. The VCA can be driven
either by the simple AR generator or
via Modulation Bus B. In the latter case
you need to increase the main volume,
as the modulation bus doesn’t put out
the same power as the fixed AR
routing. There’s an audio break-in
socket here too, so if all you require is
a few degrees of tube warmth, you’ve

got it — provided you also open up the VCA
by triggering the envelopes. 

Conclusion
Throw away any preconceptions you have
about how a synthesizer should sound or
behave — they will be scant comfort here.
You primarily have to accept that
unpredictability can be a good thing. Or, in
the Metasonix philosophy: how easily
a musical instrument can reproduce exactly
the same sound is a measure of how boring
it is — both to play and to listen to. Being
boring is not something the Wretch Machine
can ever be accused of. Like some
brooding, malevolent creature, you
instantly know when it enters a mix — and
there aren’t many synthesizers produced
today about which that can be said. 

Being different has its downsides too,
not least in establishing who would be
tempted by a tube synthesizer in the first
place. In my first days with it, I couldn’t see
far beyond Nine Inch Nails, Throbbing
Gristle, industrial, experimental, all that
stuff. But as I became acclimatised, I started
to see that its ability to produce a thousand
and one harmonically rich drones that sit
timbrally somewhere between an Ebow and
a didgeridoo make it ideal for soundtrack
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Let’s turn for a moment to the modulation bus.
Fortunately this, at least, is straightforward in
operation. There are two buses (A and B), their
knobs coloured blue and green respectively. Each
bus is fed by up to three modulation sources,
denoted by red knobs on the panel. The
modulation sources consist of two triangle-wave
LFOs (with a range of between approximately
0.5Hz and 5Hz) plus two simple envelopes. The
first is an AR (Attack Release) type; the second
is AD (Attack Decay). The envelopes have

quoted response times ranging from less than
one millisecond to greater than 10 seconds and
the AR envelope remains at maximum whilst
gated, whereas the AD envelope decays to zero.
Thus, if you adjust the modulation amount of
each envelope into the bus, the two envelopes
can be combined into something approaching
ADSR response. It never sounded exactly snappy
to me, though, and modulation in general is an
area where tubes don’t seem to offer any
advantage over good old analogue. 

Modulation By Tube

The large 6AL7 tube in the S1000’s Modulation Matrix.
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work. Its capability to deliver more insane
shrieks than you’ll hear this side of Bedlam
is tailor made for the Radiophonic
Workshop’s scarier moments. True, the
uniquitous sound effect synthesizers are
long established — the EMS VCS3, Korg
MS20 and the ARP2600 — but perhaps
there’s room for another? This isn’t so much
Forbidden Planet as Untrodden Planet — an
entirely new landscape of shifting grunge,
venomously sizzling  snakes and hives of
insane bees, all underpinned by the
stertorous breath of a dying behemoth. Nor
is weirdness the full tale, either: there are
mad loops, flesh-rending solos and
sphincter-worrying basses to be found; the
S1000 could be the holy grail that dance
and electronica people have been
searching for all their lives without
knowing it. 

In truth, I can’t pretend to have
mastered tube synthesis in just
a few short weeks, any more than
I could have mastered the violin, the
delayed death touch or advanced
Mandarin in a similar period. But the
voyage of discovery has been
stimulating, electrifying and never,
ever dull! 

Due to the transient nature of the
sounds I stumbled across,
I constantly recorded the sounds
I made. Ditto for the results of
processing external audio through
the Waveshaper, filter or VCA; these
appeared to yield a never-ending
supply of useable tones. Even if
I can’t stretch to my own Wretch,
I know I definitely need some
Metasonix attitude in my music.
Indeed, before this review was
complete I’d ordered one of the TM
series of pedals and expect more to
follow. As the range includes tube
oscillators, waveshapers and filters,
they could be viewed as a poor
man’s S1000. Granted, LFOs and
envelopes would need to be sourced
from elsewhere, but as these are
probably the least vital component
of the Wretch anyway, this may not
be too limiting.  

For many, the constant battles to
produce an actual tune might be too
much. As Eric would probably say:
buy a Triton, you LOSER! At times it
felt like the poor Wretch might have
been broken or was just being
deliberately obtuse, but if this is
broken we should definitely break
more things! And the various design
annoyances, such as the dodgy
joystick or the over-protective
protective cover were irksome on

a synthesizer in this price range, but
somehow pale into insignificance in the
grand scheme of things. 

I’ll come clean and admit that
I approached this review from completely
the wrong perspective. I’d heard some of
the MP3 demos and sniggered at Metasonix
product names like Butt Probe, Scrotum
Smasher and Fucking Fucker. Somehow
I was left with the feeling that Metasonix
were in the lingering throes of some kind of
adolescent rebellion and not to be taken
seriously. I now realise that nothing could
be further from the truth. 

I’ve been able to dust off a fresh batch of
adjectives for this review, but more
importantly I’ve been challenged to think

again about what constitutes synthesis and
electronic music. If you believed that the
whole range was covered by Bob Moog at
one end of the spectrum and slick Japanese
workstations at the other, you really need
to check out some of the rasping power of
tubes for yourself. Ultimately, the Wretch
Machine will be loved not in spite of its
imperfections but because of them!
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