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In the Gibson Spotlight • • .• 
Top recording artists and Gibson's ES-347 TD. 

Ray Benson of Asleep At The Wheel..."The 347 is a versatile guitar which meets the demands of stage 
and studio playing in every way" Alan Kendall—the Bee Gees..."I've always liked the semi-solid 

ES guitars. The new ES-347 has an excellent sound. And, I like the wide neck and pick-ups, too:' 
Joaquin Lievano with Jean Luc Ponty..."I can get warm and mellow sounds for jazz— but can 

also get a good biting sound for rock:' George McCorkle—the Marshall Tucker 
Band..."Without a doubt, it's the best all-around guitar I've ever used:' 
Put yourself in the spotlight by experiencing the incredible versatility 

of the ES-347 at your nearest Gibson dealer. 
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Studiomaster is Expanding 
We have never been ones to sit around and watch others progress. 

Instead, we prefer to be the leaders. And in our field, that is how 
many regard us. So we apply our energy to expansion. .. growth in 
every phase of the development of our products. 

Our mixers are expandable. Studiomaster was first with the add-on 
module concept in affordable professional grade mixers. Whether you 
select our 12X2b or 16X4 units, neither will ever limit your group or 
studio to its original capacity. By our four-channel-at-a-time expander 
modules, a 12X2 can become a 24X2 in minutes. A 16X4 will change 
into a 20X4 almost immediately, and without the hassle of dangling 
cables that can cause shorting or transporting difficulty. 

Our features are expanding. As pioneers in the more-feature-per-
iollar area, Studiomaster was the first to offer 5 way equalization on 
an affordable mixer. We still are. Our 16X4 mixer was the first studio 
quality desk that allowed the operator to have a separate stage (or 
studio) mix for the performers while still sending an independant, 
unaffected mix to the tape recorder. No competition yet. And now, 
our mixers come with direct in/out channel patching as standard 
equipment, just one example of our expanded features. 

Our product line is expanding. Studiomaster now has a 16X8 

mixing console designed for 8 track studios and live performance. We 
offer the professional touring band the most affordable 20X8 monitor 
mixer available. And we now manufacture three and five way stereo 
crossovers which solve the complex speaker system problems of large 
concert arenas. We even make the coolest running, smoothest sound-
ing 225 watt/channel amplifier around, too. Did we say we're 
expanding? 

The only thing that really hasn't kept pace with our other phases 
of expansion is our price tag. It has escalated only a fraction in two 
years . . . and that only to justify . the extras we offer. So we are 
still the most affordable 16X4 mixer that money can buy in our per-
formance category. 

Maybe you should consider expanding your studio's or group's 
ability to create. Give us a call at (800) 854-6219 nationally or 
(714) 528-3360 in California. We will give you the name of the 
Studiomaster dealer closest to you. If you visit him this month for 
a Studiomaster demonstration, you can receive a Studiomaster T-
shirt free from us. Visit him soon to see the continually expanding 
possibilities of Studiomaster products. 

For more information about Studiomaster products, please write to Craig Buffington, National 
Sales Manager, Studiomaster, Box 55, Atwood, California, 92601. 
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stroke 
our necks 

Schecter guitar and bass necks 
are unparalled, blending vintage feel and 

playing ability with the beauty of 
exotic wood grains. 

See your dealer or send $ 2.00 
postage & handling for 16 page 
color catalog. 

SCHECTER 
GUITAR RESEARCH 

',EL E•CLJSIVE.Y Br INTEITHAT,OTIAL TALES ASSOCIATES P 0 BOP FM IsOTTTITIEOSTY,P000 CA St6p9 2,1 / 13., nO, 

Post Office Box 9783 
N. Hollywood, CA 91609 • (213) 782-3202 
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brunt left to right: Stuchomaster's Paul Dobson, winner Diana Wilson, Studiomaster's 
Ray Haynes and IM & RW President Richard Desmond 

1M & RW'S $9000 T.A. WINNER 

I) lana Wilson of Santa Barbara, 
California was the lucky winner 
who had to explain some familiar 

technical phrases and abbreviations. 
Undoubtedly, her intense study of guitar, 
bass and drums were of considerable help 
in achieving this victory over all other 
entries. Presently, Diana is forming a 
band and will be able to take full advan-
tage of the system she won. 

At the recent NAM M Show in Los 
Angeles Paul Dobson of Studiomaster 
was on hand to award the prize which 
included a Studiomaster 12/2 mixing 
console. The $9000 system was quite a 

valuable prize both financially and 
artistically. The system also includes: two 
pairs of Bose 802 speakers; a Biamp system 
complete with two EQ/ 270A graphic 
equalizers, quad limiter and a FR/240 
stereo reverb unit. The microphones were 
four high quality Shure units. To ensure 
smooth operation, Sano connectors and a 
stage box were also included. 
Not surprisingly, Diana was delighted. 

"I never imagined I'd win the contest. Now 
it's become a definite reality that I'll be able 
to form a band." Diana enthused. 
"Winning this PA system has made all the 
difference for my future musical plans." 



Peavey equalizers have 
been designed using the 
latest computer assisted 
design techinques and 
precision components to 
offer the musician, sound 
man, and home audiophile 
flawless performance 
without extravagant cost or 
compromises in quality. 

The Stereo Graphic 
features two independent 
ten-band sections with 15 
dB cut or boost at ten 
center frequencies. Filters 
are provided for each 
channel with continuously 
variable 12 dB high anc low 
cut or boost..., 

The EQ-27 features 27 
bands at one-third octave 
centers throughout the 
audio range and is fully 
compatible with the most 
professional real time 
analyzers. 

Each system's input 
circuitry can be matched to 
a wide range of signal levels 
thanks to special 
gain/attenuator level 
controls. Balanced and 
unbalanced outputs are 
equipped on each unit with 
protection for any 
accidental overvoltage or 
short circuit situation that 
may occur. 

Because of a high level 
transformer balanced output 
circuitry, the Stereo Graphic 
and EQ-27 have the 
capability of providing 
greater than + 16 dBm into 
600 ohms making them 
excellent as high quality line 
amplifiers. 

The Peavey Stereo 
Graphic and EQ-27 are 
technically two of the finest 
equalizers available today. 
Exceptional performance 
and compatibility with a 
wide range of signal and 
impedance levels make 
these units an unmatched 
professional value. , 

PEAVEY STEREO GRAPHIC & Eel 
price/performance no other graphics 

can equal. 
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Complete specifications 
and descriptions of the 
Stereo Graphic and EQ-27 
are available upon request 
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by writing our Literature and 
Promotional Department, 
Peavey Electronics; 711 A 
Street; Meridian, Miss. 39301. 
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Turning Professional 
I'm 14 years old and love your magazine. I 
also love music and especially enjoy the 
drum articles in your magazine. 

I've been playing drums for 21/2 years 
and have been with two semi-professional 
rock bands. The members of each band 
told me my drumming technique is very 
complicated and that they've never ex-
perienced a drummer quite like me. I'm 
proud of myself. 
My question is, must I be able to read 

music in order to become a professional? 
How do I determine if I'm professional? 
And, is reading just for sessions players or 
for jobbing drummers? Please help me? 
Away from my problems my major in-

fluences are Lenny White, Carmine Ap-
pice, Carl Palmer, John Bonham, Gene 
Krupa, Louie Bellson and several others. I 
use Slingerland drums because I like the 
big " boom" sound on the toms (Spitfire 
snare also). 
Ricky Cruz 
Chicago, Ill 

There are many professional drummers 
who can 'ty read a note; there are just as 
many who can. You certainly don't have 
to be able to read to become professional, 
but it is something that should be taken 
into serious consideration. Reading can 
widen your scope of music and force you 
into a new realization about your instru-
ment. Those musicians that get the most 
work in the studio invariabley read music. 
But it's not an ironclad rule. There is a lot 
of work for musicians that has nothing to 
do with bands (Broadway, TV, etc.). So, 
to give yourself the otpimum chance of 
working as a professional musician, we 
suggest you learn how to read. As to deter-
mining if you're a professional, don't 
worry about, you'll know when it hap-
pens. 

Drum Tuning Problems 
I bought one of your recent issues and I 
found a letter concerning a ringing pro-
blem in a drum set. I have a different pro-
blem with my kit and I hope you can help 
me solve it. I have a Pearl 5-piece kit with 
an 8 x 12 and 9 x 13 tom toms, a 16 x 16 
floor tom, Ludwig 14" snare with a 
14 x 22 bass drum. They are all wood-
drums except the snare. My problem is 
turning my small tom tom. It has to be 
tuned so low to sound right that it sound 
like paper when I hit it. Therefore I have 
to tune the other drums extra-low to 
sound right. I use Ludwig rocker heads on 
all of the. The set is only about nine mon-
ths old and I want to get a better sound. It 
is a two-headed set but I don't use the 
bottom heads. I hope you can help me 
8 

out.Thanks for your help. 
George "Stix Sandler 
Perry, GA 

Bob Henrit replies: Here is my way of tun-
ing which I will lay on you. All my drums 
have four quarter turns on each tension 
screw (from finger tight). This means that 
all the head tensions are roughly the same 
but, since the drums are all different sizes 
the extra diameter of each takes care of the 
different tones. A highly tuned drum 
always cuts through better than a low tun-
ed one — check it out next time you're at 
a gig. You say you play yours single head-
ed, so if you want more decay from them 
simply unscrew one of the tension screws a 
little (having made sure it is evenly tuned 
at each position by tapping and listening). 
This will definitely help but otherwise 
consider investing in some slightly thinner 
center-spot type heads and follows the 
same procedure. 

The Paul 

The Ramones Begin A Century 
It was a pleasure to read the Lester Bangs 
interview with the Ramones in your 
January 1980 issue because of the writer's 
marvelously fresh slant on the humor, joy 
and energy which these musicians bring to 
and draw from their music. Their belief in 
honesty and diligence as the best sources 
of inspiration shows them to be artists of 
admirable character and integrity. The 
fact that they have maintained their 
original purity and simplciity affirms the 
strength and truth of their ideals. Thanks 
Lester, for bringing all this forth, and 

thanks, Ramones, for hangin' in there. 
Curtis Fields 
Brooklyn NY 

Pickguards 
I am an avid reader of International Musi-
cian 8i Recording World, and even though 
I don't have a subscription to your 
magazine. I buy them as often as I can. I 
have a problem, and your professional ad-
vice would be greatly appreciated. 

I own a Gibson "The Paul" and I was 
considering putting a pickguard one. I've 
only .had it a shrot time and already I 
noticed scratches on it where the 
plickguard should be. 

I was considering installing a pickguard 
and I was wondering a few things, for in-
stance: 
(1) Should I put a pickguard on at all? 
(2) Is the shape I have okay? 
(3) What material should I use and 

where should I get it? 
(4) How should I fasten it to the 

guitar, etc. 
Thank you for a truly wonderful 

magazine and I hope you can spare some 
of your valuable time to help me. 
David Byrd 

Stephen Delft replies: " The Paul" has a 
satin finish which may show pick marks 
rather badly. Replying to your questions 
in order: I) no reason why not 2) the 
shape looks OK 3) materials about 1/8 of 
an inch; cellulose acetate, ABS, the softer 
grade of engraving bakelite, black resin 
impregnated fabric board, or brass sheet 
about 1/16th. 4) tiny screws (try Schecter) 
or double sided tape i f you are not yet sure 
about it. 

Steve Berkowitz, the subject for last 
issue's road manager profile, has 
since become manager of the Cars 
based at Lookout Management in 
Los Angeles. 

MAGIC OF GROVER 
WASHINGTON 

References to CTI going bankrupt were in-
accurate. The company actually filed for a 
Chapter 11 on December 7, 1978 and, ac-
cording to Creed Taylor, the company is 
now coming out of Chapter 11 and back to 
business as usual. ED. 
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power amplifier - 
has a big mouth /•1 

(It's a Volume pedal too!) 
This amazingly unique 8 pound, mult.-purpose portable 

amplifier-volume pedal shouts with David-Goiiath roars that 

slam the amplifier industry out of a decade of doldrum copycat 

products. You use Bigfoot as a solo amp, in conjunction with 

and to master control other remote amps, or straignt through 
as a volume pedal. 

It pays off fast, loud and clear with sounds and distortions 

that range from the savage, snarling fury of a wounded 
jungle cat to a sound as clean and pristine pure as the driven 

snow. Use it with your own choice of any speaker system 

of 4 ohms or more. A neat option is a choice of Electro-Voice 

or Eminence speakers or of an empty enclosure for your 
own speaker. 

Quality performance, power, and packaging make 

Bigfoot ideal for studio sessions and live gigs and you 

tote it irto a club or outdoor arena as easily as you tote 

your cigarettes. Here's more that's new w'th Bigfoot: 

• 25 watts rms sinewave continuous 

superclean output or 50 watts of square 

wave, impact power. 

• Photoelectric Volume pedal controls 
volume of the amplifier. 

• Silent circuit AC on-off switch — no clicks, 
pops, thumps. 

• Output jack for driving external amps or 

direct recording. 

• Volume, treble, bass controls plus treble and 

bass boost footswitches. 

• Tube type sound, clear sound, soft 

distortion, hard fuzz. 

• Short circuit protection. 

• Overload indicator lamp. 

We build them fallsafe because your career depends on it and so does ours. 

M L E y 

Morley— the opto-electronic failsale pedals— 

no pots, gears, or batteries. 

6855 VINELAND AVENUE 

NORTH HOLLYWOOD, CA. 91605 

(213) 760-3140 

Send for our Free Catalog. 

Morley, 6855 Vineland Ave. 

No. Hollywood, CA 91605 
IMA 4 

Name 

Address  

City _ 

State _ Zip 
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with The lcultsonsl 
66 After playing and owning eleven 
basses by five different companies, I'm 
glad to have a bass that plays when you 
play it. Kramer plays great all over the 
neck. I've been Kramerized! 

2727L, eel 
Bass player for The Jacksons 

Kramer Another Ar 
quality 'er• ' 
1771J,SiC BK L 

product 
from... T ""m• w 

66 Great axe! Every note I play seems 
to jump right out! 99 

Guitar player with The Jacksons 

P.O. Box 248, Neptune, NJ 07753 • 201/922-8600 

148 South Northwest Highway, Suite 107 

Barrington,IL 60010 • 312/382-4282 



SESCOM PRODUCTS ARE 
MADE FOR VOL, THE 
MUSICIAN, TO IMPROVE 
YOUR SOUND IN LIVE 
PERFORMANCES OR 
RECORDING SESSIONS. 

OUR LINE OF DIRECT 
BOXES, MIC-SPLITTERS, 
MICROPHONE TRANS-
FORMERS, AUDIO CABLES, 
CABLE TESTER, AND 
AUDIO ACCESSORIES IS 
AVAILABLE THROU, H 
YOUR NEAREST MUSIC 
STORE. GO IN AND 
ASK FOR SESCOM 
PRODUCTS, UP UNTIL NOW 
ONLY AVAILABLE TO THE 
SOUND PROFESSIONAL. 

ASK FOR A DEMONSTRATION 
AND REAR THE DIFFERENCE! 

SESCOM, INC. 
Musical Products Division 

1111 Las Vegas Blvd. North 
Las Vegas, NV 89101 U.S.A. 

eee 
machine heads 
How can you tell a high-quality machine head? Look 
at what brand machine head the leading guitar manu-
facturers are using on their top line guitars. We're sure 
you will find that Schaller makes them. 

The Schaller reputation has been built on creative 
engineering, closer tolerance, care in handling, better 
buffing, and a high-quality chrome finish that is a good 
reflection of our name. 

&nailer Electronic Pf inzingstrasse 2,8501 Feuctit, West Germany 
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On Drums 
Bob Henre 

T
he nicest thing about 
being a drummer is that 
we don't have to be 

sitting at our instrument to 
practice. We can work out ideas 
in the car or at work, anywhere 
we like — even in bed if we can 
find the time! Of course, it's 
important to work-out on the set 
but the noise can be a 
disadvantage unless we reey 
want to annoy the neighbors. Of 
course, we could also have 
something in our system we 
would like to be rid of! 

There are many tutor- books 
available by drummers much 
more able to teach the 
rudiments than I am, so, I 
suggest you use the book I hope 
you already own, and apply my 
ideas to the drum set via your 
tutor. If you don't have a text-
book, Carmine Appicc's is Vc7y 
good — and heavy. I have an 
old one by Sam Ulano called 
"Rudibops" written in 1 9•;9 
which contains more rock & roll 
than many modern ones. 

At the start I feel it's 
important to learn something 
interesting and stimulating to 
play: that will give the playcr 
satisfaction and be a jumping-
board to something more 
difficult and demanding. Some 
time ago a friend of mine 
decided to take up the piano. 
Almost the first thing he was 
taught was John Lennon's 
"Imagine'', a not too difficult 
song that my friend hked very 
muds. A. soon as that was 
mastered he Moved 011 10 more 

complex scale's. chords and 
fingerings. Niii,v when he gets 
bored with his stales and things. 
he tan go ba(k to playing 
"Imagine- and re-awaken Isi-
interest and enjoyment. 

Of « mrse. it's a little more 
difficult ti) apply this pan it ular 
concept to drums since we don't 
as a rule lay tunes on [ hens but 
we can play rhythms. So. I'll 
show you some Of mine and 
when you get fed up with your 
fOrmal rudiments and exercises 
you can play around with these 
and maybe rca( tivate your taste-
buds. 

Here's another way of 
playing a paradiddle. You play 
all of the right-hand beats on 

the hi hat and the left- hands on 
the snare-drum. Bc sure to 
accent the two off- beats — the 
bass drum can double the first 
three right-hand heats. ( By the 
way, for this pail urn play two 
complete paradici(lles lo each 
bar). When you get proficicni 

you can miss out the first left-
hand beat and third right hand 
beat, doubling the bass drum 
with thc remaining two lefi-
band hi hat beats. Try to make 
all the other beats on the snare 
drum less heavy than the actual 
off beats. It's all very well being 
able to play the rudiments but 
the problem cats he adapting 
them to your every-day playing. 
You have to sit down and figure 
out how ut apply them to 
general playing as oppised to 
just filling in, etc. Thc 
paradiddlc thing I have shown 
you is just one example I'm 
sure you can find others for 
yinirself. Try playing a normal 
ntck feel and instead of striking 
all eight beats on the cymbal or 
hi hat, bring the stick hack to 
t he Snare drum hit- 2, t, h and :•;. 
This leaves us playing "Ft nus'' 
on the cymbal, it's Yen 
effective. Th'is works pretty %%141 
for ' shuffle- rhythms too. hi 
leaves a lot of' room to play 
funky grace notes with your 

right hand. I have often fitund 
that while pia\ ing hi hat if I 
wanted to ' lift .' the feel say for 
the middle eight of a st tng .. the 
only alternative was to move to 
the cymbal. This often nwain 
that the tightness was lost. What 
I do now is stay On the hi hat 
playing eight notes but playing 
[hens doubled-handed in 
unison, bringing the right lia ml 
over for the off-hea t 

Next month practite prob-
lems on a larger kit. 

Bob Henrit 
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For the Big Guitar Sound 

Change over to 
Supervmund 

MUSIC STRINGS 
Says Jack Bruce 

Lat. l'he ..es.t 

./44 /L.eS/eon? sign 
ìyi 

°rig 
1n to 
Oso , of 

ujvb 

s   

Whether you own an 
ARIA SB1000 bass like that of 
Jack Bruce, or an average priced 

bass or guitar, you can improve your 
tonality, harmonics, sustain, and get the 

fullest frequency response from your instrument 
simply by changing over, as Jack Bruce did, to the 
SUPER WOUND 'Six-O-Six' roundwound and the 

'Five-O-Five' de-luxe roundwound (with the LINEA* finish) 
bass guitar strings. These are available with fixed 
ballends to suit Fender Precision and Jazz Bass, 

Rickenbacker 4001, Wal Pro Bass and the Music Man 
Stingray. For other bass guitars use our patented 

adjustable 'ball and cone' fixing. 

Superwound String The difference between 
vVorld Patent Numbers and SUPERWOUND and a 

conventional stnng is shown 
in these diagrams, thus 
giving you the above qualities. 

*LINEA. This special 
finish makes a roundwound 
string feel smoother. 
Therefore reduces fret-wear 
It is not 'ground'. Therefore 
keeps its original sound. 

Imported into USA by C MEISEL MUSIC CO Inc 2332 Morris Avenue, Union, New Jersey 07083 Tel 201-688-8500 
Imported into CANADA by EFKAY MUSICAL INSTRUMENTS 6355 Park Avenue De Parc, Montreal. PQ H2V 4H5 

Sole Manufacturers: Unit 1, Morewood Close, Sevenoaks, Kent, England. 

Circle 810 on Reader Service Card 
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SYNDRUM ... THE PROFESSIONALS 
CHOICE 

JOIN BARRY MORGAN 
(CURRENTLY WITH TOM JONES) 

AND BRIDGE THE GAP 
TO ELECTRONIC PERCUSSION 

WITH SYNDRUM 

THE SYNDRUM PROS... 
RICHARD ADELMAN 
CARMINE APPICE 
MIKE BAIRD 
JOHN BARBETTA 
GERARD BAUDRY 
HAL BLAINE 
JOSEF BLOCKER 
MIKE BOTTS 
TERRY BOZZIO 
BARRY BRANDT 
CLYDE BROOKS 
DENNY CAMPBELL 
EVAN CAPLAN 
L NDUGU CHANCLER 
LYNN COULTER 
BALL CURTIS 
MERLINE deFRANCO 
LES DeMERLE 
WILL DOWER 
GRAHAM EDGE 
PHIL EHART 
GEOF EYRE 
BARRY FROST 
JAMES E. GADSON 
JIM GANDUGLIA 
Ti GRIMES 
JOHN GUERIN 
BOBBYE HALL 
DAVE HANLON 
JOHN HARTMAN 
KAT HENDRISKE 
JIM KELTNER 
KEITH KNUDSEN 
RUSS KUNKEL 

WILLIE LEACOX 
PAUL LEIM 
ANDRE LEWIS 
LARRIE LONDIN 
DEREK LONGMUIR 
SHE? LONSDALE 
RALPH MacDONALD 
GARY MALLABER 
ED MANN 
SHELLY MANNE 
JERRY MAROTTA 
RICK MAROTTA 
CHET McCRACKEN 
ALLEN MEYERS 
JAMES MONROE 
BARRY MORGAN 
MARK MORRIS 
CUBBY O'BRIEN 
DEREK PELLICCI 
JEFF PORCARO 
RAYMOND POUNDS 
DAN DUCILLO 
DAVE ROBINSON 
TERRIL SANTIEL 
STEVE SCHAEFFER 
ADAM SHENDAL 
ALAN SCHWARTZBERG 
DANNY SERAPHINE 
KELLY SHANAHAN 
MICHAEL SHRIEVE 
TREVOR SPENCER 
MIKE STEFANS 
MARK STEVENS 
ALVIN TAYLOR 

CHESTER THOMPSON 
ED TUDURI 
MCKIE TORRACH 
JAN UVENA 
JOE VITALE 
PETE VRANES 
LENNIE WHITE 
ART WOOD 
YOU CAN HEAR 
SYNDRUM ON THE 
FOLLOWING ALBUMS 
AND MOVIES: 
ANGEL 
OLLIE BABA 
THE CARS 
CHARLIE 
DEVO 
DOOBIE BROTHERS 
GOODBYE GIRL 
HALL & OATS 
KISS 
LITTLE RIVER BAND 
SATURDAY NIGHT 
FEVER 
STEVE MILLER BAND 
MOODY BLUES 
TED NUGENT 
PABLO CRUISE 
ROSE ROYCE 
ROD STEWART 
DONNA SUMMER 
TOTO 
WHO 
FRANK ZAPPA 

FOR OWNER'S MANUAL, SEND $ 1 TO: 

SYNDRUM DEPT. B • 11300 RUSH STREET 
EL MONTE, CALIFORNIA 91733 

DIVISION OF RDSI 

Jeff Berlin 
orne of you have noticed 
last month that part of my 
article was missing. So, to 

correct a printing oversight, we 
have repeated the entire column 
at the end of this month's con-
tribution. 

Originally, this was going to 
be a follow-up article on rhythm 
but something has come up that 
has disturbed me enough to 
postpone it. Instead I'm going 
to discuss a particular form of 
study that has become quite 
trendy for electric bassists. I've 
received quite a few letters from 
students who have chosen 
this line of study and are not 
entirely sure about it. Basically, 
I'm talking about electric bass-
ists studying with upright bass 
players because they think there 
is no other alternative. 
Anybody who takes the first 

step to some kind of formal 
training is to be commended. 
You will definitely benefit from 
all of the hours spènt behind 
closed doors and in front of the 
music stand. But a good electric 
bass teacher is as hard to find 
these days as a virgin on her 
wedding night. Since you want 
to know the fundamentals of the 
instrument you logically search 
out bass teachers, including 
those that teach acoustic. It's 
not a bad step. These guys ex-
plain to you many of the funda-
mentals of bass playing. 
However (there's always a 
catch), don't forget that many 
upright teachers teach acoustic 
bass and play acoustic bass 
because they truly do not respect 
or support the validity of our 
instrument. The general concen-
sus of these guys is that the elec-
tric bass is a " toy" or that " it's 
not the real thing." And these 
are the same guys who play the 
electric bass in the pit on Broad-
way, or in the rhythm section 
behind Jerry Lewis or on a week-
end gig at Vito's Boom Boom 
Room. 

Upright players will obviously 
show you fingering positions 
that they use. Are they mad? 
We, of course, use each finger 
on each fret space, while the 
acoustic player joins the second 
and third finger to play one 
note. One person wrote and 

complained that his teacher in-
structed him to avoid using the 
fourth finger as much as he 
could. Another said his teacher 
found no reason to go above the 
12th fret. jeez, it's like letting a 
vet perform open-heart surgery. 

Upright books may be OK for 
simple beginning reading, but 
books such as the F. Simandl 
and Edouard Nanny methods 
are strictly arco exercises (bowing 
on the upright). If you want a 
good electric bass book try Carol 
Kave's books. Although they 
lend themselves towards licks 
more than overall bass exercises. 
at least they were written by an 
electric bass player for electric 
bass players. Also, as I men-
tioned before, ny trombone 
books and trombone pieces. The 
besr one I know of is "Chord 
Studies for Trombone" by Joe 
Viola and Phil Wilson (Berklee 
Press). If you can't find a good 
bass teacher. I recommend a 
guitar teacher to help you with 
bass concepts. At least they 
won't tell you to ignore the 
fourth finger (unless they 
studied under Django Rhein-
hardt). 
To be fair, I should praise the 

fine upright teachers who also 
teach electric bass such as 
Richard Appieman at Berkley 
(Chairman of the bass depart-
ment) and Rick Laird, of 
Mahavishnu fame, who also 
teaches in New York City. Clyde 
Lonbardi, from the Bronx, plays 
swinging upright, and teaches 
swinging electric. The caliber of 
these men, unfortunately, is far 
too rare. Good luck readers with 
Continued on page 144 
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A Legend In Its Own Time 

1**" . 
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Sequential Circuits, Inc. 
3051 North First Street, San Jose, California 95134 (408) 946-5240 
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Dougherty kecogni:ed as 
The World's fattest Guitarist 

In as little as one evening... 

PLAY FASTER, CLEANER 
AND EASIER WITH THE 

MIND PICK. 

L se the incredible stone pick. You'll 
notice the difference immediately. It's 
larger and heavier than the common 

pick. And for a good reason — 
This larger pick gives you greater 
control. It feels different but 
in one evening's play you'll be 
amazed at how it can actually 

improve your sound and 
technique. You'll play better 
. . . fuller, richer chords . . . 
brighter cleaner lines . . . 

more power ... greater vesatility 
. . increased speed. 

The MIND PICK won't 
wear out -- ever. 

Available now at leading music 
stores. Just ask for the 

MIND PICK. 

Created and distributed by 
Dougherty-Miller, Inc., 1219 
Glenside Ave., Wilmington, 

Delaware 1987/ 

Circle 787 on Reader Service Card 

BLAST INTO 
THE '130s 

MODEL I 
BOOSTER 
Guitar 

MODEL IA 
aDOSTER 
Guitar 

MODEL II II 
ROOSTER 
am Guitar 

In 1948 the first production solid body electric guitar hit the market. It revolutionized the 
music industry and the sound of music for years to come. Rightly so, but what about 32 
years later Over 99% cf the guitars made today have the same old passive electronics 
that those of 1943 did. Tile difference between today and 1948 is that there's something you 
can do about it. Power Pots offers a line of on board active electronics that make your 
guitar an instrument cf the 80s. With the addition of a Power Pots booster, you'll get low 
impedance output (which allows use oi up to 150 feet of cord), revitalized highs ( elimi-
nates interaction of ccro, as a capacitor with pick ups), boosted output (effects work bet-
ter and amps sound better), and uncompromising circuit design which utilizes the latest in 
IC technics to insure low battery consumption and low noise levels. Power Pots products 
come with everything needed for installation, including wiring diagrams and a five year 
warranty. So cortadt "cur local music s:ores and ask for Power Pots by name — or send 
fcr our free pamphlet. BOOTH #2021 

leillg ewtrelNile here 
PO Boa 896, West Covina, California 91793, U S.A. 

(213) 339-8489 
Dealer Inquiries Welcome 

Syntb 
Mike Moran 

I
well remember being called 
up one day to do a session 
for a producer with a reput-

ation for great extravagance. 
The occasion (going back to the 
start of my days as a session 
musician) was highlighted, 
according to aforementioned 
producer, by the presence of a 
synthesizer which I was expected 
to work wonders on and stun the 
general public. We all take 
synthesizers pretty much for 
granted these days, and with a 
choice of specification size and 
cost to suit, it would do us all 
good to remember that not too 
long ago to produce the sort of 
sounds we now do on a mini-
moog or odyssey needed a 
roomful of equipment. It was 
some nine or ten years ago that I 
trotted into the studio, only to 
be confronted by a monster 
which threatened to stop my 
career in its tracks. The 
"monster" turned out to be a 
series III Moog which to the 
uninitiated, could be considered 
the father of profusion of 
equipment today. The moog 
dwarfed everything in sight and 
consisted of several very large 
boxes each with batteries of 
knobs, switches, jack plug 
sockets, lights etc. The boxes 
were linked together with huge 
double ended jack-plugs and 
the whole monstrous complexity 
of the thing was compounded 
by the appearance of words 
printed on the front which 
sounded as though they 
belonged on a flight-deck rather 
than a musical instrument. 

Progress has been incredibly 
swift development was keenly 
sought after only five years ago. 
Now it is a standard part of the 
keyboard players armory. It 
strikes me that a keyboard player 
new to synthesizers will still 
initially be confused by the 
terminology so I will attempt to 
define some of the terms 
common to most synthesizers. 

1 Oscillator: (VCO) generates 
tone. 

2 Filter: (VCF) changes tone 
color. 

3 Amplifier: (VCA) controls 
volume. 

4 Envelope Generator: or 
ADSR controls A (attack) D 

(sustain ) R (decay) 
(release). 

5 Frequency: pitch 
6 Timbre: tone color. 
7 Audio Range: is the range of 

pitches that your car can 
hear. 

8 Harmonics: harmonics are 
overtones and the more 
brilliance the sound will 
have. 

9 Hertz (Hz): it means "cycles 
per second" and the human 
ear can hear pitches between 
20 and 20,000 Hz or to put it 
another way 20Hz to 20 
kilohertz ( KHz). 

10 Highpass Filter: (HPF) this 
changes timbre by cutting 
off low harmonics and pass-
ing high ones. 

11 Lowpass Filter: (VCF) this 
changes timbre by cutting 
off high harmonics and pass-
ing low ones. 

12 Noise: not as one may thing 
description of our first 

attempts to get a sound but 
a random signal that sounds 
like a hiss or like the wing 
blowing. Noise usually 
categorized two ways as 
white or pink — try both 
and assess the difference 
yourself. 

13 Phase: the relationship of 
one waveform to another — 
in phase both waveforms 
have the same shape, out of 
phase the waveforms have 
conflicting patterns. 

14 Phase-Synchronization: 
using one oscillator to 
control the phase of 
another oscillator of 
different pitch. 

15 Pitch Bend: self-descriptive 
really, but means controlling 
the frequency of a note ( i.e. 
with a lever or pitch-wheel) 
while the note is being 
played. 

16 Portamento: an unbroken 
slide between notes. 

Continued on page 145 
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Exclusive Distributors 
St.Louis Music Supply Co. 

1400 Ferguson Avenue 
St Louis. Missouri 63133 

Pacific Music Supply Co. 
1143 Santee Street 

Los Angeles.California90015 
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Sound Lasers 
Sound Lasers are a breakthrough in acoustic 

transducer technology, as far advanced over 
conventional lougspeaker systems as lasers are 
over lightbulbs. The secret i the- ,r,esonant air 
column at the heart of each Sound Laers design. 
It contráts, every aspect of the sound. as nô horn or 
conç ever:could. „ "--
Sound Lasers produce sourathat's super-clean 

and 1AV-51-natural.. They project, the, full sound 
thfoughoutf the whole room — eye`ry seat is'a 
great seat. ,i3te they're smaller, lighter nc-1 simpler 
than ordinary speaker systems.:That's why they're 
being designed into PAs from clubs.to'coliseums. 
used in amblificat10.(à for instruments ranging froin 
guitars, to syntheizers, gpecified for recording 
studio monitors, 'and every., other professional 
application. 

Are Sound Lasers designed through mathe-
matical analysis. or laboratory tests, or cOmputer 
simulations. 11 of these, of course, but none of 
them has the fast word on a new Sound Lasers 
design We make the final decision by lis:ening 
and so should you! 

Transylvania Power Company 

260 Marshall Drive, Walnut Creek, California 94598 USA 
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On Sax: 
Alan Holmes 

l
a  ast month we were ex-

amining the relationships 
between the tip openings 

of the soprano, alto, tenor and 
baritone to simplify as far as 
possible the effects of switching 
rapidly from one to the other. 
Starting with the baritone, a 
Lawton mouthpiece of between 
6' 105 thousandths and 7' 115 

thousandths will give enough 
resonance to the lower notes 
while keeping the cubic feet of 
air per minute requirement 
limits which will not interupt 
the flow of the music and enable 
the baritone to play the same 
length phrases as the other saxes 
even in its lower range. 

Next is tenor. You have a 
choice of keeping it close to the 
baritone or moving nearer to the 
alto, a sensible range between 
6' 95 thousandths to 8' 110 

thousandth. Adaptability is the 
name of this doubling game. 
Considering the whole range. 
you will find that you can adapt 
to play a narrower mouthpiece. 
than you would use considering 
each sax individually. Many 
people do use large tip openings 
but the object of this exercise is 
to try and match up the four 
saxes. Many players are making 
playing harder than necessary by 
blowing a wider lay than they 
need. 
When I inter viewed Wilton 

Felder of the Crusaders, he said 
he used to blow a 130 Larsen but 
switched to 105 because that was 
painful. I played a 130 for six 
years and found my playing 
improved once I switched down 
to a 100. 
To play well you should be 

able to play effortlessly without 
straining to pump air through 
the horn, as the tension 
produced by straining to blow, 
also stiffens the fingers. 

Not only arc you unable to 
play for long enough between 
taking breaths, your fingers are 
slowed up too, so you can't play 
with a really fast technique. 

If you consider the harmonics 
of the tenor to be part of the 
standard range, then the upper 
limit of 8, 110 using medium 
reeds, becomes necessary if you 
are going to spend a lot of time 
playing harmonics. They then 

become a controlled and useful 
part of the standard range 
without suffering from jaw ache. 
So 6' 95 thousandths is going to 
be closer to the alto and 7' 105 
thousandths is going to be closer 
to the baritone. The length of 
reed being left to vibrate by the 
"lay" and the shape of the 
interior will do much to vary the 
resistance of the mouthpiece. A 
Lawton 7' B or BB model can 
blow as easily as other makers 6' 
so the final derision is governed 
by the t> pe of sound you want to 
hear yourself making. 

At this point it's worth noting 
that the widest lay that Selmer 
make for tenor, an " H", is only 
equivalent to 7. Maybe they 
know something about sax-
soprano without feeling too 
close. yet not being so open that 
it leaves too large a gap to the 
soprano. 

Around 80 thousandths, 6' 
for alto, seems to be an effective 
compromise. Yet up to 90 

()phones that has escaped the 
attention of the wide lay players. 

After the tenor, the next 
smallest is the alto. Choice of tip 
opening for alto should aim to 
slot between the tenor and 

Continued on page 144 

Alan if J Sessffin 

reedman who ¡slays soprano, alto 
and tenor saxec and lust about 
every wind instrument. He played 
on the Beaties . Sgt. Pepper aibum 
and for Intr yedrs UV.% a member ol 
the Kinky Ile now leads his own 
/azz-roek group. 
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TILRELOSCIUND 
It's BIG, BLUE and BEAUTIFUL 

Were not about to let you into the 
intimate secrets of Turbosound but we 
can assure you that it means a real break-
through in professional P.A. equipment. 

The sound is BIG - Turbosound tech. 
nology has been developed specifically to 
combine compactness with all the power 
you need. 

The colour is BLUE because Turbosound 
stands out from the crowd in every way 

The reproduction is BEAUTIFUL because 
S.S.E. build quality into Turbosound every 
step of the way from craftsmen designed 
and built cabinetry to the outstanding 
acoustic engineering in all our systems. 

Our research team has developed Turbo 

111;à: re...Teti/AY/ ol 
Sigma Sound Enterprises Ltd 

Manufacturers and Suppliers of the 

complete range of P.A. equipment 

Atkins Works, Faraday Road, 

Lenton, Nottingham, England. 

Tel Nottingham (0602) 783306 

sound over a period of 8 years, and 
during the last 2 years. Turbo systems 
have been put through the most 
exhaustive programme of testing during 
use by major bands all over the world. 

We've built out reputation on attention to 
your needs and we're now proud to offer 
you a chance to learn more about 
Turbosound - the world's most compact 
and efficient P.A. system. 

You'll also be pleasantly surprised when 
we get down to talking about price. 

Contact S.S.E. today, or any appointed 
Turbosound agent to learn more about 
this revolutionary new system. 

Trade and export enquiries invited. 



GAace /Voltz 
JO. Cata 

For this month's "Quik-Check," the 
new Hondo II Pro (model No H-1100) 
from the Internationl Music Corporation 
(1300 E. Lancaster, Fort Worth TX 
76102). One of the numerous "Straw-
caster-style" guitars (this is not just a Strat 
copy guitar) on the market today, this 
ultra-reasonably priced instrument 
($429.95 list in Eastern U.S.) has taken me 
somewhat by surprise due to its excellent 
playability, intonation and sound. One of 
a series of 14 models roughly intended for 
the beginning amateur and developing 
semi-pro market, the Hondo II (model 
tested has a maple fingerboard) is easier to 
play and keep in tune than just about any 
Fender guitar I've ever owned — a not 
that extensive collection that once includ-
ed a ' 53 Telecaster, a '68 Strat and a ' 70 
Telecaster. 

I can't absolutely confirm this, but one 
of the main reasons for the accessibility (a 
term not always applicable to Fender 
instruments) of the mapel fingerboard 
seems to be the fact that they have fini-
shed off the surface with a lighter, more 
satin-ey lacquer instead of that thick 
Fender finish which admittedly makes for 
long wear but often causes the player's 
fingers to get hung up on the fingerboard 
when they're wet from perspiration. In 
fact, one of the main reasons older Fender 
guitars are such a prized commodity — 
besides tradition, design and a well 
deserved rep as the rock & roll guitar — is 
the fact that much of this finish has been 
worn away by hours of sweat, grunge and 
rears, and the fingerboard is consequently 
a lot more sensitive to the touch and easier 
to play. The Hondo, as well as several 
other recent Japanese/Korean Fender-
style guitars, has bypassed this particular 
aging phenomenon by making a finger-
board that nearly approximates the feel of 
a broken-in Fender. The machines and 
bridge on the Hondo Il look, at first 
glance, like cheapish knock-offs but they 
also work surprisingly well, making for a 
guitar that stays in tune — even when you 
brutalize the vibrato bar. 
The general standard of workmanship 

and materials is not extraordinary but 
more than adequate for a guitar in this 
price range. This model, made of highly 
figured ash with a maple neck, has a con-
ventional Fender-style sunburst with a dis-
crete all-black pickup assembly. The 
pickups are a mite better than standard 
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Strat pickups — the wiring is fair and, 
considering the aggravated ium ten-
dencies of single coil pickups, the shield-
ing could be better. But to quality yet 
again, even playing this guitar through a 
noisy, old Fender "Champ" amp pro-
duced no unusually pronounced hums or 
buzzes. And the five position pickup tog-
gle switch helps the player to come up 
with some very interesting aural textures 
— especially the mid-position between 
middle and bass pickup. Just one small 
complaint. The fact that you have to 

remove the neck from the body to make 
angle adjustments is just a wee bit pre-
posterous. 

So the bottom line is simply that the 
Hondo Il is an excellent (surprisingly so) 
value for the money — not only as a 
"starter" guitar because of its unusually 
good playability, but also as a relatively 
inexpensive second or third guitar for the 
Gibson-style player (like yours truly) who 
need that special metallic bite for rhythm 
playing. 

The Morley company has come up with 
an interesting new wrinkle on the pedal 
concept with their new "Bigfoot," a 
multi-purpose portable pedal amplifier 

that weighs in at a mere eight lbs. This 
unusual combo of volume pedal and 
power amplifier can be used as a solo amp, 
in conjunction with and to the master con-
trol of other remote amps, or simply 
straight through as a Morley volume 
pedal. The " Bigfoot" can also be used 
with any speaker system of 4 ohms or 
more, with the choice of either Electro 
Voice or Eminence speakers or empty 
enclosures for the speaker of the user's 
choice. 

Features include: 25 watt RMS sinewave 

continuous output or 50 watts of square 
wave, impact power; overload indicator 
lamp; Photoelectric volume pedal which 
controls the volume of the amplifier; 
silent circuit AC on/off switching; a line 
output jack of the amplifier; silent circuit 
AC on/off switching; a line output jack 
for driving external amplifiers and direct 
recording; volume, treble and bass con-
trols plus treble and bass boost foot swit-
ches; tube type sound, clean sound, soft 
distortion and hard fuzz capability; short 
circuit protection and two types of inverse 
feedback. All of this at a very respectable 
list price of 110 bucks. 
A New Wave Aside: Several issues ago 

continued on page 126 
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Unicord 89 FROST STREET, WESTBURY, NEW YORK 11590 

STAY IN TUNE... 
AA I ( f 2,1)P HONE 
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WITH KORG 
KORG SETS A NEW STANDARD IN INSTRUMENT TUNING 
THE WT-12 QUARTZ STANDARD CHROMATIC TUNER. 

Korg engineering is recognized as leading the 
industry in developing new technology at afford-
able prices. That's why KORG is replacing the 
world's best instrument tuner, the KORG WT-10, 
with the new WT-12 Quartz Chromatic Tuner. 

• The new WT-12 employs the same Quartz 
Technology found in the world's most accurate 
timepieces as its tuning calibration standard. 

• Its tuning range has been expanded to 7 
octaves. (The WT-10 had a 5-octave range.) 

• The earphone jack and earphone (included) 
greatly facilitate tuning conventional pianos, as 
well as virtually every electric piano on the 
market. 

• Electric instruments can be played through 
the WT-12, eliminating the need to disconnect 
from amplifiers while tuning. 

• An extremely accurate built-in microphone 
permits easy acoustic tuning. 

• The WT-12's large illuminated VU meter readily 
provides the best combination of information 
and accuracy. ( It even permits tuning off-
perfect-pitch wher desired). 

• A built-in reference tone and speaker 
guarantees tuning accuracy. 

• The WT-12 operates on either AC or batteries. 
(An AC Adaptor, batteries and a leatherette 
carrying case are included). 

The new WT-12 Quartz Chromatic Tuner. 
Another good reason to stay in tune with KORG. 

Stay in tune with... KORG 

KORG GT-6 Tuner 

For all string instrument 
tuning, elect rie or 
acoustic. Features built-in 
microphone (for acoustic 
tuning); input/output 
jacks (for direct electric 
tuning); calibration and 
battery cheek sivitches; 
large illuminated meter. 
Wrist strap and batteries 
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Ellen Foley 
The Venue, London 
February 22 1980 

Ellen Foley ended up in London for the 
finale of her month publicized European 
tour. She's already made the rounds doing 
the usual assortment of press interviews 
several months before, charming largely 
male reporters with her reputed sexy tease 
and sensual looks. Consequently, there 
was much excitement surrounding her live 
debut. Both London shows were sold out 
although one suspected that the audience 
contained at least half of the music 
business. 
When she bounced onstage pouting 

ever so slightly, the first three rows 
comprised mostly men, mouths agape at 
her slinky apparrel. Wearing skintight 
black pants disguised as tights, a satin red 
top and a gaudy purple satin jacket, she 
sang in a voice reminiscent of Bonnie 
Tyler with more guts. The band pumped 
out pedestrian energy, playing each 
number with barely any emotion. No one 
in the crowd reacted much save for those 
three rows of gaping men. 

Ellen Foley onstage is not that much 
different than Ellen Foley on record. I'd 
expected her to better a promising debut 
album but on this occassion she was 
nothing but disappointing, predictable, 
cliched and tedious. By the third number 
she'd taken off the slinky purple jacket 
and draped it over her shoulder as if she 
was posing for the cover of Vogue. The 
third number was, perhaps, the best. The 
Stones wonderful " Stupid Girl" is a great 
song for a female singer to cover and lends 
itself well to sexual interpretation. Foley 
sang it with a lot of power, more power 
than conviction and the band played 
better than average. Halfway through the 
drummer seemed to wake up. What 
ruined the rock & roll momentum was 
Foley's ridiculously trite theatrical antics. 
During the chorus, she picked up a hand 
mirror, staring at herself and throwing 
silver rays out to the audience. Perhaps, 
she was just checking her roots which were 
very noticeable. 

Unfortunately, the evening was 
downhill from there. Her onstage patter 
borders on the inane. One could easily 
mistake here appearance and general 
charisma as a rather bad imitation of Bette 
Midler's over the top performance in 
"The Rose". This was made 
embarrassingly clear when Ms. Foley burst 
into a semi-dialogue during a song where 
she ranted and raved in an overtly 
dramatic voice all about some guy who 
never came back from Vietnam. No one 
needs to employ such mundane tactics to 

ellicit a reaction from the audience. Rather 
than being dramatic, entertaining or 
effective, it was rather pathetic. 

Although the band tned in vain to 
pimp out adrenilin, the energy was 
lacking in abundance. On her album. 
Nightout, Ian Hunter and Mkk Ronson 
played an important role both ir 
production and playing. They were sadl, 
missed from this live performance Rather 
than being a night out to remember, it 
was very much a night out to forget. 

Ellen Foley represents everythmg wrong 
with rock & roll. She's perfect fettle for 
the advertising men, merchandising men 
and the giant publicity machine of 
Columbia. She knows all the tricks almost 
as if she's read the official handbook on 

"how to perform theatrically for fame and 
money." The lady has a fine voice and 
without her annoyingly coy stage persona 
and with a better band, Ellen Foley could 
become something better than average_ 
Her effect on London is best summed 

up by one of the country's most respected 
and eccentric disc jockey's. A fellow DJ 
had attended the performance. She told 
the crowd of an upcoming apearence she'd 
prerecorded on a TV show The next 
morning the DI told his co-worker that 
Foley gave him and his TV show a name 
check during the performance. Upon 
hearing this the DJ casually said, "Ellen 
Foley--who's her" 

Barbara Charone 
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As well as John Entwistle of 
the Who take a look at some of 
the other top bass guitarists and 
guitarists who carry exclusively 
either ROTOSOUND Swing 
Bass, Jazz Bass or our very 
popular range of Gauge 
Selection sets from-006"-.014"... 

Why not 
join them! 
Imported into USA by C MEISEL MUSIC CO Inc 
2332 Morns Avenue, Union, New Jersey 07083 
Tel 201-688-8500 
Imported into CANADA by 
EFKAY MUSICAL INSTRUMENTS 6355 Park Avenue 
De Parc, Montreal P Q H2V 4H5 Tel 279-7303 
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Madness 
Empire Theatre, Liverpool. 
February 22 1980 

After six weeks touring Europe, 
Madness leturned to England the week 
that ' My Girl' slipped off the No.1 singles 
spot. With the 'One Step Beyond' album 
also riding high. there was a large, pent-
up British demand that had to be 
satisfied. 

Like the Specials, reportedly causing 
quite a stir in the US. Madness take as 
their foundation Jamaican ska and reggae 
music of th 1960s, a source both more 
light-hearted and rhythmically closer to 
rock than most recent reggae. Their name 
comes from the title of a Prince Buster 
song and The Prince' was a plea to the 
legendary Jamaican star to return from 
obscurity. When this was a hit, Madness 
were snapped up by Stiff Records and 
quickly consolidated with Buster's 'One 
Step Beyond', a storming, sax-driven 
instrumental. A trip to New York was 
well-received, then it was off to Europe. 

If the second of their homecoming gigs 
was anything to go by, the band received 
the proverbial hero's welcome. 
Unfortunately, whether they were 
overawed at this reception or simply 
drained by hard work, Madness' 
performance left much to be desired. 

Anxious not to be restricted by their 
hits, " Beyond" opens proceedings in 
lackluster style, Lee Thompson's sax 
failing ominously to achieve its normal 

Cphe Step Beyond 

full, fruity sound. "My Girl" soon 
follows, faring similarly: the wry, 
believable tale of a guy whose girlfriend 
takes offence when he chooses to watch TV 
on his own hinges on Mike Barsohs 
infectious piano figure. so it doesn't help 
that his keyboards arc barely audible 
throughout the set. 

As Thompson and Batson are usually 
Madness' strongest assets, it's as well that 
Chris Foreman (guitar) and Mark Bedford 
(bass) perform with plenty of attack. The 
former is particularly impressive on 
"Mistakes", a new song performed better 
than most of the established set, but a 
general disjointedness is glaringly 
apparent. 

Through their numerous TV 
appearances, Madness aie probably known 
to the wider public as much for their antics 
as for their music. Chas Smash, friend of 
the band and co-writer of one song on the 
album, is a permanent feature onstage, 
acting as a kind of official cheerleader as 
well as dancing perpetually and 
contributing the odd backing vocal. With 
his pork-pie hat, thick-framed plastic 
shades and natty footwork, Chas is a 
natural focal point and takes some of the 
pressure off lead singer Graham " Suggs" 
McPherson. 

This is just as well, as Suggs is a highly 
self-conscious performer, whether talking 
or attempting to move with the general 
rnaynem. Also, white his voice carries the 
listener on catchy. buoyant numbers like 
'In The Middle Of The Night" ( the story 
of a clandestine lingerie thief) and the 

semi-autobiographical "Rockin' In 
A-flat", the trickier rhythms of "The 
Prince" find him lacking in depth. Lee's 
gruffer style lacks nothing in character. 
Yet, possibly breathless from rushing 
about the stage, he makes a poor job of his 
own excellent " Razor Blade Alley". 

As usually happens with any current 
favourite, none of this prevented Madness 
from going down quite well. Perhaps they 
normally manage to combine all the 
fooling around with tight, lively playing 
and this was just tour fatigue. 
Nevertheless, their looseness on this 
occasion — characterized by Woody 
Woodgate's shaky drums — tempts me to 
draw comparisons with Rod Stewart and 
the Faces. As longtime fans will recall, 
what began as good-natured, free 
wheeling spontaneity gradually 
degenerated into plain indiscipline, until 
their audience's growing exasperation 
induced Stewar: to ditch a bunch of 
highly- talented musicians for a band of 
adaptable but lypring professionals. 

It would be a pity if Madness followed 
similar path, as they are all able players 

who album stands up very well to repeated 
listenings. There are several impressive 
songs from a wide variety of sources within 
band and entourage, many of them telling 
a good story with wit and style. 

On this showing, however, first-timers 
could be excused for dismissing Madness 
as a novelty band. If they ' le not to prove a 
classic case of " too much too soon", a 
radical rethink is very much in order. 

Harry George 
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D-300 Series High- Performance 
On Entertainer's Microphone 

- 

,• • 

NIN‘,.•; • 
• 
• \ '74, 
• ••• t., 
" 

• 

Long known for the finest microphones in the 
professional recording industry, AKG now 
introduces the high-performance D-300 Series 
Microphones—setting the pace for the next 
decade in stage- quality studio sound. 

A WORLD OF DIFFERENCE IN THE WAY YOU SOUND 

For example, the D-33OBT features: 

Stainless-steel impact resistant outer grille 

Internal windscreen 

Second windscreen/pop filter 

Internal protective basket 

Hypercardioid dynamic transducer modular 
system 

Hum rejection coil 

Anti- noise elastomer suspension 

Dynamic handling noise rejector 

PHILIPS AUDIO VIDEO SYSTEMS CORP. 
NORT,, AMERICAN PHIURSCOMPAN 

91 McKee Drive, Mahwah. NJ 07430 • 1201) 529-3800 

Strong die-cast nickel- plated housing 

9 ways to create your sound: 

Three- position switch for high- frequency 
contour 

Three- position switch for low- frequency 
contour 

Plug-in transducer system for simple in- field 
replacement 

Standard three- pin professional connector 

See them at your AKG dealer, or write today! 

...the mark ofprofessional quality 
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in microphones , headphones , pl ¡ont reverb units. 
AKG Akustische und Kino-Gerate GmbH. Austria 
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ACV and PPA identical 
to above. 

As used by Bob Welch. Pedals 
For the professional and recording guitarist the new 

Electro-Pik * concept is undoubtedly the biggest tech-
nological breakthrough of the decade. It frees your 
creative and expressive talents to reach limits previous-
ly unattainable without having to sacrifice your basic 
playing technique and artistry or even having to mod-
ify your guitar. You "lead" the effect instead of "fol-
lowing" it with these new metallic Pik* pedals. They 
all also act as superb Morley Volume pedals. 
Heavyweight of the new line is the Electro-Pik Per-

cussion*. Now you control both the decay time and 
character of your sound. The result is an entire range 
of clean cutting sharp percussion effects like banjo, 
mandolin and many others. Now you also control 
your attack to get a spectrum of drawn bow ef-
fects — violin, viola, cello, and even flute, oboe, 
organ and synthesizer sounds. Each one is a-
mazingly authentic. Low impedance circuit-
ry enables the pedal to deliver high fidelity 
even through the longest cords. 
The Electro-Pik Attack Control* provides 

the drawn bow sounds without the percussion 
effects. The Pik* electronics renders even the 
strongest pluck of the metal string inaudible 
and controls its onset to audibility as grad-
ually as you wish or with the slash of a 
lightening rip. 

MORLEY 20 Opto-electronic moRLEY — 
failsafe pedals — No pots, gears, or batteries. 

The Electro-Pik-a-Wah * lets you wah in sync 
automatically at a rate impossible to match with 
a pedal alone. You wah as fast as you pik without 
having to wait for the pedal. The rate of wah sweep 
and its highs and lows can be pre-set. It can also 
be used as a standard wah volume. 
The Volume Compressor is the only foot con-

trolled compressor there is. Far superior to other 
compressors, it sustains a constant output to the 
amp regardless of input levels and provides long 
sustain without amp or fuzz distortion. As with 

the Piks *, it can also be used as a standard 
superb Morley Volume pedal. 

Patent Pending. Terms and names 
copyright pending. 

• immummumumumizamm% 
FREE Catalog & Crazy Bumper Sticker. I 

II il 
an MORLEY - 6855 Vineland Avenue., IMA-4 mi 

IN No. Hollywood, CA 91605 MI 

(2131 760-3140 

NAME  

ADDRESS   

, CITY  

ZIP 

ummummii 

STATE 

We build it failsafe because your career depends on it — and so does ours. 
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You've always dreamed of time control... 

The New D-250 
Digital Delay System 

from 

ADVANCED Audio Designs 
PROFESSIONAL PERFORMANCE SYSTEMS 

3890 Stewart Road Eugene. Oregon USA 97402 - 503-485-4251 

Call us for the dealer nearest you. 
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Name 

Address 

City  

State 

Zip  

rell us about yourself. 

Are you a 

1 El Guitarist 2 D  Bassist 

3 O Keyboard player 4 r] Drummer 

CI Brass/woodwind player 

13 Singer 7 D Sound engineer 

Your age 
.1:114-18 BD 19-22 C O 23-29 

.) 0 30-40 E 41+ 

Are you 

1 D Amateur 2 0 Semi-professional 

3 13Professional 

THIS CARD EXPIRES JULY 30th 1980 Reader service 1 
For more information about our advertisers or about products 

mentioned in our editorial columns, check the corresponding 

numbers on this card, fill in your name and address and just drop 

in any mailbox. 

701 702 703 704 705 706 707 708 709 710 711 712 713 

714 715 716 717 718 719 720 721 722 723 724 725 726 

727 728 729 730 731 732 733 734 735 736 737 738 739 

740 741 742 743 744 745 746 747 748 749 750 751 752 

753 754 755 756 757 758 759 760 761 762 763 764 765 

766 767 768 769 770 771 772 773 774 775 776 777 778 

779 780 781 782 783 784 785 786 787 788 789 790 791 

792 793 794 795 796 797 798 799 800 801 802 803 804 

805 806 807 808 809 810 811 812 813 814 815 816 817 

818 819 820 821 822 823 824 825 826 827 828 829 830 

831 832 833 834 835 836 837 838 839 840 841 842 843 

844 845 846 847 848 849 850 851 852 853 854 855 856 

857 858 859 860 861 862 863 864 865 866 867 868 869 

870 871 872 873 874 875 876 877 878 879 880 881 882 

883 884 885 886 887 888 889 890 891 892 893 894 895 

896 897 898 899 900 901 

Is your technical knowledge 

AD Non-existent B 0 Fair CD Good 

D 0 Excellent 

Do you attend concerts 

1 D Never 2 0 2 or 3 times a year 

302 or 3 times a month 

4 D More often 

How much do you spend on 
musical instruments each year 

A 0 $200 -$500 B D $500-81000 

C 0 $1000 - $3000 

Did you get IM&RW from 
X OMusic store VG Newsstand 
Z CISubscriptIon 



The core of the mitten 
Hex is better than round. 
One of the reasons Guild strings are better. 

The high-grade steel stock used for the hexagonal 
cores of Guild strings is harder to get than the 
old-fashioned round core wire. So why do we bother? 
Because the difference between windings wrapped on 
round cores and those wrapped on hex cores is 
like the difference between a bald tire and one 
with tread. 

The hex core grips windings tight, for a lively, 
accurate, clear-sounding string that won't unravel in 
your hands. Guild, designer and builder of some of the 
world's finest guitars, knows what a string must deliver 
for an instrument to resonate properly. And Guild 
strings give off the right vibrations. 

Don't saddle your guitar 

with just any strings. Do it 
right, with Guilds. The hex 
cores may be under wraps, 
but their superiority is no 
secret. 

Geld 
A Div. of Avnet. Inc. 

P.O. Box 203, Elizabeth. New Jersey 07207 

(201) 351-3002 

Send me your FREE booklet, "Guitars & l.M 4-80 
Strings...How To Pick 'Ern", along with Name  Address  

the complete Guild string catalog C ty   State Zip  

1979 Guild Guitars No need to cut corners—just rip out the page! 



At last, a synthesizer that 
doesn't sound synthetic... 

II 

11,111L1111111111110111 
and doesn't take an engineer to play. 

THE NEW KORG ES-50 POLYPHONIC 
ENSEMBLE MAKES INSTRUMENTS SOUND REAL. 
When KORG set out to build the new ES-50 Polyphonic Ensemble, the direction 

was clear. Make it sound better. By making its sounds real. 
Strings that sound like strings are produced by the ES-50's three oscillators and 

separate Double Envelope Generators per note. Its built-in Chorus Ensemble Effect 
creates a dramatic stereophonic panorama of sound and can project a true rotating-
speaker sound. The Tremolo and Key Click features deliver a genuine vibes piano sound. 
And real-sounding acoustic, clavi, and celeste piano effects are also at your fingertips. 

The KORG ES-50 combines the equivalent of two completely different instru-
ments (Strings and Percussion) creating a total of nine different voices. Several other 
instruments promise "combinations" of voices, but with the 
ES-50 you can "layer" instruments while retaining the full 
independent integrity of each. 

The new KORG ES-50. One listen and you'll know, 
"When KORG does it, they do it for real." 

Send $1.00 for Demo Tape to: 

Unicord 89 FROST STREET, WESTBURY. NY. 11590 

KORG 
Does it for real. 
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This unique, hand crafted B.C. Rich 
Mockingbird pass ( sugg. retail 9'1399 ve se). 
uses a uniquepickup. DiMarzio Mo e Bá 
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Batteries 
not included. 

For damn good reason. 

Battery-powered effects 
are fine for musicians who are 
just playing around. 

But if you're playing for 
keeps, you don't want to gam-
ble your sound on the same 
kind of power that keeps toys 
going (sometimes). 
Which is one reason why 

professional musicians 
choose Mu-tron over cheaper 
battery-operated effects. 

Ifs the difference between 
a reliable 110 volts of AC 

power versus 9 whimpering 
volts of battery power that 
can die on you at any 
moment. 
Not only will AC-powered 

Mu-trons not die on you dur-
ing performance, theyll 
deliver a clear, cleaner, more 
powerful sound. So the music 
in your head comes out the 
way you hear it. If you want to 
get technical, here's why: 
As a rule, battery-powered 

units have to be designed 
using circuits that will not 

place a heavy drain on the 
battery. AC-powered units, 
on the other hand, can be 
designed with higher quality 
circuitry that guarantees more 
headroom, lower noise and 
lower distortion. 

If you're still not convinced, 
see your authorized Mu-tron 
dealer for a demonstration, 
or write to Mu-tron, Inc. 
45 Hartwell Avenue 
Lexington, MA 02173 

Munitron 
When you're playing for keeps. 
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SUPER BALANCED BODY 
Designed to obtain the best possible balance 
combined with performance. 
Carved frcm sodid Ash, taoered for correct 
weight distribution. 

lallIMEM1m-ma MM.« 
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NECK 
Long scale with 24 frets. Bui,: with 
alternate 5- ply laminations of maple 
and walnut running right through 
the body for transmitting maximum 
string vibrations to the pickups 
mounted in solid timber. 

NOISE KILLER CIRCUIT 
Reduces hum and unwanted noises 
from leads etc,caused by capacitance 
problems,without losing top frequency 
definition.Your amplifier reproduces 
only the sounds you want to hear.... 
without external noises, deal for sti,dic 
conditions(the Noise K;Iler is driven 
by 9 vo,t batteries and switches on 
when Jack Plug is inserted. 
Life approximately three months 
with 2 3 hours per day use). 

NOISE LEVEL 

1 t 
>dour ba..s 
+11 'IIi4i III tU I i 

;8 1000 ode 0 1 nO‘ 

Reduced Noise Level of 
the SB-1000 is much 
lower than in other 
guitars without active 
circuits. 11 is ideal for 
0.1. where very clean 
sounds are essential. 

A PRODUCT OF USA Aria Music(USA ) ine. 
Distributors: 1201 John Reed Court.C4ty cl Industry 1:891745 TE L 2113)968 8581 

Music Distributors,Inc. 
3400 Darby Ayerue. Charlotte, N.C. 2821t, 1EL ( 704 ) 34 4154 

Canadian Canada Music Supply Limited. 
Distributors: 8660 Jeenne Mance.M.ntreal Quebec. TEL ( 514/3K 7331 

Great West Imports Ltd. 
788 Beatty Street, Va-touv.-4 13 C. TEL: 684 5364 31 
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Country t. 
entleman 
A legend in its own time 

This is the guitar for the serious 
musician. Designed and played by Chet 
Atkins, the Country Gentleman has been 
welcomed in concert halls throughout 
the world and has gained the distinction 

accorded to only those who set the 
standard for others to follow. 

And no wonder. Feature for feature 
you just can't buy a better guitar. The 
Country Gentleman is equipped with 
newly designed 8K-Ohm filtertron 
humbucking pickups, easy flip mini 
switches, Grover machine heads, an 
intonation-true 25 172" scale, and 
patented Gretsch geared truss rod. 

There's more, much more. To touch 
the living legend, see your nearest 
Gretsch Dealer. 

For further information, write to 
Gretsch, Dept. B, 1801 Gilbert Ave., 
Cincinnati, Ohio 45202. 

ggE7iFile& 
MUSICA1 eSTRI/Mf47 414eMS 
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New realms of expression 
from MXR. 

The Pitch Transposer is MXFts newest addition to our 
professional line. It is one of our most innovative 
products. and possibly the most revolutionary signal 
processor in the music industry today. it is a unique, 
high-quality unit which provides a cost effective and 
flexible package for today's creative artists. 

The Pitch Transposer extends your musical boundaries 
by creating live instrumental and vocal harmonies. It 
has 4 presets which allow the artist to edetermine the 
intervals to be processed. Transposed intervals can be 
preset anywhere rom an octave below to an octave 
above the original pitch. The chosen interval is 
activated by means of touch controls or a rtgged 
footswitch. LED indicators display which of Ihe four 
presets has been selected. 

A mix control is provided, enabling the unit to be used 
in one input of a mixing console, or witt- musical 
instrument amplifiers. A regeneration control provides 
for the recirculation of processed sigrals. creating more 
and more notes. depending upon the selected interval. 
This results in multitudes of voices or instrumental 
chords. An entire new range of sound effects and 
musical textures, unattainable with any other type of 
signal processor. is suddenly at your firgertips. 

With many other pitclh transposition devices a splicing 
noise, or glitch, is present. The MXR Pitch Transposer 

1 
2—__ PRESET—  3 

renders these often ottfensive noises into a subtle 
vibrato which blends with the music, and is. in some 
cases, virtually inaudible. The result is a processed 
signal which is musical and .usable. 

We have been able to maintain a high level of sonic 
ntegrity in this most versatile signal processor. The 
frequency response of the processed signal is beyond 
10 kHz, with a dynamic range exceeding 80 dB. 

A micro computer based display option allows the user 
to read the created harmonic interval in terms of a pitch 
ratio. or as a musical interval ( in half steps).. This 
unique feature allows the pitch to be expressed in a 
language meaningful to both musicians and engineers. 

We designed ou r Pitch Transposer as a practical 
musical tool for those actively involved in creative 
audio. It reflects our commitment to provide the highest 
quality signal processors with the features and 
performance that will satisfy the creative demands of 
today's musical artist See your MXR dealer. 

MXR Innovations, Inc.. 740 Driving Park Ave.. 
Rochester. New York 14613. ( 716) 254-2910 

[Ivix=1) Professional 
1" Products Group 

hem FEP 
MIMI 

- 

pitch transposer clisp;ssy 

pitch transposer 
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Take me to your leader. 

Your leader needs me to 
perform with him. 

I know. 
I am a Bose Model 802 Loud-

speaker. 
I am the product of an advanced 

technological society 
The beings who designed me 

thought of everything. 
I can be hung, cradled, placed on 

a stand or stacked with others of my kind. 
I can imitate the sounds of your 

musical instruments precisely. 
I can sound like a piano, ora guitar, 

or even like the cylinders you call drums. 
I can sound more like your voices 

than any of my primitive relatives. 
Place me with a few of my clones, 

and we can be heard by multitudes. 
I am virtually indestructible, but 

also extremely light and compact. 
The beings who fabricated me are 

continuously making clones of me, so we 
may one day populate the galaxy, accom-

panying stars and the rising comets 
destined to become stars. 

Do not hesitate. 
Take me to your feeder. 

74 5 I "M m."e' 

Better sound through ,esearch 

BoseCorporation, Dept. RW 
The Mountain Road 
Framingham, MA 01701 

Please send me a copy of the Bose Profes-
sional Products Catalog and a complete 
dealer list. 

Name .  

Address .  

City .  

State- Ary  

Telephone ( 

Covered by patent ,ights issued and/or percing. 
0 Copyright '980 byBose Corporation. 



s 
By Jean-Charles Costa 

Pat ob A pMeda 

Somehow it just had to happen. 
Decibel-weary veterans of the Sixties' 
guitar obsession greeted Al DiMeola's 
sudden emergence onto the Seventies 
fusion scene not so much with awed sur-
prise as with a sense of pre-cognition. 
After all, for those of us who really cared 
about where the electric guitar was going. 
DiMeola's surgically precise "jazz" 
technique pumped through a hot Les 
Paul/Marshall rock & roll set-up seemed 
inevitable. Even more inevitable by virtue 
of the fact that instrumental fusion groups 
like Return To Forever and Weather 
Report were riding the crest of a new audi-
ence who demanded more from their 
favorite players. 
No more re-cycled blues-based cliches 

of temporarily revivified Hendrix /Clapton 
clones, thank you very much. This new 
element to the jazz fusion audience, 
spawned from heavy-metal with a vora-
cious appetite for new guitar " licks 8c 
tricks," created an instant demand for 
modern musician hybrids who intuitively 
understood the nuances of electric guitar 
timbre and had mastered all of the 
melodic and harmonic possibilities of the 
instrument. DiMeola, spotted by RTF 
founder Chick Corea early on in his 
dynamically expanding career, was one of 
the first guitarists, especially since he 
played "cleaner" and a bit more conven-
tionally than John McLaughlin while 
retaining the dazzling speed, to fill the 
gap. 
And with the fertile delta of talent 

represented by RTF's Corea, Stanley 
Clarke and Lenny White, DiMeola had 
the perfect combination of compositional 
intelligence — largely due to Chick's in-
fluence, one which still hangs heavy over 
DiMeola to this day — and white hot 
instrumental pyrotechnics to legitimize his 
metronomically perfect style. The music 
was new and exciting, the changes fresh 
and inventive and the sheer excitement 
generated at live RTF gigs by harnessing 
that much instrumental talent through 
"big" rock sound systems was undeni-
able. 

Having firmly established himself with 
a respectable world-wide cult of fellow 
guitarists during his tenure with the band, 
DiMeola seemed to have the rosiest com-
mercial future after the traumatic break-
up of RTF. His first two solo releases. Land 
of the Midnight Sun (Columbia PC 
34074) and Elegant Gypsy (Columbia PC 
34461), sold extremely well for instru-
mental "jazz" albums while live au-
diences, largely made up of the afore-
mentioned young male guitar freaks, 



eagerly gobbled up repeated demonstra-
tions of his admittedly prodigious techni-
que. 

But this is 1980 and "hot" fusion 
instrumental music is definitely no longer 
at the top of everyone's hit parade — as if 
it ever was. Bands like Bruford and Brand 
X more than hold their own on small club 
tours but the collective consciousness of 
the record biz — either because it wants to 
or because its the trendy thing to do — is 
focused on whatever wave bands where 
the short three minute song with a mini-
mum of instrumental (ie. guitar) show-
boating is the rule of thumb. 
And a large part of that guitar-maniac 

audience has reverted to younger heavy-
metal guitar slingers like Eddie Van Halen 
or Michael Schenker. So, here's Mr. 
DiMeola with severe management prob-
lems that keep him off the road for two 
years, a surfeit of cops that just may be lost 
on a dwindling audience, a record com-
pany who he claims is more interested in 
promoting new wave bands and, to top it 
all off, a new double studio LP — Hotel 
Splena'ido — that could well determine 
the ultimate limits of his status as a solo 
artist. 

Because of all these things, Al has been 
somewhat reclusive of late — and the 
album is definitely behind its scheduled 
release date (hopefully, it will be our by 
the time this hits the stands). Possibly. 
DiMeola is a victim of the dreaded "Steve 
Stills" syndrome, an almost psychotic 
obsession with mixing and re-mixing and 
re-recording your album which leads to 
su/porously long sessions in the studio that 
could 'easily qualify for the Guiness Book 
-of World Records. It's always hard for an 
artist to "let go" of his latest creation, but 
this double album project is turning into a 
major deal. 

Taking some time out from- some over-
dubbing session at CBS' functional and 
unassuming recording studios on New 
York's West 52nd St., DiMeola sat at the 
opposite end of a conference table in a 

starkly lit recreation room and quietly and 
methodically expounded on the current 
status of Hotel Splendido. 

"We're finishing up the overdubs so we 
should be mixing real soon. This is a dou-
ble record — a double stuck() album, one 
of the only one's Columbia's ever releas-
ed." 

Did he have a surfeit of material that 
dictated a double LP set? 

"There are a few reasons why I wanted 
to do that, one of which was that I wanted 
to expand a bit more with the playing. I 
wanted to be able to open up a bit more 
with the electric and acoustic music. 
Especially acoustic, since on my last few 
records I only had one acoustic piece where 
I could play. 
"On this album, there are three 

acoustic pieces and there's a lot of playing. 
One piece has a string quartet on it with a 
25 piece boy's choir — it's incredible. 
Chick Corea contributed one of the acous-
tic tunes, which is called " Isfahan," and 
that also has a string quartet. It's a beauti-
ful piece, he says it's the best tune he's 
ever written, a masterpiece. I would call it 
a mini-guitar concerto, it runs about 11 
minutes. I wrote a tango duet with Chick 
and myself playing and I also play a guitar 
duet where I play both parts and on that 
piece there's some of my best playing to 
date. 

"So these pieces would take up almost 
the whole side of a record and I felt that 
on a single album release it would be 
balanced because it was half acoustic and 
half electric, but . . . it's risky doing that 
since my audience is largely rock or pro-
gressive-rock oriented. You have to give a 
good amount of both, with a little more 
emphasis on the electric side. It also gave 
me time to experiment and get into vocals 
a bit which I dabbled with. but I don't 
know if I'll include them on the album. 
And the electric music turned out to be 
the most energetic and experimental that 
I've ever gotton into. So, doing a double 
album gave me the time to get to that next 
level. 

Sensing an imminent flood-tide of fur-
ther justifications and wanting to hit that 
next level in our mututal discussion, I in-
quired about the specifics of DiMeola's 
newly "opened-up" electric guitar style. 

"I use different -guitar sounds all over 
the record. If I'm playing what I call 
"power" guitar, then I use rrry Les Paul 
and it's that certain sound that I get (fast, 
metallic-cold, clean staccato attack with 
palming-technique interspersed J-CC). If I 
want a lighter sound I have a few different 
guitars I can go to. 

"I was over in Japan last July and 
Yamaha gave me two models (SG-2000), 
two electrics. And I used them on a couple 
of pieces on the album. They were very 
nice for softer playing, but they (Yamaha) 
swore that the sustain setting on that 
guitar was a better sound than the DiMar-
zio pickup sound on the Les Paul and I did 
the comparison test in the studio. And I 
don't know if I really gave it enough time 
to properly evaluate it, but right off it 
sounded — when listening back to the 
Yamaha — 'Nasal-like.' It gives you an 
incorrect illusion when you listen to in the 
room. In the room it sounds very good, 
it's a very even sustain which doesn't 
break up at all. But when you listen back 
to it, it sounds nasal and I don't know why 
that is but I have to experiment more with 
it to see. So I used the Les Paul (Sunburst 
'58 w/DiMarzios) for the 'power' playing 
when I wanted to achieve a lot of sustain. 
For thickness, that's the guitar, still! So 
the Yamaha people will probably be 
shocked to hear that I used their guitar for 
soft playing, because it's not that type of 
guitar, ya know?" 

Recently, DiMeola has been pictured as 
a leading endorser of Fylde acoustic 
guitars, an interesting new addition from 
the north of England. I asked him for 
some off-the-cuff, " unofficial" comments 
about why he was drawn to this particular 
flac top guitar. 

"I like its sustain qualities, the richness, 
the even-ness — it's a very crystal-like sus-
-tain, the highs are incredible. A harp-like 
sound. Plus the craftsmanship is immacu-
late. Very different from the Ovation — 

- it's not the type of guitar where I'd want 
to attempt playing anything too fast, it's 
not set up for playing intricate lines. It's 
for coloration,- for chordal playing and 
slow melodies where phrasing is import-
ant." 
What makes the Ovation acoustic parti-

cularly suited for single note playing? 
"It's set up in a way that makes it very 

-comfortable to play, and I like playing in 
every register of the guitar and if I play 
anything that's technically difficult or that 
requires a great amount of speed in every 
register — for that type of playing, the 
Ovation is best. Even this guitar duet that 
we did was done with Ovations, melody 
and improvisation on one side and the 
chord playing on the other. The type of 
chordal playing which requires a great 
amount of strength, intense chordal play-
ing." 

Specifically, what models did he use? 
"I-had one custom built for me which 
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Any sort of merchan-
dise has its equiva-

lent of the Rolls-Royce, 
the state-of-the-art model 
designed and built with 
quality, not economics in 
mind. 

If the best components 
cost ten times more than the 
average ones, it doesn't 
matter — there will always 
be more than enough people 
who want the best and can 
afford to get it. 

Indeed, the one character-
istic that all the best quality 
goods share is that they are 
m short supply. Mass pro-
duction produces the most, 
but it has never produced 
the best. 
By universal consent, the 

Rolls-Royce of the amp 
world is the MESA/Boogie, 
a valve ( tube) amp made by 
designer Randall Smith and 
his wife in a minute factory 
in the coastal mountains of 
California. But trying to 
actually buy one of these 
very expensive amps is like 
trying to buy beer-making 
kits in Jeddah. 

Theoretically, they have 
been available for several 
years, but up until recently 
it was a case of flying over 
to California, or ordering one 
and waiting several months. 
MESA/Boogie amps were 
talked about but seldom 
heard, and although the 
situation has not improved 
to any great extent, it is 
now possible to buy them 
from Chappells in London, 
as well as a few other outlets. 

Beware 
But before you rush there 

with Access card in hand, 
beware. The top models 
will add four figures to 
your overdraft. Chappells 
were wary of quoting an 
exact price, but the L1,000-
plus price tag is enough to 
make most people stay at 
home and dream. 
Why, then, are they so 

sought after? And why are 
so few available? 
The second question is 

the one with the easy an-
swer. Each amp is made by 
Smith, tested by Smith, and 
shipped by Smith. As far as 
any box of electronics can be 
handmade, these are, and on 
a scare to ensure that "qual-
ity control" means what 
it says. 

Smith has not arranged 
a distribution network in 
Britain or anywhere else 
because there would be little 
point, and he demands that 
each amp is paid for before 
shipping — not something 
to recommend it to British 
retailers or individuals, 
despite the money-back 
guarantee. 
Ed Jones of Chappells 

finds them as much a prob-
lem as anything else. 

"It would be much easier 
for me not to sell them at all. 
They're beautiful amps; 
probably the best in the 
world, but I get tired of 
telling everybody about the 
problems in getting hold of 
them. Most of the ones that 
we do get go to Europe, 
where they're about a third 
as expensive again." 
The first question has a 

variety of answers. Boogie 
amps have become renowned 
for their combination of 
small size and high power, 
their versatility and sustain. 
One of the great masters of 
sustain, Carlos Santana, 
uses Boogie amps and has 
said that there is nothing 
like them on the market. 
His musical partner and 

friend, John McLaughlin; 
has also said its the best 
guitar amp in the world 
giving almost indefinite 
sustain even at low volume 
levels. This is achieved, ac-
cording to Randall Smith, 
through the use of a pre-amp 
circuit that uses more stages 
of amplification and tone-
shaping than any other amp. 
Volume controls between 

these stages determine the 
amount of signal strength 
and the tonal quality, and 
then pass them on to the 
next stage where they are 
amplified again. A guitar 
plugged into the first mput, 
or the first stage, enables 
the player to achieve the 
sustain and overdrive that 
impressed McLaughlin. 
The power of the amps can 

be a hazard, though, in in-
experienced hands. With an 
amp that measures only 
191/2 x 101/4 x 10%, 100 watts 
RMS is a surprising amount 
of power, and if a guitarist 
is pushing it to the limit, 
the output will be way over 
200 watts, according to 
Randall Smith. 

Apart 
If this is done with just 

the one 12-inch speaker in 
the combo, it can easily blow 
it apart, so an optional extra 
is supplied that, at the flick 
of a switch, cuts out two 
of the output valves. 

This leaves the 100 watts 
for very clean playing at a 
moderate volume level, or 
for playing loud with an 
extension speaker. It comes 
supplied with the 15-inch 
combo. (Various makes of 
speaker are available, in-
cluding the standard ones 
made by Eminence, and 
special ones by Electro-
Voice, JBL and Altec.) 
To name all the players 

who use the amps would also 
take up pages — rock's top 
names probably constitute 
a large proportion of the 
people who have been able 
to afford Boogie amps — but 
Bob Dylan, Keith Richard, 
Pink Floyd, George Har-
rison, Bruce Springsteen, 
Pete Townshend and Super-
tramp make for fairly ele-
vated company. 

Why 
Santana 
likes to 
Boogie 

Send $ 1.00 for full information. 

 (ENGINEERING)  
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All Dressed Up and Nowhere To Go 
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has the largest 'deep bowl' they've ever 
made, for more brilliance and more bot-
tom. But on that particular piece (Duet), I 
think I used the Ovation 'Legend' 
model." 

DiMeola's extensive acoustic guitar col-
lection is rounded out by a Conde Amanos 
classical guitar, a Fylde mandocello (larger 
and tuned an octave lower than regular 
mandolin) and a Fylde 12 string. And 
even though he is playing a lot more 
acoustic guitar on Splendido, he regrets 
the fact that he can't play as much acoustic 
material touring the U.S. as opposed to 
touring in Europe. 

"I don't like touring when I'm con-
stricted. When I have to open for another 
band, it's ridiculous. You normally don't 
have enough time to do an acoustic set — 
the changeover to acoustic and back to 
electric is a whole number. So, unless it's 
my show, it's impossible to do. I would 
like to do at least three acoustic pieces a set 
and that's what we did when we toured 
Europe." 
On most of his solo recorded work, 

DiMeola is backed by a rotating crop of 
"creme de la creme" players that 
includes Anthony Jackson, Mingo Lewis 
and Steve Gadd. Was he sticking with 
this "Band" on Hotel Splendido? 

"That's like THE band I've been 
using on record. This time 1 wanted to 
do it a little differently, because of Steve 
and Anthony's schedules being as heavy 
as they are, it's hard to get them to 
rehearse. On Elegant Gypsy and Casino 
(Columbia JC 35277) we had no rehear-
sals. I went in with the charts and they 
just read them. And that never gave me 
a chance to sit back and listen to any-
thing and make changes. 
"On this one, I used my touring band 

for the record and we had quite a bit of 
rehearsing and I got to change things, I 
got to orchestrate it differently, and 
that's why I feel the production level on 
this album represents a step up in terms 
of excitement. We went into the studio 
knowing the music as opposed to going 
in and learning it, and then playing it the 
same day, so it's a whole other ball 
game. But I did use Anthony on three 
pieces." 
What is the current touring/studio 

lineup? 
"The band that plays on the record is 

Robbie Gonzales on drums. Tim 
Landers on bass, Felipe Saisse on key-
boards and marimba and Eddie Colon 
on percussion. Mingo will be coming in 
to do conga and bongo overdubs. Chick 
Corea plays on several tunes — acoustic 

piano — and Jan Hammer also plays 
some synthesizer." 

Knowing DiMeola's almost fanatical 
zeal for perfection, these players are 
probably excellent, but I was curious as 
to whether or not shouldering the bur-
den of both group leadership and writ-
ing all of the material without talented 
feedback from people like Corea, Clarke 
and White was getting to him a bit? 
"Hm .. How can I put this with-

out . ? Yes, it's very, very hard. It's 

the hardest thing I've ever confronted 
while doing solo albums; getting that 
level of perfection and that amount of 
maturity and experience from players 
that don't have it yet. I'll be honest with 
you; for what I do, there are only a 
handful of people that are up in that 
category and I was trying to get the 
players that I have to 'get up to' that 
level and its very difficult. 

"I put Anthony and Steve up in that 

R ENI D, INC. 12804 RAYMER ST., NORTH HOLLYWOOD, CALIF. 91605 
SuDport the American Music Conference 



The first in a series of new Guitars and Basses 
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category with people like Stanley and 
Lenny, Jan Hammer and Billy Cobham. 
And there's some other people, but not 
many. For what I do, I've always liked 
the rhythm section of Anthony Jackson 
and Steve Gadd (who wouldn't?) — 
that's an incredible rhythm section. 
There's only one rhythm section like 
that in the whole world and Lenny and 
Stanley have their own sound too, and 
that was incredible. But to find a key-
board player like Chick or Jan is almost 
impossible. There's a big gap and it's 
frustrating. Especialy Chick, as a key-
board player — and as a composer — is 
a legend in my eyes. It's very hard to get 
that. That's why it takes more time, 
more patience and it looks as though its 
my project because I'm the one who's 
shining there. 

DiMeola misses this kind of inter-
change enough to want to eventually 
reform RTF on a temporary basis. 
Specifically, because he never thought 
the band made a truly great record. But 
mainly because he knows that bouncing 
his talent off other talents of that pro-
portion can do nothing but help his 
music. In the meantime, Hotel Splen-
did° awaited his renewed attention and, 
before plunging back into the murky 
confines of the control room, DiMeola 
left me with some fairly provocative 
thoughts about his own prodigious tech-
nical ability on the guitar. 

"Again, to be quite honest with you, I 
don't know how much further it can go. 
I want it to keep going, I'm not saying 
that 'I'm the best there is,' but I know 
it's the fastest you can ever play. On the 
guitar duet I did for the album, I had to 
keep asking the engineer whether he was 
speeding up the tape. And it's not a con-
scious intention to play that way, it's 
more like you get the inspiration while 
you're playing. And it doesn't mean that 
you have to do that, but there's so much 
excitement just on that one piece. 

"Everybody's gone away from the 
RTF route. Just burning. They don't 
want to burn anymore. Burning is an 
art. If you can get 'up there' with an 
instrument while you're really getting 
off, then the audience gets off too." 

I 1 
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(THE INSIDE STORY) 
TUBES ROLL 'n ROCK 

It started soon after TV, and just before "dual headlights:'. Musicians discovered 
something new with a sound all its own — Rock'n Roll. Just who, when, and where, 
no one seems to agree. But we do agree on the "how". At a minimum it took drums, 
a bass, and, of course, the electric guitar and amp . . . a tube amp. Almost twenty-

five years later it still takes those same basics to Rock'n Roll. The music has 
evolved, but the "sound" is much the same . . . and players still love tube amps. 
Despite millions spent to "convert" them to transistors, the overwhelming choice 
of musicians , s tubes. Why? If you listen, you'll hear the difference. If you play, 
then you can feel it. Tubes have the "sound" and the "touch". Many transistor 

amp companies have given up and now offer tube amps (or soon will). So it would 
seem that the tube amps' future is at last secure. Wrong, it's looking worse than 

ever, and here's why. Tube amps need tubes. The "tube sound" comes from tubes, 
not a Brand Name, and that's the big problem. Tube quality is at an all time low, 
and the reason is obvious. The few remaining tube makers today sell a lot more tran-

sistors and simply don't care about tubes. As a result, less and less is spent each year on 

re-tooling. Without tight tooling, consistency is impossible. Sound hopeless? It was. Now 
there's a company in California who does care, and they've got the problem solved. 

MATCHED FOR MUSIC 

GROOVE TUBES is a company formed by musicians who own tube amps. They 

are quite familiar with the tube problem. They test thousands of tubes, obtained 
from the best current source ( it changes), toss-out the "lemons", and package 
the remainder into closely "matched" sets. The GROOVE TUBES matched sets 

will greatly improve any amps tone and sustain — here's why. Tube amps use a 

circuit called PUSH/PULL. Half the tubes PUSH, the other half PULL, amplifying 
the sound "wave". An unmatched set of tubes work against each other, losing 
sustain and wearing out fast in the process. The GROOVE TUBES sound fantastic 

and since they outlive an ordinary set many times, they'll save you money. 

WHERE TO GET THEM 

Musicians in California have been buying GROOVE TUBES from a few hip pro 
shops, but it will take 12 to 18 months before GROOVE TUBES can provide 
general distribution. ASPEN & ASSOCIATES has obtained a supply of GROOVE 

TUBES and will be offering them for sale direct to you starting in November. 
The matched sets currently available are for Fender amps using two or four 

output tubes, and they will work nicely in amps with similar circuits ( most amps). 
The GROOVE TUBES pre-amp set ( six to a set) also fit those amps, and in addition, 

allow for various tonal options depending on placement (directions included). 
GROOVE TUBES are packed and shipped inside crushproof plastic pipe containers, and 
can be mailed at no cost or shipped UPS Blue Label for an additional charge of $5 
per set ( recommended). 
ASPEN & ASSOCIATES guarantees GROOVE TUBES to your satisfaction or 

we'll refund the purchase price plus shipping. To order GROOVE TUBES 
just call us Monday through Friday, 9:00 a.m. to 4:00 p.m. ( PST), 

and use your VISA or MASTERCHARGE. Or fill out the form 
below and return it by mail. Cashier's Check or 

Money Orders bring faster delivery. 

(213 
ASPEN& ASSOCIATES 3621551 

'Fender 
a registered 

Trade Mark of CBS 
Musical Instruments. 

Send me the following quantities: 

_matched output set, 50 wt. (2-61.6 GC) @ $40.00 per set 

_matched output set, 100 wt. (4-6L6 GC) @ $80.00 per set 

_matched pre-amp set, fits both (4-12ax7. 2-12at7) @ $45.00 per set. 

(California residents add 6% sales tax.) 
(ADDITIONAL MODELS COMING SOON!) 

Enclosed please find the total sum of S  plus $_ for UPS 

Blue Label charges ($5.00 per set and worth itl) 

Name 

Address 

c,ty   State  Zip _ 

M I rii Aspen & Associates - P.O. Box 4753 • Sylmar, California 91342 
13994wisiin,41t.,lt S11.11AR ,CA 93t1 `Pt totOLR F g MI ........ 

Circle 739 on Reader Service Card 
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1111  fact: 
Shure,s PRO MASTER' 701 
speaker has it all: 
• It's smaller & lighter 
• Works with 150 watt amps 
• Features adjustable 
dispersion 

• And we've even included 
a 50 ft. cable worth $20 

The 701 is smaller! 
Small enough to go on the road with you 
in virtually any subcompact car! You 
don't need a van because we used 
sophisticated computer design 
techniques to eliminate every 
unnecessary cubic inch. That's why the 
Shure 701 Speaker is 702 mm H x 
584 mm W x 402 mm D (27% in. X 23 in. 
x 15'3/16 in.). 

The 701 is lighter! 
Light enough for you to be able to carry it 
up a flight of stairs... by yourself! We built it 
out of solid plywood, so it's lighter than 
particleboard—and a lot more rugged! Half the 
weight of similarly rated units. Only 26.4 kg (58 lbs)! 
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The 701 
offers 
high power 
capability 

When we designed it smal er and lighter we didn't leave out any of the 
"punch" of larger, heavier speakers. This 8 ohm cabinet will handle 
highly clipped program material, from a 150 watt amplifier, and its 
efficiency makes full use of the power. Each speaker delivers a more 
walloping 100.5 dB SPL at 1.2m (4 feet) with one watt! 

The 701 is versatile! 
It puts all the sound where you want it: when you're 
in a long narrow room, set the high frequency horn 
for the 60' long-throw pattern. Wide room ... set it 
for 120° wide-angle coverage. Only the 701 
has this unique feature, called Adjustable 
Dispersion. And for even greater ver-
satility, the 701 is available in 
separate woofer and horn 
enclosures ( the 707 and ' 
708, respectively). This 

allows you to stack as needed for high- or low-
frequency emphasis or custom stage monitor 
systems. 

708 below 707 for 
high-power 
stage monitor 

Stacked models 701 
and 707 for low 
frequency emphasis 

You save time and energy' 
Transportation, set-up and take-down will go more easily with the 
PRO MASTER System. Price out the features. Use the coupon below 
to send for the complete story. Or, even better, visit your local sound 
equipment dealer to check out the sound yourself. 

You'll say, "It's worth more!" 

Shure Brothers Inc. 
Attn: Dept 63 
222 Hartrey Ave. 
Evanston, IL 60204 

PLEASE PRINT 

Please send me your brochure (AL623) showing the complete 
line of Shure loudspeaker equipment: 

NAME 

STREET_ 

CITY. STATE, ZIP 

SHURE 701 PRO MASTER " 
Loudspeaker systems 
Ira 
VA 
the Sound of the Professionals 
Shure Brothers Inc., 222 Hartrey Ave., Evanston, IL 60204. 
In Canada: A.C. Simmonds & Sons Limited. 
Outside the U.S. or Canada, write to Shure Brothers Inc., 
Attn: Dept J6 for information on your local Shure distributor. 
Manufacturers of high fidelity components, microphones, sound 
systems and related circuitry. 
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THE POWERFUL 
CHOICE... 

• 5.5 WATTS RMS WITH BATTERIES 

• 10 WATTS RMS INTO EXTERNAL SUPPLY 

• CAN BE PLUGGED INTO AUTOMOBILE'S 
CIGARETTE LIGHTER 

• 6" x 9" SPEAKER 

• COMPACT 12" x 81/2 " x 5l/4" CABINET 

• 2 YEAR GUARANTEE 

ROCK AMP'S NEW 

MINI-ROCK 

AT $ 1290° 
Siffluste'd I 1st e 

• EXTERNAL SPEAKER JACK 

• HEADPHONE JACK 

• LINE LEVEL OUT 

• INSTRUMENT LEVEL OUT 

• VOLUME, TONE, DISTORTION 
CONTROLS 

• FOOTS WITCH JACK 

• OPTIONAL AC ADAPTER 

For Complete Information On Our Line Of Incomparable 
Guitar And Bass Amps, Write: 

ROCK AMPLIFIER CO. 

Circle 750 on Reader Service Card 

489 W. Holt Ave. 
Pomona, CA 91766 

(714) 629-9225 
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Guitaciteck 
ARIA Electric RS 850 $875 

T
he RS 850 is one of a 
series of two solid guitars 
and two basses featuring 

the latest bit of musical 
technology from Aria — 
"Revolutionary Sound." I am 
not sure which bit of the sound 
is revolutionary. The 850 has 
some fancy internal electronics. 
Each pickup has an "active" 
low-pass tone control of which 
both the turnover frequency and 
the "Q" factor can be altered to 

provide a great variety of 
different sounds. The other 
guitar, RS 750, and the two 
basses appear to have similar 
styling but less complex 
electronics. 

The RS 850 seems to owe 
some part of its design principles 
to the pioneering work of the 
Alembic company. For a 
reasonably-priced guitar, this 
cannot be a bad starting point. 
Alembic were putting complex 

electronics into guitars when 
some Japanese companies were 
still learning how to make a 
reasonably straight guitar neck. I 
would not suggest for one 
minute that this guitar was a 
copy of an Alembic insrument. 
The body and head shape are 
quite different. The better-
known Japanese brand-names 
have progressed beyond 
"copies." (at least where their 
export markets are 
concerned). However, the 
general influence is fairly clear. 
If both companies have truly 
arrived at the same idea 
independently, I would consider 
it an astonishing coincidence. 

Although this guitar appears 
to have three single-coil pickups 
n the usual arrangement, the 
center pickup is permanently in 
circuit and the three-way pickup 
switch can select, in addition, 
pickups 1, or 3, or 1 plus 3. 

A single-coil pickup is, by its 
nature, more sensitive than a 
twin-coil "humbucker" to 
surrounding hum fields and 
other electrical interference. 
However, as well as cancelling 
out the hum, a twin coil pickup 
also cancels out some of the 
harmonics from the vibrating 
string. It also usually has a more 
complex magnetic structure than 
a single-coil pickup, and a 
greater internal inductance. This 
all begins to sound rather 
difficult. 

The end result is that 
generally speaking, humbucking 
pickups collect less unwanted 
hum and noise, but they don't 
have the clarity and sparkle of a 
good single-coil pickup. Many 
players prefer the brighter sound 
of single-coil pickups and 
usually must accept certain 
problems with unwanted 
electrical noises. Alembic's 
solution was to use a separate 
pickup coil, which would receive 
more or less the same 
interference signals as the 
guitar's normal pickups. This 

"interference" signal was then 
subtracted from the guitar's 
usual " music plus interference" 
signal, leaving something fairly 
close to a clean signal, of music 
only, without the hum, buzz 
and crackle. 

That is a very simplified 
description, but I think it is 
enough to explain what a third 
pickup is doing in the middle of 
this Aria guitar. With a little 
careful juggling of coil directions 
and magnet polarity, it is 
possible to arrange for the center 
pickup to add a little more to 
the music signal, while still 
cancelling out the hum. How 
much the center pickup 
contributes to the music signal is 
a matter of individual taste and 
may be adjusted by raising or 
lowering the middle pickup 
relative to the other two. I 
believe that on Alembic guitars 
it is kept well away from the 
strings: this would suggest that 
on an Alembic, the center coil 
contributes very little to the final 
music signal. On the Aria, the 
center pickup is adjustable and 
provides something for a 
discontented guitarist to play 
with, while searching for the 
perfect sound. As the tone 
controls and relative pickup 
heights provide more than three 
variables, the variety of possible 
subtle shades of sound is almost 
unlimited. As a general guide, I 
would suggest that you will hear 
brighter and thinner sounds 
with the center pickup well away 
from the strings, and fatter 
sounds with the center pickup at 
about the same distance from 
the strings as the other two 
pickups. Not satisfied with this 
reversed-phased, electronic ver-
sion of " Find the Lady," the RS 
850 also has separate, variable 
Q. active filters on each of the 
two main pickups. 

So far in the description, you 
may have been interested in how 
the guitar functions under that 
impressive brass lid at the back, 
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but very little is required from 
you, the player. So far, it is all 
done for you. You don't need to 
know what the middle pickup 
does. So long as the guitar 
pleases you and makes the 
sounds you want, it doesn't 
matter if it is filled with equal 
proportions of syrup and old 
shoe-leather. ( I did once see an 
experimental reverb unit built 
around a plastic drainpipe filled 
with industrial hand-cleaning 
jelly. To everyone's astonish-
ment, it worked.) However, the 
tone filters on each pickup have 
such a wide effect, that they 
need to be adjusted with some 
understanding and a fairly light 
touch. Both filters seem to be 
the same, or very similar, so it 
will be sufficient if I describe 
only the tone controls around 
the bridge pickup. 

The bridge pickup is selected 
by turning the small knob, on 
the treble-side cutaway, fully 
anti-clockwise. If you are lucky, 
the pointer on the knob should 
then point roughly toward the 
bridge pickup. On our review 
sample, this knob was a bit loose 
and would point in a variety of 
directions — in spite of having 
two fixing screws. Although this 
kind of miniature rotary switch 
is likely to give less trouble than 
the usual three-way selector 
switch, and is probably more 
gutsy than the alternative 
miniature selector switches, I 
find the switch on this guitar 
difficult to use, while holding a 
pick at the same time. I also find 
it difficult to see, and 
remember, which way the knob 
is pointing. I could probably 
adapt fairly quickly to the idea 
of a rotary pickup switch rather 
than a lever-switch, but I think 
the use of a rotary selector switch 
makes the choice of a suitable 
knob for it much more critical. I 
don't think the present knob is 
the best choice, but I must 
admit that I could not easily find 
a better one, readily available. I 

offer as a suggestion, this lever-
knob, which I have drawn in 
slightly exaggerated form to 
make the principle clear. 

The tone control for the 
treble pickup consists of a rotary 
knob and a three-way Q switch 
which work in combination. At 
each of the three switch 
positions, the rotary knob gives a 
brighter sound when turned 
clockwise and a more bassy or 
more middley sound when 

One attempt at providing 
guitars with a distinctive but 
changeable sound character is 
the use of variable Q tone filters. 
This is where the three-way 
switches became important. In 
the left-hand switch position, 
the tone knob appears to work 
like an ordinary guitar tone 
a on trol . 

When the switch is in the 
middle position, the tone knob 
appears to vary the brightness of 

"This guitar looks good, feels 
good, and it would be worth 
serious consideration even 
without its active filter tone 
controls." 

turned anti-clockwise. This is 
roughly the same effect that you 
would find on any electric 
guitar. However, you may have 
noticed that some electric guitars 
have individual and charact-
eristic "voicings." It is often 
difficult or impossible to use one 
instrument to duplicate the 
sound of another, whatever tone 
settings and pickup 
combinations are used. I think 
the popularity of certain guitar 
and amplifier combinations 
depends, in part, on the 
distinctive character of the 
sound produced. Unfortunately, 
instruments and equipment 
combinations which have a very 
definite and individual sound 
coloration tend also to be less 
versatile because of this. To put 
it another way, you may love 
your XYZ-Junior and 1950's 
White Lightnin' amp for 
playing Southern Baptist 
hymns, as you watch the sun 
rise, but they are not going to do 
much for your latest disco single. 

the sound, while at the same 
time giving a bit of emphasis to 
different parts of the sound 
between the mid-range and the 
upper string harmonics. 

There is also a right-hand 
switch position. This provides 
the most dramatic sound 
changes as you turn the tone 
control knob. The best 
description I can find, is that it 
sounds like a tone control and a 
wah-pedal, linked together and 
operated by the same knob. The 
filter is probably covering a 
narrower range of notes, but 
emphasizing this narrower range 
more strongly than before. It is 
this high-Q filter setting which 
produces the strange synthe-
sizer- like sounds from an 
Alembic bass. 

I would make one fairly 
serious criticism of this guitar: it 
applies equally to some recently 
produced instruments of other 
makes. These guitars rely 
absolutely on batteries to power 
their internal electronics, and 

have no by-pass arrangments in 
case the batteries are allowed to 
run down. If the batteries are 
dead, then so is the guitar! 

Of course, one does not 
expect the piece of equipment 
to perform as usual without 
batteries, but I feel that it 
should be able to function in 
some more limited way to cope 
with emergencies. In fairness to 
Aria, I will repeat that this 
difficulty applies to other makes 
of guitars as well, and that in 
most cases, an electronic 
repairman could fit a by-pass 
switch inside the battery 
compartment without too much 
trouble or expense. If just one 
pickup can be connected directly 
to the jack socket, it will usually 
be enough to get you out of 
trouble. So much for the 
electronics, but for around $750, 
one expects rather more than 
three pickups and a couple of 
variable filters. Ignoring the 
electronic features, what is it like 
as a guitar? 

First of all. I am inclined to 
mention that "all which 
glistens" is not necessarily gold 
— or in this case, is not 
necessarily brass either. The RS 
850 has a nice looking and very 
well designed bridge and 
tailpiece in a lacquered, satin-
brass finish. Now these 
components are well made, and 
neatly finished and probably 
rather better in some important 
respects than other similar 
looking units, on other guitars. 
However, neither bridge nor 
tailpiece is actually made from 
brass. They seem to be made 
from the same sort oldie-casting 
alloy which is used for the better 
grades of gold-plated and 
chrome plated Japanese guitar 
fittings. Brass is at the moment a 
popular color for guitar fittings, 
and this guitar is dressed in the 
latest fashion. Brass plating, like 
gold plating on most guitar 
fittings, will probably begin to 
deteriorate when the lacquer 
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film wears through, but if you 
( atch it before the base metal 
becomes corroded, most die-cast 
components can be re-plated 
and re-lacquered, by specialist 
electroplating firms. I have 
never met a plater who was 
actually enthusiastic about 
replating on zinc alloy, but some 
companies will accept such 
work, generally at the owner's 
risk. 

Although the RS series 
guitars all have 24 frets on the 
fingerboard, they do not have 
the neck-heavy unbalanced feel 
of many two-octave guitars. The 
neck runs straight through the 
center of the body and there is 
practically no heel at the back of 
the neck by the body joint. The 
neck is blended into the back of 
the body shape giving really 
excellent access to all the highest 
frets. Nothing interferes with 
the movement of your hand up 
the fingerboard, until your 
thumb or fingers hit the sides of 
the cutaways, by that stage, your 
third finger is comfortably over 
the 24th fret. The transition 
from neck to body is strong, 
pleasant to look at and 
convenient for the player, and 
the deep, double cutaway 
design, more like a bass than a 
guitar, makes the instrument 
surprisingly easy to handle. 

No obvious neck and/or 
body resonances appear until 
the open string G and the F 
below, on the D string. I am 
very surprised that there appear 
to be no significant resonances 
above this point. The top strings 
have a smooth and pleasing kind 
of sustain/decay envelope over 
the entire range from G-sharp 
on the third string to high E on 
the top string, at the 24th fret. 
This is an unusually good 
performance for any electric 
guitar and I would consider it a 
good instrument, (if perhaps 
rather expensive) even without 
the electronic tricks. 

The neck feels a little wider 
54 

than usual across the 
fingerboard and therefore also 
slightly more "rectangular", 
(rather than round or pointed,) 
at the back. It is, therefore, not 
the slimmest neck I have 
reviewed in the last few years. 
However, the slight additional 
width does make life easier for 
those people who are not blessed 
with narrow fingertips. We are 
only concerned here with 
perhaps one millimeter extra in 
width and a very subtle change 
in shape at the back of the neck. 
In no way does it feel clumsy, or 
difficult to handle, but it does 
feel very slightly wider, and the 
strings seem to be spaced a little 
further apart. Neck shaping is 
quite a subtle business, and 
actual measurements may not in 
this case tell the whole story. 
Like many people, I have fairly 
broad fingertips. I prefer to play 
instruments, either with very 
narrow fingerboards, and the 
strings so close together that I 
can consistently cover two strings 
with one fingertip, or 
alternatively, instruments like 
this Aria with sufficiently wide 
string spacing that I can easily 
fretone string without touching 
the adjacent strings. 

Many otherwise pleasant 
guitars fall between these two 
categories. While I am happy to 
review them on behalf of people 
with long, slim fingers, I would 
not wish to own any of them. 
Fat-fingered guitarists of the 
world unite, and go and try a RS 
850. If you don't need the filters 
(or the fairly high price) there is 
a similar guitar in the catalogue, 
with almost standard electronics, 
called RS 750. This appears to 
have the same neck and 
fingerboard. 

The fingerboard is described 
in the catalogue as ebony. On 
our sample, it is black and dark 
brown, with faint gold stripes. 
There is quite a lot of this sort of 
ebony about; not all ebony is 
black. Usually people put black 

paint or dye on the figured 
ebony, which I think is a pity, 
because it looks attractive in its. 
own right. It also looks more 
appropriate with the colors of 
this guitar than a uniform dead 
black surface. All credit to the 
makers for omitting the black 
paint job. This is a nice 
fingerboard the color is real and 
it is not going to come off on 
your fingers after a few weeks. 

The frets are wide, rounded 
and fairly high. I like them, but 
if you are heavy-handed, play a 
lot of chords and like very :ight 
strings, you might prefer to have 
the frets reduced in height by 
about a quarter and then re-
shaped to the same rounded 
profile. Average players using 
average light or slinky strings 
would probably be happy with 
the frets as they are. Fairly high, 
polished frets and a hard, 
polished fingerboard make 
string bending almost effortless. 

The fingerboard inlays are 
imitation pearl plastic and not 
very convincing. I do not mind 
plastic inlays on electric guitars, 
but I have seen better examples 
of plastic pearl. It is perfectly 
adequate for position markers 
but it does not look as carefully 
judged as the rest of the guitar. I 
also notice that except for the 
addition of four round black 

dots, this inlay pattern is 
remarkably similar to the 
fingerboard of one particular 
Alembic guitar. (For example, 
see page 4 of the 78/79 Japan 
electronic musical instruments 
catalogue center.) 

The neck and the center 
section of the body are made 
from a five-piece maple and 
walnut laminate. At the body 
end, there are two more thick 
walnut layers and then the main 
outer "wings" of the body. This 
main part of the body is 
probably ash wood and is tinted 
to a middle brown color to 
contrast with the blond neck 
and center body section. I 
believe the same guitar is also 
available in a completely blond 
finish and also in "Japan 
Brown." 

The overall finish of wood 
and lacquer is very good. The 
masking at the edge of the 
tinted sections is not quite 
perfect and one side of the 
cutaway is slightly lumpy where 
it joins the neck, but neither of 
these is particularly important. 

The head outline is 
approximately in the same style 
as Fender instruments with all 
the machine heads on the bass 
side. Because of the close 
spacing of the machines on 
Fender guitars, it was found 
necessary to cut away part of the 
screw lugs on adjacent machine 
heads leaving just half a screw 
hole on each. When butted 
together, adjacent machine 
heads would make up one 
complete screw hole and would 
share one fixing screw. I find it 
fascinating that the Japanese 
machiness on this Aria have 
reproduced the general styling 
of the Kluson machines, 
including the problem that they 
are really too large for this kind 
of head. The screw lugs on 
adjacent machines are cut short 
leaving only half a screw hole on 
each lug! 

I once found a tiny mold-



makers' mark on the plastic coil 
bobbin of a pickup. About a 
year later, I found an apparently 
identical tiny mark on the 
bobbin of a Japanese pickup. In 
each case, the tiny mark was 
only visible after the pickup had 
been taken apart. I have been 
assured, by several perfectly 
straight faces, that the Japanese 
component is actually a copy of 
the American one. It makes you 
wonder. 

Conclusion 
This a pleasing and well 

balanced guitar ( in more than 
one sense), which has effectively 
dealt with plagiaristic difficulties 
by borrowing design influences 
from several different guitars. 

The result should have been a 
disaster, but it is nothing like it. 
It looks good, feels good and it 
would be worth serious 
consideration even without its 
active filter tone controls. I find 
the pickup selector incon-
venient: you may not agree. The 
tone and volume knobs do have 
small silver position marker dots 
(which is an improvement over 
most of the featureless metal 
guitar knobs), but engraved 
numbers around the edge would 
be more useful. I do not like 
guitars which are absolutely 
dependent on internal batteries. 
If that is the way the wind is 
blowing (and it may well be so), 
I shall continue to go against it. 
Incidentally, the very similar RS 

75C guitar and the 650 and 550 
basses do not appear to rely on 
batteries. 

The RS guitars and basses are 
Aria's latest new instruments. 
The two guitars and two basses 
share similar design ideas. 
Juding by this review guitar, I 
would expect them to be a 
popular and successful addition 
to the Aria range. I am still 
trying to work out how they can 
make a 24 fret guitar balance so 
well: The theory is easy enough, 
but not many companies have 
actually managed to do it. 

I can understand Aria's wish 
that their new guitar should be 
easily recognized, but I would 
prefer a smaller and more 
sensitive logo on the head. 

Instrument Aria RS 850 Serial 
No. 109071. 
Scale length 650 mm 
String spacing at bridge 50 mm 
Fingerboard width at nut 44 mm 
String spacing at nut 36 mm 
Depth of neck at fret 1 20 mm 
Depth at fret 12 23 mm 
Depth at fret 15 24 mm 
Action as supplied 0.8 mm 
treble // 1.7 mm bass. 
Lowest recommended action 
under our standard conditions 
0.9 mm treble // 2.0 mm bass. 
24 frets on fingerboard. Body 
joins at fret 21 on treble side. No 
effective heel — back of neck 
blended into body. This sort of 
low action would indicate that 
the frets have been finished with 
care. Stephen Delft 

on... WHEN "STANDARD" ISN'T GOOD ENOUGH! 

As we were cruising the Indiana toll road on our way to Washington from a White House gig in Seattle, a 

tow truck caught us and flagged us down. Smoke was billowing from the back of our truck. As we 
opened the cargo door, flames welled out at us. A trucker who had stopped to help, yelled, " Get back, 
the gas tanks are gonna blow!" We moved back and stood helplessly watching all our equipment burn. 
It took 20 minutes for the fire department to get there. The heat was so intense that our aluminum ladder 
completely melted. We were certain all our equipment as destroyed. Later as we were clearing out 

some of the charred remains, we discoverd the blackened CALZONE case containing the mixing board. 
The case was in one piece and the board looked okay inside the case, so we took it out and tried it. It 

worked! Thank God for CALZONE. George Spalding, Events, Inc., Washington, DC 

Events, Inc., is a Washington based technical support group specializing in government conferences, media events, and corporate conventions. 

catalog write: CALZONE CASE CO.. P.O. Box 862, Norwalk, Connecticut 06856 or call (203) 853-7907. 

Circle 738 on Reader Service Card 
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ME RADICAL RADIAL  
In response to the demands 
of the sound professional 
we present a totally new 
kind of radial horn— 
the Community Super90. 

OUR BEST YET. This horn is by far the most 
well behaved ninety degree radial horn 
we've made— and we've designed a few 
winners. Super9O's are highly efficient, ex-
hibiting smooth axial directivity with no 
vanes, obstructions or diffraction effects in 
the critical throat area. The result? A 
smoother, cleaner sound, but with a new 
dimension added. 

front A NEW DIMENSION? Yes. It's flat. The 
of this superb horn doesn't curve 
back in the familiar arc, it's 
flat, with straight, rectan-
gular sides that make 
box mounting a snap 
and set-ups a breeze. 

It's compact— meas-
uring at least 7" less 
in depth from driver 
mount to the front 
of the horn. 

It's stronger —great-

er structural rigidity 
means even less reso-
nance than that of 
our standard radial 
designs. tom 

THE RADICAL RADIAL 

molly  

We have two Community Super90 horn de-
signs available— the Super90/365 (flare 
rate 365Hz, operating range from 600Hz and 
up, for 2" exit compression drivers) and the 
Super90/428 (flare rate 428Hz, operating 
range 800Hz and up) which accepts 1" exit 
loudspeakers. 

THE REGULAR RADIAL 

j. 

Community Super9O's are the correct 
choice wherever a predictable, compact 90° 
radial is needed. Flush-mounted system in-
stallation is greatly simplified with the use 

of Super9O's. In tour applications 
these horns are easily 

mounted in multiples and 
are the ideal solution for 
quick, hassle-free set-
ups. 

Community Super-
90's provide you 
with the best of 
both worlds— radial 
horn performance 
superbly coupled 
with the packaging 
convenience of a 

straight horn. 

From Community. 
The best there is. 

COMMUNITY LIGHT 8,z SOUND, INC. • 5701 GRAYS AVENUE • PHILADELPHIA, PA 19143 • ( 215) 727-0900 
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Geode& 
Takamine No. F312S $279.50 

I
f you are looking for a 
sensitive si eel-st ring 
acoust it , you can't buy 

much fir $ 280 these days. You 
may be lucky and find a good 
secondhand instrument which 
has nothing serious wrong with 
ii. On the other hand. you may 
buy something which has never 
been quite right front the stant. 
h is difficult for a beginner «) 
sttr«ten the good set ondhand 
instruments from t he 
troublesome ones. Good shnps 
do check and adjust their 
secondhand instruments. but 
this takes skill and time, and 
( arefull refurbished instruments 
cannot then be sold tiff rock-
bottom prices. 
Among new steel string 

guitars. around $280 or less. 
there is mime chtiice of 
instruments: some models offer 
better value than others and 
even individual samples of ; he 
same model can vary 
considerably in tone and 
playability. Reasonable nylon-
string guitars are probably easier 
to find. If you specifically want a 
steel-string " folk guitar' within 
this price limit, you would be 
well advised to find a music shop 
which has a reputation for 
straightforward dealing and 
good customer service before 
and after the sale. This ma: ix-
your local music shop — a,k 
your friends which shops have 
treated them . well and fitirly. 
and then go and look for 
yourself. On the other hand. 
your local shop(s), while being a 
shining example of fair and 
holiest trading. may- specialize in 
electric guitars and amps. or 
pianos, or woodwind, and you 
may need to travel further to 
find what you want. 

Even under the best circum-
stances, you can't expect to find 
much of a choice. I was recently 
in Ivor Mairants.. basement 
while taking photographs of 
another guitar, and not this 
*fakamine • hanging on the wall 

for sale. I happen to like small 
steel- string guitars; I asked to 
play it and was surprised at the 
figure on the pri(e tag. There 
scent to be a few other guitarists 
around who share my taste in 
guitars and thought cou might 
like to know about this one. 

lite Takamine H I 2S is a 
small- bodied steel string 
acoustit • roughly based on one 
of the medium sized Martin 
nisi rumen is . It has a 
fingerboard width of •nimm or 

rit lies, midway between 
, lassical guitar width and the 
usual steel string jumbo width. 
Many people find this size of 
fingerboard tome-Ilk- tit. but 
both classical guitars and steel 
siring jumbos tend to keep each 
itt t heir own "st andard' . 
dimensions. You may find it 
interest ing t hat many 
liandmade guitars are ordered 

Il Ir fingerboards of meditinil 
\\ ¡ di Fi 

This guitar has a well shaped 
hut fairly chunky neck. I would 
prefer it a little less deep, but it 
is quite manageable for thc 
price. I am not inclined to argue-
about it. The bridge and 
fingcrhrard are rosewood and 
smoothly finished. The frets are 
of medium width and height 
and also smoothly finished. l'he 
ends arc filed quite " square .' at 
the ends, but the sharp edges 
have been removed, even On the 
fret ends over the front of the 
body. This is an important point 
on a guitar which will probably 
be played with fingers as well as 
with a plectrum. Sharp fret ends 
tn the bass side, by the 
soundholc. can easil take a chip 
out of a care-fully grown 
thumbnail. 

This sample was nicely 
adjusted at the nut and at the 
bridge. I would probably lower 
the action a little further at the 
bridge- end. but this is a matter 
of personal • preference. The 
action is at cep able as it stands 
and some players would 

defitnwly prefer it like this. 
Then was a slight creak from the 
top suing when tuning it. so I 
poked some pencil lead into I he 
nut groove and now it tellies 
wit Ili . ut creaking. The other 
strinp seemed to werk well 
without any further at 
The machine heads are like 

the usual Japanese middle price 
t hree-on-it-pla e models. but 
with narrow metal siring rollers 

appropriate for metal strings. 
Although this type of mac hine 
must be produced quite 
cheaply. they look pleasant, and 
all six work very smoothly. It 

may• be that there arc different 
qualit iCN of gears available. 
fitted tit rather similar base 
P lates. I have seen other 
mat him: heads which look Yen' 
like these. but which do nt;t 
work as well. 
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Geolick&  

. The neck and body are made 
of mahogany or a similar wood 
and finished in a satin brown 
lacquer. The sides and back are 
presumably of laminated con-
struction, but the soundboard is 
from solid spruce ( not 
laminated) and has a fairly thin. 
clear lacquer finish. This is just 
less than a high gloss surface and 
looks right for this kind of 
guitar. The inside seems to be 
made as neatly as the outside on 
this sample and it was certainly 
not specially selected for review. 
Other samples may be as good. 
better or worse, but this one 
came straight off the wall at 
random. 

This is not a jumbo guitar. It 
has a fairly small body and it is 
obviously tmt going to boom 
deeply if you play it hard. It 
does have a very pleasing and 
fluid treble range ( astonishing 
for the price), and is well 
balanced overall. for in 
folk guitar fingerstyles and odd 
bits from Edition Salon 3694, 
"lieder und Tanze auf die 
Lauten". If you are used to 
larger steel string guitars, you 
may be surprised to find that the 
body joins the neck at the 12th 
fret, not the 1-ith. This is 
entirely correct for this kind ()I-
smail guitar: they have longer 
bodies and shorter necks, and if 
you change the design around, 
it does not sound as good. 

Conclusion 
This is a charming little guitar 

which is far better than I would 
expect to find for its modest 
price. It is good for playing 
((implicated fingerpicking bits, 
and it will make quite a lot of 
noise if you must play it at full 
volume. It has almost no 
decoration. This keeps the price 
down and it is no loss. Most 
Martin guitars have very little 
decoration, and other Japanese 
guitars of this kind, have too 
much decoration and in quite 
he wrong style. It is simple. it 

timid. good. It otters an 

alternative medium width of 
fingerboard and it fits into a 
reasonable price range where 
rising prices have left something 
of a gap. 

Stephen Delft 

INSTRUMENT: Takamine F3125S 
Serial Number: 79040985 

Scale length 
String spacing at bridge 
Fingerboard width at nut 
Spring spacing at nut 
Depth of neck at fret 1 
Depth of neck at fret 8 
Action as supplied 2.2mm treble/3.2mm bass 
Lowest recommended action under our standard 
conditions 1.8mm treble/3mm bass 

635mm 
59mm 
48mm 
41mm 

24.5mm 
26mm 

AT LASTIII 
ALIVRISK 

COVERAGE 
INSTRUMENT 
INSURANCE 

Always difficult 
and sometimes impossible to obtain 

musical instrument insurance is now 
available through a nationally 

underwritten policy specifically designed 
to cover all instruments and electronic 

equipment on a group or individual basis. 

This exclusive low-cost policy 
insures against theft and loss or damage... 

on the road, on the bandstand 
or in your home! 

Your investment in your equipment 
is substantial...Musician's Instrument 

Insurance Plan safeguards this investment 
through a comprehensive policy 

at surprisingly low rates. 

Your all-risk instrument insurance coverage 
is only an application form away. 

Write for information today! 

Please send me an MIIP application form and 
policy information. 

0 I am interested in insuring 

Name  

Address 

State  Zip  

MUSICIAN'S INSTRUMENT INSURANCE PLAN 
UNITED SERVICES ASSURANCE AGENCY 

P.O. BOX 248 
WESTFIELD, NEW JERSEY 07090 
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No More Waiting for Louie 
Louie's a great drummer, and you've • 
been playing together for years. so he 
must be good. But in all the time 
you've known him, he's never been on 
time for practice. So you've always 
had to wait for him to arrive before 
you can start to play: and now that 
you're in the studio that's even more of 
a problem, because as we all know— 
nothing can happen without the 
rhythm track. 

Well, now you can spend your waiting 
time a little more productively by 
using, a Roland Computer-Rhythm. 
The Compu-Rhythms are two 
astoundiing devices that produce 
accurate and dynamic rhythm tracks 
that can be used in recording, 
performing, or just practicing. 

Both the CR-68 and the CR-78 provide 
a variety of rhythms that can be 
combined and varied over a wide 
range of tempos—but the real beauty 
is in their sound. Though the sound is 
alectronically created, it is 
Jnbelievably rich—the snare drum 

//111.1111119 

• 

iI 
aram......" 

crisply pops and the bask drum 
punches as if they were 1eavily 
compressed. 

Two unique features arethe Accent 
control, which gives an edded realism 
to the program tracks, and the 
Variation control, which produces 11 
different drum fills that can be 
programmed to play at dpsired 
intervals. 

In adcition to all of the other features, 
the CR-78 Cornpu-Rhythrn contains a 
micro-computer that allows you to 
program your own (or Louie's) drum 

Circ e 711 on Reader Se ice Card 

tracks into the machine by tapping 
them out on the programmer pad, and 
a built-in battery keeps them in 
storage even if you turn the 
Compu-Rhythm off. 

The Compu-Rhythms will find a lot of 
places in your music—from writing 
music to laying down click tracks for 
multi-track recording. They can even 
provide trigger outputs for external 
control of synthesizers of digital 
sequencers. 

The Compu-Rhythms may not replace 
the drummers of the world, but they're 
going to make it a lot easier to live with 
their little inconsistencies. 

RolandCorp USA, 2401 Saybrook 
Ave., Los Angeles, CA 90040 
(213) 685-5141. Enclose $ 1 for a copy 
of our latest catalog. 

IFisoland 
We design the future. 



What's not new from Martin? 
Over the past few years we at Martin have introduced 
several guitars to meet the changing requirements of to-
day's acoustic player. Some models are new while others 
are modifications of previously manufactured instru-
ments. 
Our M series for example with the recently developed 
M-36 and the original M-38 is specifically designed to 
reduce overtones detected when dreadnought guitars are 
played through sophisticated sound systems or in record-
ing studios. With a wider and shallower body han tradi-
tional acoustic guitars, the M series produces increased 
treble response and improved tonal balance. 

In our HO-35 we have borrowed characteristics from our 
"Herringbone" D-28 which was originally coffered be-
tween 1931 and 1946 and reintroduced in 1976. The 
HD-35 provides a balanced response with a brilliance 
that is generated when a dreadnought body is combined 
with a top featuring scalloped braces. 

So, as we examine these models we ask ourselves 
. "What's not new from Martin?" Our ability to draw 

from nearly 150 years experience of creating acoustic 
guitars in an environment that demands attention to detail 
and quality hand craftsmanship—that's what's not new! 

CF MARTIN & COMPANY NAZARETH, PA. 18064 

MARTIN & SIGMA GUITARS ARE THE OFFICIAL GUITARS OF OPRYLAND U.S.A. 
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If you play guitar... 
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Suggested ust Price: $ 550. 

that's not all you can play. 
YOU CAN GET OVER 2000 NEW SOUNDS WITH YOUR 

GUITAR USING THE NEW KORG X-911 GUITAR SYNTHESIZER 

Imagine creating today's incredible synthesizer effects with your guitar. Or turning your guitar into a totally 
different instrument (for example, a flute, fuzz guitar, electric bass, violin, tuba or trumpet.) 

The X-911 Guitar Synthesizer is designed specificaliy as a performance instrument—to enhance, not 
interfere with your playing style. Just plug in your guitar, ( no special pick-ups or drilling required) and with the 
touch of a button, you can select from a wide range of separately adjustable instrument and synthesizer 
sounds, or mix them together instantly 

Even if you thought you could make a guitar do"anything'—with the X-911, you can make it do a whole 
:ot more! 

Send $1.00 tor Demo Tape IC: 11(11RE' Unicord Bç• FROST STREET. WESTBURY. N Y 1.5% ) puts synthesizers within reach. 
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"s better than the P 
Steve Walsh of Kansas on Crumar's T-1B Organ 

e l l 

Every day, multi-keyboard players like Steve Walsh are leaving 
their B-3's at home and touring and recording with the Crumar T-1 B. 

The T-1B is the only electronic organ on the market 
that gives a player that classic, full, fat tone wheel 
sound, plus: 

• 61 note manual with nine volume controlled 
drawbars 

• Synthesizer bass section with a wide spectrum of 
bass expressions and subtleties 

• Nine independent percussion footages with 
variable decay and volume controls 

• Dependable LED switching for quick access to 
pre-sets 

• Pitch bending for added performance dimensions 
• Tremolo vibrato for effects 
• Compact & lightweight—perfect for stacking 
• Comes complete with stand, volume pedal and 

road case 

• 

For a demo record of the T-1B and complete catalog 
literature, send S1 to: 

L)/1 
Circle 718 on Reader Service Can; 

MUSIC TECHNOLOGY, 
INCORPORATED 
105 FIFTH AVENUE 
GARDEN CITY PARK, N.Y. 11040 



Pure Epee 
(»Igo Pro Serie 

• 

int 

No -natter how you look at it, establishing a 
new standard of comparison in instruments of 
the 80's is what our Hondo Pro Series is all about. 
That means exceptional sound, playability and 

features at the "Right Price You'll discover 
guitars like our H-1100B, shown above, with true 
vintage qualities that deserve your most critical 
examination and comparison. The H-1100B is 
typical cf tie outstanding r alues throughout our 
Pro Series guitars & basses. 
When it comes to pure energy in music, the 

rite today for our full choice is Hondo, pure & sinple. 
lor catalog to: 

internatleneklusic Corporation, P.O. Box 2344, Fort Worth, Texas 76113 
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54 Introducing the Rhodes Stage Piano 
with 54 keys. Perfect size and weight for the road. This new model combines 
all the traditional and atest Rhodes features in an ultra-portable, less expensive 
electric piano. Like the 73 and 88 key Rhodes, the 54 offers touch dynamic action 
and individual volume and timbre adjustments for each note. Latest innovations on 
every Rhodes, the flat top facilitates multi-keyboard use; slide controls graphically 
indicate volume and tone control. Simply fitted legs and sustain pedal complete the 
package. Improved continuously for many years, Rhodes 
remains foremost on stage and in studio. If you've been 
waiting to own a Rhodes, if you want a quality light-
weight piano for road or practice, this is the instrument 
for you. Play the Rhodes 54 at your 
authorized Rhodes dealer today. There 
is no substitute for a Rhodes. Rhodes 
Keyboard Instruments USA. 

lira 

RholthodRhodesmon the move. 
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Randy Hansen a Washburn 

CirclE; 809 on Reader Service Card 

"Incredible 
power and 

control . . . 
• :„.,\b- The best rock 'n roll 

guitar I've 
ever played." 

Rand : Hansen is unquestionably one of 
America's hottest guitar players . . . his 

concerts are a constant barrage of power 
chording, hot licks and sizzling leads. The 
raw energy in Rand's daring shovv man-
ship borders on acrobatics and musical 

martial arts! With such demand. only the 
best performing guitars vv ill cut it . . . 

Washburn Wing Series Electrics. 

Randy discovered that for power, control 
and overall performance his Washburn 

Hawk is better than the other great names 
in guitars. 

Soar on the Wings of 

washbum 
An Age Old Tradition Takes Flight 

Washburn — 1415 Waukegan Road, Northbrook. 
II., 600452, L SA. 

For a poster of Randy Hansen. send S1.50 plus 50 cents postage. 

In Canada write: Boosey & Hawkes Ltd.. 2-9 Yorkland. 
Willowdale. Ontario. N12J lS 



How serious are you about a synthesizer? 
Even it you don't have an unlimited budget, you still want virtually 

unlimited expression from your synthesizer. Yamaha knows this. We also 
know what kinds of features and functions give you this expression. 
The professional musicians who evaluated our prototypes told us. And we 
listened. The result is a new line of affordable synthesizers from 
Yamaha. They are capable of many of the sounds of our larger, costlier 
models, and have all of the quality and reliability. 

CS-40M. Duophonic, programmable and highly portable describes 
this top model in the new line. It has four VCO's, two VCF's and two 
VCA's plus a Ring Modulator, an Attack Decay EG for the LFO and Ring 
Modulator, and a unison mode which converts the unit to mono operation 

by doubling up the VCO's for richer sound. The keyboard has 44 keys. 
The CS-40M can store and recall, at the push of a button, up to 20 sounds that you've created, even 

after the power is shut off. Interface with a tape recorder requires just two patch cords. 
CS-20M. Up to 8 voices can be stored and recalled in this model. The CS-20M has two VCO's, an LFO, 

a noise generator. a mixer (for the VCO's and the noise), a 3-way VCF and a VGA. It is a monophonic 
instrument with a 37-note keyboard. 

Both models have keyboard trigger in out jacks and control voltage in out jacks for convenient use 
with a sequencer. Rear panel jacks are provided for ON-OFF foot switching of Sustain and Portamento 
Glissando effects, and for continuously variable control of the volume. 

CS-15. This compact, very affordable synthesizer has 
two VCO's, two VCF's, two VCA's, two EG's and one LFO 
One-touch knobs and switches free you from complicated 
patch work. Sawtooth wave, square wave, white noise, and 
triangle wave give unique tonal characteristics. 

MODEL KEYS VCO ' N'Cl, KG NOTES 
DIGITAL 

MEMORIES 

CS-5 37 t I I I N \ 
CS- I5 37 7 ' 2 1 • \ 

CS-20M 37 2 1 ' 1 II 

CS-40M 41 I ' 7 211 

CS-5. This is our most compact monophonic synthesizer. It has 37 keys, but with the 6-setting Feet 
selector switch, the instrument's range is extended to a full 8 octaves. A Sample and Hold circuit allows 
you to automatically play a continuous random pattern. There are many other features that make this 
model's very affordable price even more attractive. 

Write Yamaha, Box 6600, Buena Park, CA 90622 for more complete information on the full line. 
Or better yet, visit your Yamaha dealer for a demonstration of the synthesizers that take both your 
creative desires and your budget considerations seriously. 

Because you're serious. 

0 YAMAHA 
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Stereo, imagine the 
possibilities. 

Meet a Preacher with some very 
new ideas. Including mono and 
stereo. Imagine the possibilities. 
A stereo/mono jack lets you plug 
the Preacher into two amplifiers or 
into both channels of a single amp. 
The stereo jack splits pickup output. 
That means you can set the finger-
board pickup to produce a warm, 
throaty tone in channel one. In the 
other channel, you can set the 

bridge pickup with a strong, dirty 
lead tone. 

Wherever your imagination goes, 
the Preacher can take you there 
and back. Left and right channel 
volume and tone controls permit an 
almost infinite variety of sounds, all 
from one guitar. Use the three-
position selector switch to change 
from the rhythm guitar sound of the 
neck pickup to the biting lead sound 
of the bridge pickup. The center 
position activates both pickups for a 
full sound. 

In mono, the Preacher has 
enough power to make a believer 
out of you. Hard rock, biting blues 
or down home country. In stereo, 
the Preacher can lead you to a 
whole new way of life. Follow your 
imagination. Meet the Preacher. 

Ovation 
A Kaman Company 
Blue Hills Ave. Ext. Dept. I.M. 
Bloomfield, CT 06002 

Circle 708 on Reader Service Card 
Send $1.00 for our complete Solid Body Catalog. 



How serious are you about a guitar or bass amp? 
When you shop for an amp, you listen for the sound you want, 

and look for the reliability you need. You're not interested in tricks 
or gimmicks. Yamaha knows this. 

The professional musicians who were involved in our develop-
ment program helped us refine that knowledge to the point where 
it is today. A new line of guitar and bass amps with unparalleled 
sound versatility along with proven Yamaha reliability 

The  guitar amps. Just what do we mean by unparalleled sound 
versatility? Take the G100-212II. It offers a unique parametric EQ 
which allows you to boost or cut the frequencies you choose without 

altering other frequencies. And Yamaha is the only manufacturer to offer a "Q" control to alter 
the slope within the chosen frequency 

There's also A/B channel switching, "Pull Fat" for boosted midrange, "Pull Bright" for 
treble boost, channel B Master Volume (which allows you to overdrive the unique FET preamp 
for a realistic tube amp sound), and 100 watts RMS driving two 12" speakers. The other four 
models offer the same features in various power ratings and speaker configurations. 

The bass amps. The sound versatility continues. The B100-115SE offers a 5-band rotary 
graphic EQ allowing you to precisely tailor the sound. XLR rear panel connections allow 
you to patch directly into the mixing console or sound system. 

The speaker is loaded in a bass reflex enclosure for compactness. The B100-11511 is a rear-
loaded enclosure. Both models have 100 watts RMS power. 

And speaking of speakers, we build our own and fit them to each specific guitar and bass 

amp. An all-new design gives fuller midrange, less "cone cry" and greater power handling 
capability 

We feel that the speakers, and all the components that go into our amps, are too impor-
tant to leave to anyone else. Because when it comes to guitar or bass amps, we take you 
seriously For more complete information on the full line, write: Yamaha, P.O. Box 6600, 
Buena Park, CA 90622. Better yet, visit your Yamaha dealer and show how serious you are. 

Because you're serious. 

°YAMAHA Circle 722 on Reader Service Card 
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* DRUM OUTFIT 
* SNARE KIT 
* DRUM. ACCESSORIES 
* BONGO (WOODEN & 

TUNABLE) 

Manufacturer & Exporter 

TAFENGLONG MUSICAL INSTRUMENT MFG. CO. 
P 0 BOX 536 TAICHUNG TAIWAN R O C 

CABLE ADDRESS " TAFENGLONG TAICHUNGTAI 

TELEX 51179 TFLCO TEL:(0421202115-7(3 Lines) 

*CONGA (WOODEN & 
FIBERGLASS) 

*TAMBOURINES 
*RHYTHM INSTRUMENTS 
*SAXOPHONES & FLUTE 

The best thing next to your fingers. 
D'Andrea guitar picks. 

e141ndrea MFG. CO. INC. 
Eileen Way, Syosset, N.Y, U.S.A.11791 
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RENNAISANCE DEALERS 
ZAVARELLA'S MUSIC 
Arlmgton. Virginia 22202. ( 703) 979-7060 

GUS ZOPPI MUSIC CENTER 
Warren, Michigan 48091. (313) 757-9684 

RON ZEHEL GUITAR CENTER 
Amhurst. Ohio 44401. ( 216) 282-3250 

WHITTIER MUSIC CO. 
Whittier. California 90603. ( 213) 947-4671 

JOHN WHITLOW MUSIC 
tiftin. Ohio 44883. (216) 447-3371 

WELTY MUSIC CO. 
Sturgis, Michigan 49091. (616) 651-6685 

MUSIC TREE LTD. 
Wausaw. Wis 54401, ( 715) 845-5940 

W.U. WURLITIZER INC. OF BOSTON 
Boston. Mass. 02115. (617) 261-8133 

WEBB'S MUSIC 
Clarksville. Indiana 47130, (812) 288-6315 

WALKER MUSIC 
Milwaukee. Wis 53226 (414) 774-1066 

WASHINGTON MUSIC CENTER 
Wheaton. Md. 20902, (301) 946-2300 

STUDIO 42 
West Chester. Pa 19380. ( 215) 436-8641 

SINES MUSIC CENTER 
Quakertown. Pa. 18951, ( 215) 536-8279 

STAR MUSIC 
Morristown. N J. 07960 (201) 267-9250 

SIGNATURE MUSICAL IMPORTATION 
Quebec, Clue Canada GIJ 2rn9. ( 418) 529-5351 

SHOWCASE MUSIC AND SOUND 
Portland. Oregon 97214, ( 503) 231-7027 

SADOWSKI MUSIC 
Hampton, Virginia 23669. ( 804) 723-2690 

PRO SOUND MUSIC 
Riverside, California 92506, ( 714) 784-2208 

PIERCE MUSIC 
Dover, Delaware 19901, (302) 678-9719 

DAVE PHILLIPS MUSIC AND SOUND 
Phillipsburg. NJ 08865, (201) 454-3313 

PALOMBA ACADEMY OF MUSIC 
Bronx, N.Y 10469. ( 212) 882-3700 

MOLDES MUSIC BOX 
F(emington. NJ 08822. 1201) 782-2824 

STUDIO 42 
Newark. Del 19711. ( 302) 368-3342 

AMERICAN MUSICAL RETAILERS 
Seattle, Washington 98104. ( 206) 633-1774 

A à R MUSIC 
Lincoln Park, Michigan 48146. ( 313) 381-2274 

A & M SOUND 
West Springfield. Mass 01089, ( 413) 788-9036 

ALASKA MUSIC SUPPLY. INC. 
Juneau, AK 99802. ( 907) 586-2060 

MACLAREN MUSIC 
Havertown, Pa 19083. ( 215) HI9-6729 

M à M MUSIC CO. 
Vineland. N J. 08360. ( 609) 691-9568 

LOU ROSE MUSIC 
Edison. N.J. 08817. (201) 985-3333 

BARRY LIPMAN GUITAR INC. 
Scarsdale. N.Y. 10530, ( 914) 946-6393 

KARNES MUSIC OF INDIANA 
Hammond, Indiana 46324, ( 219) 845-1830 

JUST GUITARS 
Waucocoa. III. 60084. (3121 526-2173 

GUITAR TRADER 
Red Bank, N.J. 07701, (201) 741-0771 

GRACIN'S PRO SOUND 
Hempstead. N.Y. 11550. ( 516) 483-6160 

CORNY MUSIC 
Sommerville N.J. 08876, (201) 725-6667 

GATTUSO'S MUSIC CENTER 
Canton. Ohm 44714, ( 216) 456-2806 

FRED'S MUSIC 
Reading, Pa. 19601, ( 215) 373-4545 

8TH ST. MUSIC 
Philadelphia. Pa 19107, ( 215) WA3-5040 
EAST COAST SOUND 
Danbury, Conn. 06776. ( 203) 748-2799 

DRAGONETTI MUSIC 
Broomall, P. 19008. (215) 356-4674 

D.J.'s ROCK 'N' ROLL LTD. 
Cicero. Ili. 60650. ( 312) 863-7400 

CINTIOLI'S MUSIC CENTER 
Philadelphia, Pa. 19124, ( 215) JE3-2050 

CARUSO MUSIC 
New London. Conn. 06320, ( 203) 442-9600 

CALIFORNIA MUSICAL INSTRUMENTS 
Anaheim, Cal. 92806 (714) 533-8610 

BANDSTAND EAST 
Bellevue. Washington 98009. ( 2061 455-0495 
BBB MUSIC 
Chapel Hill. N C. 26514. (919) 968-4411 

MUSIC WORKSHOP 
Endicott, N.Y. 13760. (607) 785-7030 

MUSIC WAREHOUSE INC. 
Flint, Michigan 48502. (313) 234-1075 

MUSIC MANOR 
Maple Heights. Ohio 44137, ( 2161 075-0212 
ZALMO SOUNDS 

Far Rockaway. NY 11691. (212) 327-0016 
STUYVESANT MUSIC 
New York, N.Y. 10036. ( 212) 221-5821 

MUOSaIkCL.CR 
?I, 10 60453, ( 3121 636-5545 

MUSIC CENTER 
Ephrata, Pa 17522. ( 717) 733-0396 

MUSIC II 
Pa 19067. ( 215) 295-5656 

MIKE'S MUSIC CENTER 
Sterling, N J. 07980, ( 201) 647-6769 

MAYFIELD MUSIC CO. 
Cleveland Heights, Ohio 44116 (216) 371-8599 

MANOR MUSIC MANSION 
Lancaster, Pa 17603. ( 717) 394-8792 

MAKE 'N' MUSIC 
Homewood, III 60430, (312) 799-1970 

BURRNETTE RECORD PRODUCTIONS 

FUSLwledEReTnON MUSIC CO. 
Fullerton. California 92632, ( 714) 871-1805 

GEORGE'S MUSIC 
Spring Cily, Pa. 19475. ( 215) 948-7810 

HOUSE OF GUITARS 
Jeffersontown, Ky. 40299, ( 502) 267-4123 

SWARTHMORE MUSIC CENTER 
Swarthmore, Pa. 19081, (215) KI4-5448 

WOODSY'. MUSIC INC. 
Kent, Ohm 44240. (216) 673-1525 

LOMBARDOS MUSIC CENTER 
Trenton, N J 08629, 16091 888-0141 

BOB ROSS CUSTOM GUITARS 
Newark, Del 19711, (302) 363-2540 

CHARLIE BYRD'S MUSIC HOUSE 
Washington. D C 20016, (202) 363-2540 



Renaissance guitar design clearly is 
unique, from Plexiglas C) body to 
computer-researched circuitry. 

It will give a new clarity and precision 

to your musical ideas. 
Effortlessly. 
Renaissance incorporates the perfect 

olending of two technologies. DiMarzio 
pickups, which produce the signal, 
combine with Renaissance active tone 
circuitry to mould and articulate the signal. 
Phase reverse switches provide additional 
• one colour. 

The result is a brilliance and sustain 
that's impossible to achieve with 
conventional instruments. The lead guitar 
gives rich, rounded low notes which soar 
to a sparkling bright treble. The bass offers 

unparalleled punch and presence. 
Renaissance guitars are made from the 

best materials and components. Rock-
solid curly maple neck and ebony 
fingerboard, solid brass nut, bridge and 
tailpiece all enhance tone and sustain. 
Grover tuning machines, solid brass 
switches and die-cast controls match 
quality construction with quality 
hard \n, are. 

Gve your ideas the benefit of the new 
age of guitars. 

With Renaissance. 
• 

REBIRTH OF THE ELECTRIC GUITAR 
222 Roberts Lane. Maldern, 
PA 19355 (215) 644 1681 Circle 818 on Reader Service Card 



;mot WHErE PLAYS THE AQUAS 
Tama Superstar Drums . Now in beautiful Aquamarine stain and gloss lac_quer finish Lenny loves them . . . So will you. 

Circle / 16 cm§ Reader Service Card 

TAMA 
FOr full c, clot t.atalnu send ono dollar In 

TAMA. Dept I M. PO Bos ow. Bensalem, PA 19020 

327 Bloodway, Idaho Palle 0 83401 

6365 Park Are. Montreal. P QII2V4115 



Power plays. 
Dual Sound" 
Humbucker 

X2Il Power Plus"' 

Super IlTM 

No matter what type of music you're 
going to make, you need power. Witlhceut it, 
you may not be able to reach your audience 
when you have to. The pickups will give 
you the power to get through to them, and 
our new 4-conductor wiring will expand 
your sound with more tone options than 
ever before. 

For . omplete specs on these and all our 
pickups, hardware and accessories, send 
SI.00 fut our 24 page, full color catalog. 

ODiMarziO 
Instrumunt lickups, Inc. 

Dept. 1M 
1388 Richmond Terrace, Staten Wane, 
NY 10310  1212) 081-n8o 

clreit ;AG on iiartictof *Iry • Cmd 



WE CARE WHAT 
YOU THINK. 

74 Circle 785 on Reader Service Card 

So we listen when musicians tell us what's right, and wrong, with our 
gear. Our intent is to be the industry leader ir musical sound equip-
ment. But leadership means more to us than just sales. Leadership at 
Sunn is the meaningful give-and-take of talking and listening to 
people who use our products. Especially listening. We go to concerts 
to hear our gear work. And after the performance we find out what 
people like, bass player, John Entwhistle's no-bull opinion of our 
amps is after he's pumped 90 minutes of driving power through them. 
Leadership is also applying what we learn to effectively modify and 
improve our products. 

That approach has made our Beta Series amplifiers one of the most 
successful product groups we've ever developed. Models with and 
without reverb offer dual channel operation with tremendous per-
formance versatility. 

A great dual channel amp requires two things. First, a control system 
for selecting the channel to be used so you can have the option of 
switching from one channel to the other without disturbing the preset 
volume and tone settings, or hear cross-channel noise. 

Second, complete tonal versatility, allowing sound exploration 
beyond the unique characteristics of tubes, solid state, or a combina-
tion of both. 

To do all that the Beta Series amps make innovative use of C-MOS 
technology, a digital electronic application from the computer indus-
try. Beta sound is like a tube-type amp with the reliability and versatil-
ity of a solid-state amp. 

It's the innovative difference you can expect from Sunn. 

sound concepts. 

sunn 
Sunn Musical Equipment Company 
A Hartzell Corporation Company 
Amburn Industrial Park 
Tualatin, Oregon 97062 
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The Oberheim OBX 4 Voice Synthesizer 

$4,595.00 

Digital synthesizers have 
been around for a number of 
years and there are many 
different ways to employ digital 
technology in keyboard instru-
ments. Computers are now 
being used to interface with 
analog circuitry to remember 
patches. This approach to using 
digital technology is, perhaps, 
the most popular right now, 
with the Oberheim modular 4 
voice, the OB-1 monophonic, 
and the Sequential Circuits 
Prophet 5 as examples. Given 
this (and the fact that with the 
Prophet 5, demand last year far 
exceeded supply) it was a logical 
step for Oberheim to bring out 
the OB-X. 

The OB-X I looked at was a 4 
voice polyphonic. It is available 
as 4, 6 or 8 voice and comes pre-
programmed with 32 different 
sounds. These can be changed, 
altered, relocated or re-recorded 
directly onto cassette tape 
thereby eliminating the need for 
an interface device. 

The cassette interface allows 
programs contained in the 
memory to be stored externally 
on an audio cassette. All that 
you require is a cassette recorder 
with a good frequency response 
and a pair of mini-jack 
connecting cables. 

Contained inside OB-X on 
the printed circuit board which 
holds microprocessor and 
memories, is a switch which, 

when set properly, prevents a 
user from "writing" into the 
program memory, thus allowing 
one to prevent the accidental 
erasure of a program. Pre-
programmed sounds can be 
modified or changed completely 
by bringing into use the manual 
or the edit mode. Programs in 
either manual or edit mode may 
be saved by "writing" them 
into the memory. 

The output volume of OB-X 
can be adjusted with the volume 
control in the upper left hand 
corner. This will simultaneously 
control both the stereo and 
mono outputs. The master tune 
control allows OB-X to be fine-
tuned to other instruments and 
when the control is set in the 
"dead zone" near the top 
center, the instrument is tuned 
to A440. 

Each voice is assigned two 
oscillators and two full ADSR 
generators. The back of the 
instrument has five foot control 
inputs for volume, filter, 
vibrato, sustain and program 
advance. A small criticism here 
for the fact that there is no 
variable output from the 
oscillators: they can only be 
selected at either half or full 
volume. 

I did not find the pitch and 
modulation lever arrangement 
to my own personal taste. I 
prefer the control wheel type a /a 
Moog or Prophet 5. The OB-X 

levers I find a little visually 
unattractive and they do not 
look or feel particularly gutsy. 

Despite one or two minor 
moans, OB-X is a versatile, 
competitive keyboard instru-
ment. It possesses the familiar 
big Oberheim sound, it is quick 
and easy to operate and in its 4, 
6 or 8 voice option is the only 
likely challenger to the 
immaculate Prophet 5. 

Other OB-X features include 
polyphonic glide, sample and 
hold plus something they call 
the "unison chold feature." 
Using the hold and reset 
switches together produces this 
effect. By selecting a desired 
chord and using ' hold," you 
then press she reset switch and 
the held chord will cease 
sounding until a note on the 
keyboard is played. When this is 
done, the chord you previously 
held will then sound, having 
been transposed by' the amount 

that the played note is above the 
lowest on the keyboard. The 
keyboard is five octaves and 
dimensions for the interested are 
— width 41", depth 22". height 
7" and weight approximately 
40Ibs. 

Mike Moran 

Mike Moran is one of Britain's 
busiest keyboard players. He's 
scored several films including 
"The Greek Tycoon" and " The 
Bitch". Recently he's played on 
albums by Kate Bush, Cliff 
Richard, Gladys Knight and the 
Four Tops. He's toured with Leo 
Sayer, Maggie Bell and Ian 
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Sunn Alpha 112PR Combo Amp. 

$389 
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S
unn produce an extensive 
range of products which 
include several different 

ranges of amplifiers and 
combination speaker-amplifiers. 
The amplifier that every bass 
player dreams about is the 
Coliseum bass producing a 
massive 320 WRMS. In the same 
range is the concert lead, concert 
bass and an all- valve amplifier. 
the model T. 

There are two ranges that 
Sunn call self-contained 
amplifiers ( i.e. combos). These 
are the Alpha and the popular 
Beta series. The Beta series arc 
all 100 watt transistorized 
amplifiers and are avaliable as 
both combination amplifiers/-
speakers and amplifier tops 
while the Alpha series are only 
available as combos. 
The unit on test today is the 

alpha 112 PR 50 watt reverb 
combination amplifier/speaker. 

Construction 
The overall construction of 

this unit is slightly different 
from that of conventional 
combos and so deserves a more 
detailed explanation. The 
combo is in two parts — a 
loudspeaker box . and a chassis. 
This is not diferent in itself 
except that the chassis is shaped 
like an inverted " U" and fits 
over the top of the enclosure so 
forming the top of the cabinet. 
The loudspeaker box is 
completely. sealed and has side 
pieces extending vertically in 
order to support the chassis on 
top. The single 12" loudspeaker 
box is completely sealed and has 
side pieces extending vertically 
in order to support the chassis 
on top. The single 12'' 
loudspeaker is bolted in from 
the front and is protected by a 
fine plastic mesh stretched on a 
frame bolted onto the front 

panel. To finish off, two side 
pieces complete with protective 
edging strip are bolted onto the 
cabinet. These side pieces 
protrude all round and offer 
protection for the operational 
controls and also act as feet. 
Elect Tonics 
The chassis itself comprises of 

all the electronics save the spring 
reverb unit which is mounted in 
foam rubber in the space formed 
between the top of the cabinet 
and the chassis. All the 
components are mounted on a 
single printed circuit board and 
in addition, a single mains 
transformer prewired for 240 
volts operation mounted directly 
onto the chassis. The power 
amplifier and transistors are also 
on the one p.c. board and are 
mounted on an aluminim angle 
which provides some mechanical 
support for the board. 
Additional support is provided 

by the front panel controls 
which are also mounted directly 
onto the board. 

These top panel controls are 
from left to right drive, bass, 
mid boost, mid center 
frequency. treble, level 
(volume) and reverb. An 
illuminated red neon rocker 
switch is provided for mains 
on/off. The back panel has 
provision for a reverb on / off 
switch ( foot) jack and a useful 
extra accessory in/out. No 
loudspeaker output is provided 
but instead a headphone jack 
socket which is next to a captive 
mains lead. 

In general the construction of 
both the cabinet and the chassis 
is of a very high standard as one 
would expect. Although the 
printed circuit board is well laid 
()ut I was a little concerned to see 
in several places odd capacitors 
and resistors added in as an 
after- thought. Certainly with 
the chassis and side panels 
bolted together the combo is 
reasonably light and very sturdy. 
Operation 
Sunn place particular 

emphasis on C-MOS technology 
to obtain what they call the 
"tube" sound. The claim that 
this makes it much easier to 
obtain both clean sounds and 
overdrive sustain. In fact. Sunn 
have for some time claimed to 
build into their amplifiers the 
"tube" sound using F.E.T.'s 
(Field Effect Transistors). 
Initially on switching on, I was a 
little disappointed with the 
sound especially when the first 
thging that I did was to crack up 
the drive control to see what the 
overdrive sustain was like. It is 
very difficult to equate a very 
quiet sustainy sound with a 
valve amplifier running flat out. 
So when turned up this 
amplifier started to sound a lot 
nicer. The amount of overdrive 
avilable at low volume levels 
even with a guitar such as a 
Strat, is extremely good. It was 
just that it didn't sound to me 
like a valve sound. All of the 
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tone controls act after the 
distortion stage. The only way to 
tone correct before the distortion 
is by selecting the brite ( bass 
cut) or normal inputs by adjust-
ing the guitar tone controls. It 
seemed to me that perhaps just a 
little more bass cut would have 
improved the sound no end. 

A nice touch is that the drive 
control only provides overload 
dIstortion near the top end of its 
travel and then all of a sudden. 
It does allow easy selection of a 
basic clean sound without too 
much fiddling with the 
controls. Turning up the level 
(volume) transforms the lean 
sound into a vers' convincing 
valve distortion. In fact, by 
keeping the drive control turned 
down and altering the level 
unurol, this amp behaves more 
like a 50 watt valve amp than a 
solid state one. 

Pushing up both drive and 
level control, a quite remarkable 
input sensitivity of 1/2 mV 
provides as much sustain at high 
power as you would ever want. 

Both bass and treble controis 
have a very useful range (over 
:50dB) but more important the 
frequencies at which they 
operate have been chosen well to 
suit the electric guitar ( in 
particular the bass control which 
acts at a higher frequency than 
on many other guitar 
amplifiers). Both mid boost and 

C:.re 'tTer-'-r,='-'77   
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center frequency controls are 
provided to allow more control 
over the guitar sound. In 
particular it is possible to 
accentuate the characteristic 
sound of a guitar simply by fine 
tuning of the center frequency 
adjustment. 
When all tone controls are 

turned down to the minimum 
position, there is no output. 
Personally, I prefer the more 
usual type of tone controls that 
allow you to start with a basic 
sound and then modify it. 
On the negative side. I did 

not like the control knobs. They 
looked a little cheap and plastic 
although they appeared to be 
quite sturdy. I was also a little 
worried that the protection 
afforded by the side panels 
would not be enough to stop the 
odd control from being 
damaged easily, especially when 
subjected to normal on the road 
condit ions. 
What perhaps was more 

worrying, was the ease with 
which it was most possible to 
push the plastic mesh (speaker 
grill) in and touch the 
loudspeaker cone. It would be 
all too easy to accidentally 
damage the loudspeaker with a 
careless kick. 
On this sample there did not 

seem to be very much reverb 
level even when turned up full. 
The reverb sound seemed. fine 
but it was difficult to really 
judge it properly because of lack 
of level. 
Conclusions 

In general, the reaction to this 
amp by musicians was favorable. 
Apart front one or two 
reservations, the amp performed 
extremely well. 
When used in the " live gig" 

situation, its high level " tube" 
sustain was rrmarkable. In fact, 
in this respect it has few rivals. 
With 50 watts of output into a 
single 12" loudspeaker, the amp 
was loud but not overpowering 
so it probably would be better 
suited for studio or non- heavy 
rock situations. However, there 

is always the Beta range. 
At a price of $389, it 

represents good value for 
money. 

Dave Mann 

Dave Mann gained an honors 
degree in Electronic Engineering 
at Southampton University in 
1972. Since then he has been 
working in Television and 
Sound Studios with more recent 
involvement in the design of 
guitar amplifiers. He is also a 
member of a regular playing 
band. 

alpha 112pr 
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DBJ EC-301 EFFECTS PEDAL 

Writing about this unit in 
1MRW / USA's New Products 
column a few issues ago. I was 
initially impressed by the fact 
that the EC- 301 console was the 
first " state-of-the-art" re-think 
of distortion to come down the 
pike in quite a while. Now that 
I've tested the unit under a 
variety of playing circumstances, 
it's safe to say that the EC-301 is 
not only the best distortion unit 
I've ever heard ( A-B'd in our 
New York offices with a Mesa-
Boogie amplifier, the respective 
distortion modes were virtually 
indistinguishable), it's a whole 
lot more. 

The EC-301 Effects Console 
(DBJ Laboratories Inc. c/o 
Sound Applications Ltd, 342 
Lexington Ave., Mt. Kisco, NY 
10549) features an arsenal of 
built-in goodies that includes: 
Four operational modes VCA 
volume circuitry, Wide band 
wah. Integrated circuit 
distortion. LED function 
indicators, Electronic signal 
switching, Built-in line driver. 
Volume boost, as regulated AC 
power supply and a heavy-duty 
steel chassis. And all of these 
features are built into the 
EC-301 with a reason, not just as 
gimmicky afterthoughts. 
The basic controls consists of a 

pedal, four Allen Bradley pots 
for the respective functions and 
two footswitches for kicking the 
unit into either the " distortion" 
or "wah" mode. The pedal, 
which features an unusually 
smooth linear taper due to a 
simulated logarithmic curve and 
VCA circuitry, simultaneously 
controls Volume and Wah 
functions in tandem with 
Distortion in a variety of 
interrelated functions. 
The four pets are marked 

"Depth," " Blend," "Level," 
and "System Gain." " Depth" 
controls the amount or type of 
distortion you get when that 
function is operative, from a 
"soft tube" sound at the lower 
settings up to a total harmonic 
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distortion setting around "8.' 
The distbrtion sound, which can 
be controlled by the pedal if the 
player wants to get stuff like 
"violining" effects, rich and 
almost supernatually full and 
textured. All of the particular 
textures implicit in your guitar 
sound are faithfully, rendered 
without that tacky, hollow 
sounding and static-ey buzz so 
common with most commercial 
distortion devices. The 
distortion is so fat and ballsey 
that it's hard to pin down in 
words, but if you've ever 
listened to the sounds Allan 
Holdsworth or Mick Taylor get 
with their guitars, that should 
give you a reasonably accurate 
approximation of what you'll 
get with this unit ( PS: these 
guys, to the best of my 
knowledge, don't use the 
EC-301 unit, I'm just using 
them as obvious examples of the 
better distortion sound). 
The "Blend" control 

determines the proportion of 
the original guitar signal to the 
distorted signal. The 
manufacturers recommend 
rolling this control fully 
clockwise, then backing it off 
until you reach the desired 
blend of the two. The " Level" 
control allows the player to pre-
set the distortion output level in 
relation to the overall or 
"clean" guitar signal volume — 
obviously, higher, lower or at 
the same level, depending on 
what you want to play and how. 
The " System Gain" control is 
used to determine the desired 
output level when wah and 
distortion functions are 
combined. 
The straight Volume function 

is activated when the unit is 
turned on, and then is 
controlled by the pedal. The 
afore-mentioned VCA volum 
circuitry makes for "clean, 
noise-free" operation and, 
because the DBJ folks have 
routed the output signal 
through an additional stage 

controlled by the pedal, they 
have intelligently eliminated 
possible noise resulting from a 
worn out potentiometer. 
Because of the way the volume 
circuitry is set up in this unit, 
most of the " action" takes place 
in the upper part of the pedal 
travel. Again, except for the 
SHO-BUD pedal which is 
actually designed for use with a 
pedal steel, this is the most 
effective volume pedal I have yet 
to come across. 

Since the Wah function is 
activated by an independent 
footswitch and not the pedal, 
the user can preset a particular 
tonal configuration and then 
switch in the wah without 
altering the pedal position. The 
Wah function also features a 
smooth linear taper from bass to 
treble without the objectionable 
"snap" so often encountered on 
these types of units. And of 
course, you can use the Wah 
function with the original signal 
for "clean" Wah or combine it 
with distortion to get that Robin 
Trower/Frankie Marino "clone" 
Hendrix sound we all love so 
much. 

Also, by setting the distortion 
depth to zero, the blend control 
to maximum and the level 
control to the desired boost 
level, you can get a "Volume 
boost" capability if you need 
that. All of this is packaged into 
a sturdy steel chassis console 
finished in matte black with 
( hrome control knobs. LED 
function indicators are provided 
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adjacent to the Distortion and 
Wah footswitches to remind you 
what functions are actively 
engaged and the electronic 
signal switching (a first for this 
type of unit) makes for noiseless 
switching — no more ear-
splitting "pops" as the unit is 
engaged! And all of the 
previously mentioned functions 
can be used in varying 
combinations at different 
settings for new and different 
aural textures. Essentially, the 
EC-301 is a custom-made pedal 
board — the kind your favorite 
guitar players have custom made 
for BIG bucks — at a very 
resonable price. 

In parting. I'll simple add 
that any phasing, flanging or 
echo effects that you might want 
to use in tandem with this unit 
should be placed after the 
EC-301 in the effects chain. This 
allows for maximum 
effectiveness given the particular 
characteristics of both types of 
units. My only minor quibble 
stems from the fact that the 
setting numbers on the silver 
control knobs are fairly hard to 
read without getting up close, 
but that's far from a major 
drawback. A legitmately new 
technological innovation that 
delivers every single thing that is 
promised, the EC-301 augers 
particularly well for the DBJ 
company, especially in light of 
the fact that they are currenctly 
developing an amplifier with the 
EC-301 effects built-in plus a 
host of other innovations. 
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INDEPENDENT LABORATORY TE 
AVAILABLE UPON REQUEST 

tillE1)11ALIZ D RESPONSE 
The state-of-the-art in compression 
drivers has reached a new high. 

Pure Beryllium Diaphragms and sur-
rounds that are extremely lightweight 
and ricid result in Jnsurpassed high 

frequency response and sensitivity . They 
are bonded to edgewound voice coils 

sNik capable of withstand,ng temperatures of 

\ up to 400°C (752°F) 

Computer-Aided Design and Laser 
Holographic Analysis have provided the 
flattest respDnse and phase uniformity, 
giving the TD-4001 unprecedented 

intelligibility. 

Precision Machining and Assembly of 
the highest qualty materials result in 

dependable, predictable performance 

The TD-4001 driver meets the require-
ments of the uncompromising profes-
sional. For additional information, 

contact:r..Technical 

I"'J Audio Devices 
A division of U S pioneer Electronics Corp 
142 Redneck Ave, Moonachie, N.J. 07074 
(201) 440-8234 - Telex 133484 PIONERUSA MOON 

SAGA GUITAR KIT 
Build Your Own Electric Guitar and Save 50% 

Now you can build the kind of guitar you have 
always wanted — in just hours — and save big money. 
The Saga Guitar Kit makes a full-size, professional 
instrument you will play with pride — its parts are 
actually interchangeable with those of the famous 
Fender Stratocaster0 guitars! 

The Saga Guitar Kit comes with everything you 
need, and no woodworking or electrical skills are 
needed. All parts are complete, including soldering. 
Features include a birch and mahogany body, arched 
maple fingerboard with frets and adjustable truss 
rod installed, inlaid position markers, strings, geared 
tuners, tremolo bridge, and three single-coil pickups 
mounted in the pickguard assembly. Complete in-
structions and assembly tools included. 

See the Saga Guitar Kit and Bass Kit today at 
your dealer's, or write for complete information. 

SAGA MUSICAL INSTRUMENTS 
Dept. M2, P.O. Box 2841 

South San Francisco, CA 94080 
Dealer inquiries invited 

from 
$169.00 

Suggested 
Retail 
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The Difficulty of Life is the Choice. 

Take care to get what you like, or you 

will be forced to like what you get. 

- Bernard Shaw 

1111 Gordon St • Hollywood 90038 
466-6181 
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A NEW VOICE 
IS HEARD. 

THE AUDY 

SERIES 2000 
MIXING CONSOLE 

(,.21\ RUDY 
INSTRUMENTS  

35 Congress Street, Shetland Industrial Park 
Salem, MA 01970 
(617) 744-5320 

1 ASHLY I HAS A CROSSOVER FOR YOU 
SC-70 
249 List 

SC-80 
349 List 

SC- 22 
290 List 

SC-77 
429 List 

Ashly provides the widest selection of electronic crossovers in the industry. Your 
choice of stereo two-way, stereo three-way, mono three-way, and mono four-way. 
All with balanced inputs, input level controls, individual output level controls, 

tunable crossover points, adjustable rolloff controls, and peak overload lites. Add 
Ashly's rugged 16 gauge steel box and two year warranty and you have an 
unbeatable package. Ashly Electronic Crossovers — designed and built by people 
who still care about quality and reliability. 

For more information see your Ashly dealer or 
Call or write:/   
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ASHLY Ashly Audio Inc. 
  Customer Service 

100 Fernwood Ave. • Rochester, N.Y. 14621 
(7/6) 544-5191 • Toll Free (800) 828-6308 (except N.Y.S.) 
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Try 10 D oYs 

Best TUNER Sale! 
'Precision tune fast & easy with nevv I 
IKorg Magic Tuner! FINEST quality! 
:Permits audio & visual tuning. You! 
I con correct pitch with eyes & ears! 

• FREE batteries/AC adapter/Case. I 
'Money back guarartee. Try 10 days! 

• Check Below for Details: 
0 Korg Chromatic 3 Octave Tuner 

▪ 0 Guitar & All Strings Tuner: 6 Notes Ts 
▪ Send Ad To: IMPERIAL CREATIONS 

Mama Box 66-MR, N.Y., N.Y. 10022emul 
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UNEQUALED PERFORMANCE 
Powerful Alnico Ring Magnets; select high 

purity materials and precise machining 

tolerances produce the strong linear fieds 

necessary for demanding applications. 

Computer-Aided Design and Laser Holo-

graphic Analysis enabled the production of 

true linear piston motion assuring low distor-

tion and controlled response The resulting 

sourd s smooth and uncolored at levels in 

excess of 120dB at one meler. 

High Power Voice Coils edgewound on four 

inch heat resistant glass fiber bobbins assure 

long-term dependability. 

Model TL-1601 is recommended where high 

level, low frequency sound is required. 

Model TL-1602 offers a carbon fiber olended 

cone and a wide 21 to 2000Hz bandwidth 

The TAD 15 INCH loudspeaker meets the 

requrements of the uncompromising profes-

sional For additional information, contact 
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 J Auclio Devices 
A division of U.S. Pioneer Electronics Corp 
142 Redneck Ave Moonachie. N.J 07074 
(2011 440-8234 - Telex: 133484 PIONERUSA MOON 
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Stanley Screamers 
Loudspeaker Systems for Entertainers 
Stanley Screamers are brand new at Altec 
Lansing. But don't be surprised if they look 
familiar. They've been touring with Stanal 
Sound backing up literally hundreds of 
professional entertainers for fifteen years. 
You've seen and heard 'Screamers in action at 
major concerts with Neil Diamond, Bob Dylan, 
lohn Denver. Dolly Parton, Waylon Jennings, 
.Aac Davis and Rickie Lee Jones among 
others. And at installations such as the 
Universal Amphitheatre and Greek Theatre 
in Los Angeles. 
Now you can back up your own sound with 
these same professional products. Products 
with on-the-job, on-the-road experience. 
Products that have survived the toughest 
proving ground in the entertainment world. 

Model SS-1020R Dual Subwooler 

Stanley Screamers produce clear, precise 
sound for anything from a whisper to 
incredible sound pressure levels, with Altec's 
famous efficiency. And the 'Screamers 
fiberglass reinforced cabinets are practically 
indestructible. They out-perform ard out-last 
virtually every speaker on the market. 
Stanley Screamers are, in fact, in a class by 
themselves. Once you have moved up to 
Stanley Screamers, you've arrived at the top 

Stanley Screamers. Loudspeaker systems 
for entertainers. From Altec Lansing and 
Stanal Sound. 

Stanley Screamers Model 1020-R Dual 
Subwooler System inclJdes two Altec Lansing 
421-8LF low frequency. high power, sound 
reinforcement loudspeakers. High output: 20 Hz 
to 51) Hz. Dimensions: 48"1-1 x 48'W x 231/4 "D. 

Stanley Screamers Model 3210-R 
Three-way, Tr-amp Ready System 
induites two Alec Lansing 604-HPLN 15" duplex 
loudspeakers ( les.; neMonc); one 291-16B high 
frequency compression dr ver with Targerine 
Rach.d Phase Plug and low mass magnet: one 
Mantaray Constant Dfrectivity Horn, dispersion 
90' by 40°. A High Output, Extended Range 
Seem with Tramp Ready Inputs. Dimensions 
511-1 s 2TW x 2t"D. Comes with recessed 
protective lid. 

1515 S Manchestei Ave. 
Anaheim, CA 92803 

SS- 020R SS-321 OR 

ror more information on Stanley Screamers 
Loudspeaker Systems for Entertainers, erite: 

I Stanley Screamers, PC>. Box 3113 
I Anaheim, CA 92803, Attention: Gary Riling 

I Name* 

IAddress*  

I City:   State .  Zip.   

trtM:_I Lelephone 
,111 

Circle 722 on Reader Service Card 
ALTEC CORPORATION 
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K
ushty Rye" in fact says it 
all, as well as being a fine 
song from Ronnie Lane's 

first album in several years. In the 
Traveller's language it means good 
gentleman, one not of their blood but 
who is, nevertheless, all right. In the 
music business you hear much the same 
kind of thing said of Ronnie Lane. Not 
that he ranks at the top of the heirarchy 
for his bass or guitar technique, but that 
he's great to work with. He's inspired and 
created some of what was best and most 
wholesome in rock, both alone and with 
The Faces. Finally, he's one of the most 
straightforward and unaffected musicians 
around. 

Todat, he's wearing a whimsical smile 
on his face and a badge reading " Rock 
Against Journalism" on his lapel. He says, 
he's surprised that this meeting was 
arranged.' I don't consider myself a very 
good musician funnily enough. When I 
heard you were coming, I said: "What 
does he want to talk to me for? I only 
know three chords". 

Yet nobody can deny he's got a lot of 
mileage out of those chords. 

"Musical roots? Well, I suppose the 
stuff me Dad used to listen to. What I 
heard when I was a kid — Fats Domino, 
Fats Waller and so on. I was about 13 
when I started playing. It was basically just 
rock & roll, we didn't have very good taste 
in those days, just a bunch of kids messing 
around with guitars. It ended up more 
and more rock & roll though we did have 
leanings towards blues and soul. But 
when I was a kid. I just wanted to be a 
star. 

"I started off as a guitarist. I learned to 
play the guitar first: but there wasn't 
anybody down the East End of London at 
that time — not that was any good — who 
wanted to play the bass. Everyone wanted 
to play lead guitar, drums or be the singer. 
So I decided I'd play the bass, after being 
influenced by Booker T and the MG's — 
that kind of simple and very positive stuff. 
So I took up the bass and, that influence 
stayed. I've always liked Booker T. 
They're probably my biggest influence." 

Booker T and MG's had roots, being a 
very useful bunch of session musicians on 
the R&B scene. What Ronnie borrows is 
not so much the style as the approach; a 
reliable and interesting backing rather 
than instrumental pyrotechnics. The 
music fits into the song or the act, rather 

than the song existing as a vehicle for 
displays of virtuosity. 

"I don't think of myself as a musician, 
or even a songwriter really. I think of 
myself as a showman. I never practiced to 
become a virtuoso — It's not often you get 
someone who's a brilliant musician and a 
good showman too.They're usually one or 
the other. Well, I'm the other." 
Hence the avoidance of labels and 

musical pigeon-holes. Slim Chance folk-
rock? "Well, they were just a good-time 
band. All the bands I'll ever have will be a 
good time. I'm an entertainer. I'm not 
really interested in hammering people 
with how clever it is or examining the 
'Intricacies Of Life Itself.' He imitates the 
pompous tones in which one might discuss 
those intricacies. He's a fair mimick. 

"I'm just here to entertain and let 
people forget for an hour or so." 
Going back over his career, he often 

talks from the point of view of the 
showman, looking at the Faces, for 
example, in terms of their stage act. They 
started off very lively. 
"What happened on stage was never 

planned. It was very spontaneous in the 
beginning. Then it got a bit routine." 

Inevitably? 
"There was a lot of money around and 

people weren't so hungry. It happens to 
every band in the end; like some of these 
new wave ones. They come out saying we 
won't do this, and you won't catch us 
doing that, but they'll do it." 
He doesn't say this cynically, just with a 

confidence born of understanding how the 
music industry works. Ronnie has more 
claim to being an idealist than most. 
Witness, ( the ironically named) Passing 
Show, the tent show he set up "mainly 
just to break new ground" when he left 
the Faces. 

I wondered how it worked? 
He grins. " I'll tell you a bit about how 

it didn't work — and maybe a bit about 
how it was supposed to work. 

"In England there's not many places to 
play. You can more or less play England in 
about fourteen days, unless you do 
universities but universities ain't always 
the best crowd to play to. I thought it 
would be a good idea to put a show on in a 
big top where you built the stage yourself 
and the sound was always constant. You 
could also take it and put it up wherever 
you wanted to. Well, I thought it was a 
brilliant idea." 

Ronnie Lane 
(jatcotieeep a Swe-Face Clev14 
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It was an elaborate show? 
"Naw — it was just a party really. But it 

encountered so many problems. We never 
got a chance to really get-the show how it 
should be or even begin to get where it 
could have gone." 
He sounds more wistful than disillu-

sioned, talking about it today. As a 
musician, as an entertainer, he still 
believes in the potential. 

"I'd like to try it again because it's a 
good idea. It's a hell of a gamble to take. 
I'd certainly go about it in a completely 
different way. There's so many different 
things you have to take into account. The 
costs of crew and transport, buying and 
repairing the tent, fire precautions and 
toilets and so on. When you start all 
you've got is the tip of the iceberg. And 
advertising — that was somewhere where I 
went wrong. I might try it again one day. 
If anyone knows how to do it best in this 
business it's me. I'm the only one who's 
ever tried. A lot of people have talked 
about it but no-one's ever put their 
money where their mouth is." 

s
ince leaving the Faces, Ronnie 
Lane has been associated with a 

number of projects. He's formed 
Slim Chance and The Passing Show, and 
has also run a mobile studio built " to try 
out some of my own ideas without 



spending a fortune on studio time." It 
was one of the first mobiles but Ronnie 
did not bother continually to update the 
equipment. "Now it's not in competition 
with anybody. Besides, I've just sold it to 
the Who." 

He's tried producing too. He mentions 
some protégés of his, an African band 
called Akido. It "wasn't very good 
because I couldn't keep the fellas 
together. The playing was great at 
rehearsal, but the following Thursday I 
was sitting in the studio waiting. In walks 
the leader with a totally differen: bunch of 
fellas who started rehearsing a whole lot of 
new numbers. I couldn't cope with that. I 
always thought that I was laid back but 
they have a totally different culture." 

Finally, Ronnie has fulfilled a long-
standing dream by spending two years in 
retirement, at least semi-retirement, as a 
farmer. It's not been 
unproductive.Ronnie feltthe time was 
right for a test, or rather a rest from the 
music industry. 

"I'd always wanted to do it. and now 
I've done it for two years and it's been 
good. The punk thing was happening 
with the record companies dragging kids 
in off the streets. What I did was get out 
while that was happening, lie low for a 
couple of years until all the dust settled, 
and then decide to make a comeback. And 

here I am!" 
Here, too, is a fine an album that 

should be ready for spring release.. 
"The album (we're still arguing about 

the title) has been made over the last two 
years. It's varied, a bit of this and a bit of 
the other. Nobody really produced 
it.Sometimes I'd go into the other room 
and put my producer's hat on for a while, 
but mostly it produced itself. I'll probably 
give the tapes to a professional producer to 
finish off. The lads used to just come up 
for a weekend. If I had any songs,we'd do 
some recording. The studio was actually a 
barn. We had to edit out the farmyard 
sounds. Record companies don't like 
them." 
The policy in making the album, and in 

forming the present band, waa to get away 
from the limitations (entertainment-wise) 
of conventional rock. 

"If you listen to someone like the Police 
or even Dire Straits; after a while they're 
very good, they have a nice,clean style of 
playing. After you've listened to it for a 
time, it all begins to sound the same. 
There's a limit to what you can do when 
you have just guitars, bass and drums." 

In Ronnie's estimation the answer to 
that limitation is not found in using 
synthesizers or effects. He considers it very 
unlikely that he will be seen on stage in 
the company of a synthesizer or anything 

nut 
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greatly resembling one. 
"What I think you have to do is bring 

in plenty of instruments, plenty of 
different instruments. I like to work with 
people who play several instruments each, 
so you can always do something more, 
always find something different." 
Much of Lane's music revolves around 

unique rock & roll instruments like the 
unorthodox accordian. 
"The accordion is a very volatile 

instrument. The accordion is versatile. I 
listen to Cajun music a lot and they use 
accordion to play rock & roll. I was 
influenced by them although we were 
doing it before we heard them. We 
developed the same thing 
independently.We'll use that on the 
album, and, mandolin and violin, that 
sort of thing. Have you ever heard violin 
and saxophone played in a section 
together? It's great! I have one or two 
ideas like that." 

In a way he's discovering folk-rock from 
the rock end instead of from the folk end 
— a point that is made with due deference 
to the fact that Ronnie himself would 
probably reject all these categorizations. 
Nonetheless, the album promises to be 
interesting. 

G
iven present fashions, you 
might expect Ronnie Lane to 
mould his musical activities to fit 

in with the mod revival. But if his past fits 
such a role, his general attitudes do not. It 
is apparent that the new modism plays 
little part in his life. 
"To begin with," he states, " I suppose 

I never was really a mod. Until the Small 
Faces really got going, I couldn't afford to 
be. Who can afford to buy a new suit 
every ten weeks because the fashions 
change? I was paying for a guitar at the 
time. We used to follow those fashions, 
within our means." 
With the modern movement paying 

tribute to grass roots institutions like the 
Faces, one wonders if a band with such 
special characteristics will materialize. 

"I don't think so because, they're going 
back to what we were doing, they copy us. 
If they really wanted to do it properly, 
they'd have to go back and copy the 
people we were copying; Fats Waller and 
so on. You see what I mean? The strain 
has got weaker." 

His prognosis for the future is not a 
great deal better than his assessment of 
mod musical chances. He sees, a situation 
where ideas are being replaced by 
technology. He does not see the 
emergence of more bands along similar 
lines to his own. He would like to, but 
thinks the trends are against it. 
Meanwhile, the new Ronnie Lane Band is 
getting ready for the stage. And Ronnie 
Lane couldn't be happier. 

Paul Ashford 
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Mad Love (Asylum) 
There are some things you can't cover 
up with lipstick and powder 
Thought I heard you mention my name, 
can't you talk any louder? 
— Elvis Costello (from "Girls Talk") 

There are more popular misconcep-
tions about the talent of Linda Ronstadt 
than there are home truths. That's why 
including a version of Costello's " Girls 
Talk" is so appropriate. Mad Love paints 
the most impressive portrait of Ronstadt 
since she first shot to stardom. The album 
is a major improvement on her last several 
records which unfortunately tended to 
follow a pattern established with Heart 
Like A Wheel. 

For the last five years Ronstadt has 
populated the airwaves with one continual 
hit after another. But during the last 
several years a disturbing lack of 
conviction began creeping into her voice. 
Although she always sang technically 
perfect notes, there was an absence of 
emotion. And emotion is what makes a 
singer great. 

On Mad Love, Linda Ronstadt exposes 
herself on vinyl for the first time since the 
days she posed for album covers sitting 
near cow dung. It's not a question of 
getting back to the roots as much as it's a 
case of letting go. This time around Peter 
Asher's production and the back-up 
musicians are all in total sympathy with 
her rather than the other way round. The 
voice has been mixed up loud, thankfully, 
the musical accompaniment kept 
refreshingly sparse so that the lead 
instrument is her voice. And what a voice! 
If anyone ever doubted that Ronstadt is 
one of the truly greatest female singers of 
all time, this album erases those doubts. 

Ronstadt gives her finest vocal 
performance on each track here, stuffing 
them with so much sensitivity, aggression 
and soul that the listener is left 
emotionally drained. For that reason 
alone, Mad Love is the best album the lady 
has ever recorded. 

Ronstadt has not played it safe this 
time around. She has recorded three songs 
written by young LA guitarist Mark 
Goldenberg. The title track, one of his 
three songs, is hard driving rock & roll like 
she's never sung before, utilizing a divine 
sense of phrasing. " Cost Of Love" is 
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equally sparse, frenetic and extremely 
danceable. The way she twists and turns 
words, squeezing maximum potential out 
of every syllable, is superb 

The. basic band has been stripped 
down so that too many instruments don't 
get in the way of her voice. The guitar 
work is particularly impressive throughout 
the album and the sound is absolutely 
excellent; crisp and clean. Dan Dugmore 
and Mark Goldenberg supply most of the 
guitar leads and rhythms and their work is 
consistently excellent. The rhythm section 
throughout the album is drummer Russ 
Kunkel and bassist Bob Glaub. They 
don't sound like they're playing "just 
another session." Rather the players put 
as much of themselves into the songs as 
does Ronstadt. Bill Payne contributes 
some fine keyboards whi!e Nicolette 
Larson and Rosemary Butler lend some 
evocative harmony support. 

The choice of songs is impeccable, 
driving Ronstadt on towarcis previously 
unexplored heights. There's an energy 
and excitement running throughout this 
album which is contagious. Of the three 
Costello songs, all arc stand out classics. 
Costello himself tends to bury his lyrics 
when he sings, so it's a nice change to 

actually hear the woids especially when 
the phrasing is so inventive. " Party Girl" 
is so painful it hurts while "Talking In 
The Dark" is an upbeat romantic treat. 
One album highlight is " Girls Talk" 
where Ronstadt easily outdoes both 
Costello and Edmunds' previous versions. 
She sings the song like it belongs to her. It 
should. 

Another departure is the single, "How 
Do I Make You, — which is a sexy, sensual 
tease backed by skintight rock & roll. 
Previously her singles have tended to be 
more orthodox covers like the Hollies " I 
Can't Let Go" which is included here. 
Also painfully beautiful is the classic soul 
song " Hurt So Bad." 

Linda Ronstadt deserves an awful lot of 
credit and respect for making an album 
like Afad Love. She's broken away from an 
established successful formula and 
succeeded brilliantly. This is an inspired 
rather than calculated album. Which just 
goes to show, you can't judge a book by 
looking at it's cover. 

Barbara Charone 
Produced by Peter Asher. Recorded by 
Val Garay at Record One, Los Angeles. 

Mixed to the 3M digital mastering 
system. 



Mal« 
One Step Beyond (Sire) 

One of the leading proponents of the 
Ska (Bluebeat, Rot-ksteady) revival in 
England, Madness is more rock-based and 
is not as scrupulously roots-ey as the 
Specials or Selecter, but they are a lot of 
fun and great to dance to. And the latter 
is a key element in helping this kind of 
music find a broader popularity in the US 
than its slower moving, more militant 
antecedent, reggae. Everyone in the band 
affects a latter day Rudeboy (Jamaican 
punk)/Skinhead style visually, with lots of 
terrific nick names like Mike ' Monseur 
Barse' Batson (keyboards and the 
unacknowledged leader). Chris " Chrissy 
Boy" Foreman (guitars), Graham McPher-
son as " Suggs" ( lead vocals) and Lec 
"Kix" Thompson ( tenor, baritone sax, 
vocals). 

Unlike reggae, this music percolates 
along at pulse-quickening tempos with 
spare but highly effective instrumental 
interraction, another " New Wave" trade-
mark. Highlights include the title track, 
"My Girl," " Madness," and -The 
Prince," a spirited homage to Prince 
Buster, the man who started the Ska 
movement and who wrote the song that 
gave this band their name. There is a 
persistent feeling that this music grows out 
of a well-developed musito-cultural 
community in North London, and the 
rousing cheer ("Chipmunks Are Go" — 
don't ask me what it means) at the end of 
the record only reaffirms Madness' 
seemingly boundless energy and 
potential. 

J.C.C. 
A Clanger/ Alan Irinstanley Production 

Z>bie litrstwe 
Victim Of The Fury (Chrysalis) 

Trower continues to refine his post-
Prowl Harum Stratocaster style on this 
one, with a lot more emphasis on warmer, 
bass textures and subtle vibrato with a few 
new overtone squeals thrown in for good 
measure. Unfortunately, as with a lot of 
Trower's recent stuff, the material which 
provides the background for his guitar 
pyrotechnics is adequate but colorless. As 

' I've already stated before for anothcr 
publication, this guy is for guitar freaks 
only. 

J.C.C. 
Co-produced by Robin Trower and Geoff 
Emerick. Engineered by Geoff Emerick. 

Lœaquale,e, 
Two Years In A Padded Cell 
(Beserkley tElektra) 

This Berkely, California hard rock 
band, the most conventional unit on the 
Beserkley label, cut a stunning live album 
years ago — Rockin . The Wor/d(Beserkley 
BZ-0045) — that featured incandescent 
cover versions of tunes like " Route 66," 
"Friday On My Mind," the Small Faces' 
"Tin Soldier" and Jeff Lynne's " Ma Ma 
Ma Belle." This watermark Y combined 
legitimately hip material with smoking 
lead guitar interchanges in a rough-hewn 
recording that made the listener wish 
Earthquake was playing down at his or her 
local bar. Since then, theN.'ve tried on 
numerous occasions to recapture the 
elemental magic from that LP, with 
mostly negative results. Sad to say, Two 
Years In A Padded Cell does little to 
change that: the material is flat, the lyrics 
cretinous and the playing, good as it is, 

can't make up for lack of creative inspira-
tion. Hey guys, maybe it's time for 
another live LP with sublime covers. 

J.C.C. 
No information. 

Sbce, 
Just A Touch Of Love (Coli/lion SD 
5217) 

A decent funk band with built-in 
danceability. Slave would not normally be 
reviewed here if it wasn't for the stunning 
differences between the two sides, which 
illustrates just how important the 
engineer/producer can be on a project like 
this. Side one, engineered and produced 
by Jimmy Douglass at Atlantic Recording 
Studios, has a lightness and coherence that 
immediately sets it apart from Side two. 
produced and engineered by the whole 
group and seemingly everyone else within 
a five mile radius of the small New Jersey 
studio where it was recorded. This second 
side sounds like it was produced by 
Committee — murky, indecisive, 
gimmicky and ultimately blando. Which 
just goes to prove the old axiom: If you 
think you should produce yourself, guess 
again turkey. 

J.C.C. 
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Get Happy!! (Columbia) 
"I don't intend to be around to 

witness my own decline." Elvis Costello's 
manifesto of two years ago was partly 
theatrical, but was also born out by his 
frenzied performances and the manic tone 
of his songs. 

Rock music does not yet have tradition 
of sustained creativity like black music. A 
poor or lightweight album by a James 
Brown or Smokey Robinson is regarded as 
a lapse rather than the end of a career. 
Costello's music — not to mention the 
man himself — certainly needed to 
generally ease up. That is what Get 
Happy!! more or less represents. 

Immersed in Sixties soul records, this 
album is still hardly light-hearted. 
Delayed because of legal difficulties 
following the British demise of Radar 
Records, extra interest was aroused by the 
news that it would have 20 tracks and 
some 50 minutes of music. It's soon clear 
that the songs' brevity reflects no 
slightness of content. 

The lyrics are as dense and self-
conscious as ever, toying with familiar 
phrases (" Love For Tender"), making 
cryptic statements, (" It means much more 
than it might") and generally deirung 
desperation. For much of the time the 
listener must make do with tantalizing 
snatches as Elvis' voice, formerly clear and 
audible above the excellent Attractions, is 
now half- buried in the overall sound. 

Sometimes this works well, but " I 
Can't Stand Up For Falling Down" — an 
old Sam & Dave B-side — definitely 
suffers. The verses pale beside an oddly 
memorable chorus. Signs of the singer's 
Tamla/Stax crash course are small but 
telling: a title like " Beaten To The 
Punch", the central role of Bruce Thomas' 
magnificent bass playing on songs like 
-King Horse" and "Time Is Tight". 

Generally this influence emerges less 
in style than in attitude. The playing is 
economical in the extreme, with not a solo 
in sight. Steve Naive contents himself with 
basic organ fills and the occasional 
buoyant piano phrase. Costello's 
habitually devastating guitar is 
unobtrusive, whether clean and simple on 
"Opportunity" or low-register on 
"Secondary Modern". 

A greater warmth and abandon in the 

singing is another side-effect, more 
relevant than before. To hear Costello soar 
up the vocal scale is as delightful as it is 
unexpected. His repeated lament on the 
fade of " Motel Matches" has the spirit of 
vintage Van Morrison. On a more 
contemporary note, the brisk lope of 
"Human Touch" is reminiscent of his 
production work on the Specials album. 

Get Happy!! is stuffed with reminders 
that this is not Elvis Costello's Nashville 
Skyline or Self Portrait. For example, the 
almost casually innovative "B Movie" 
brilliantly merges a disco bass line with 
tricky drum patterns and sharp guitar 
punctuation. 

Costello seems incapable of trying less 
than his hardest, but Get Happy!! sounds 
less agonizing than usual. 

Harry George 
Produced by Nick Lowe. Mixed by Roger 

Bechirian. Recorded in Holland. 

Pameme 
End Of The Century (Sire) 

The Ramones continue to evolve 
within what once seemed to be a fairly 
rigid stylistic approach. On End Of The 

Century, they bring their one-of-a-kind 
Forest Hills ' wall-of-sound' into 
Hollywood's legendary Gold Star studios 
to work with the fabled creator of that 
genre, the ubiquitous Phil Spector. And 
the results, for the most part, are quite 
good — especially on the brilliant re-make 
of Spector's " Baby I Love You" ( if you 
thought Phil had burned out creatively, 
check out the subtle genius of his siring 
arrangement on this track) and the totally 
re-done version of 4 .ROCIC & Roll High 
School." 

Basically, Spector has given the 
Ramones' blitzkrieg a bigger, more 
spacious sound with more differentiation 
in the instrumental textures without 
taking away any of their punch. Johnny R. 
tries a few tentative leads a la Mick Jones, 
Joey is crooning better than ever, Marky R. 
and Dee Dee are knit tight in that all 
important rhythm section and the lyrics 
actually deal with " real- life" phenomena 
like Love, Life On The Road and as a 
Ramone Life in the subterranean caverns 
of downtown NYC! This is the LP that 
moves the Ramones beyond a hard-core 
following of glue-sniffers and brat - 
beaters. 

J.C.C. 
Produced by Phil Spector. Engineered by 
Boris Meinart and Larry Levine. 



THE INEVITABLE RETURN OF 
by David Lawrenson 

I
f Jack Bruce had been around in 
the Middle Ages he would undoubt-
edly have been a wandering minstrel 

in the Highlands of his native Scotland. 
Singing for his supper (and accompanying 
beverage) would have suited Jack quite 
well. As it is, he has had to settle for the 
Twentieth Century equivalent — rock & 
roll. 

There is definitely something of the 
wandering minstrel in Bruce. During his 
20 years in the rock business he • has 
covered just about every aspect from 
superstar rock musician to get-away-from-
it-all recluse. Yet the name of Jack Bruce 
still retains a bit of magic and a whiff of 
expectancy. 

1979 was a good year for Jack. It could 
be said that he "re-emerged," although 
he would probably maintain that he has 
never been away. The highlight of the 
year was undoubtedly Jack's teaming up 
with John McLaughlin, Billy Cobham and 
Stu Goldberg for a series of European 
concerts. Following this, in true renegade 
fashion, he ended up playing a series of 

. bar and club gigs with Rocket 88, a play-
for-fun blues outfit which included 
Charlie Watts, Ian Stewart and Alexis 
Korner, among others. 

Soon America will see another side of 
Jack Bruce because he is embarking on a 
tour with a new band. And what a banal 
Billy Cobham on drums, David Sancious 
on keyboards and Clem Clempson on 
guitar. 

"Oh, my new reggae. band?" he 
laughs, " It sounds good. I've got a 
manager now, and he had the idea that I 
should re-emerge in America. The 
European thing with McLaughlin was 
successful, but there wasn't really much 
scope for me in that line up, it was John's 
band and rightly so. 

"Anyway, my manager thought I 
should put a band together to do a little 
American tour. I thought it would be 
difficult having to scratch around for 
musicians." That turned out to be the 
least of his problems. David Sancious had 
indicated that he wanted to work with 
Jack. When Billy Cobham found out that 
he was putting a band together, he was 
most upset that Jack hadn't approached 
him first, so Billy was in. 

For a guitarist, the bass man chose ex-
Collosseum and Humble Pie man Clem 
Clempson. Jack had worked with Clem on 
Cozy Powell's album, Over The Top, and 
liked his light, lyrical guitar lines. " It's 

become a reggae band," Jack explains, 
"because Billy was born in Panama, his 
mother's from Barbados and he loves 
reggae but has never had the chance to 
play it. 

"There was one song we did with 
McLaughlin, where a bit in the middle 
went into reggae and it was really good. 
Billy really understands where the beat 
should be in reggae, because it's very 
complicated. I think it's a very exciting 
development. It's the first new thing 
rhythmically to happen in a long time 
because you're turning the beat around. 

"When I say a reggae band I'm being 
a bit facetious, but I hope it will have that 
kind of feel. I've been a bit gloomy for the 
last 10 years. I feel cheerful now." 

Those last 10 years spanning the 
Seventies proved to be a period of ups and 
downs for Jack. The era started well: two 
critically acclaimed solo albums and a stint 
with Tony Williams' Lifetime, a 
phenomenal band who were ahead of 
their time and paved the way for the 
Mahavishnu Orchestra and countless other 
rock influenced jazz bands. 

Jack later went to the other extreme, 
teaming up with Leslie West and Corky 
Laing in a power trio that didn't exactly 
set the world ablaze. Later he worked with 
Carla Bley and Mick Taylor before 
dropping out of the limelight for some 
time. 

till you can't keep a good bass 
man down. He renewed an old 
acquaintance with John McLaughlin 

for his Guitar Player album, and was 
subsequently recruited to John's touring 
band. " I like being involved with 
different things. I like playing different 
styles of music," said Jack. " I would get 
very bored just playing in one band for 
ever. I would like to have a regular band 
where we could go off and do our own 
projects." 

Jack's resurgence has coincided with 
his conversion to a new bass. For much of 
his career, particularly with Cream when 
he proved that bass players weren't just 
people who had mastered guitar properly, 
the Bruce bass has been a Gibson. Not any 
more. 

"I played Gibsons and then spent a 
long time not being happy with anything. 
I was trying Music Man, fretless basses and 
I.couldn't get anything that I was really 
happy with. Then.I just happened. to find 
.an' Aria. I went into a music shop and 
there it was. I like it and so I bought it. 

Since then I've had the company build a 
fretless, ebony one for me. 

"I really love it, and I think it's the 
best value bass around for the money. It's 
not an Alembic but then I think they're 
clumsy. The only thing I think that 
approaches the Aria is the BC Rich, but. 
they're a lot of money. The ones I play ' re . 
about $825, and that means you don 
have to be a millionaire to buy one. I 
think an Alembic's about $2,350 to 
$2,500 over here." 

Jack uses the fretless for stage work, 
but prefers the fretted instrument for 
recording to get a really hard rock 8c roll 
sound. Rotosound strings are an integral 
part of his sound. For amplification he 
utilizes a Gallien-Krueger transistor, made 
in California, with a Cerwin Vega and a 
Marshall. The combination gives him the 
cleanness, the balance and the edge he 
likes. 

Of all electric instruments, the bass is 
probably the hardest on which to establish 
a personal sound — a feel yes, but not a 
sound. Jack Bruce was one of the first 
electric bassists to establish a distinctive 
sound, a hard, trebly tone which really cut 
through. 

"I think that the way I get my sound is 
that I play too hard. I use three fingers 
and a thumb instead of a pick. I think it's 
all down to playing a little too hard, so the 
distortion is actually coming from my 
fingers. It doesn't matter what amp I play 
through, it always sounds the same. 

"I think engineers have gone crazy 
trying to get a non-Jack Bruce bass sound 
out of me, but it can't be done. Now 
when I record and take the Aria and just 
DI it. I don't even use an amp, it's not 
necessary." 

Over the years he has been playing 
bass, both equipment and technique has 
improved, not to mention the host of new 
players who have turned the four stringed 
instrument into a specialist art. 

"I'm really glad that over the last few 
years some • really good bass players have 
emerged. There was a period when there 
was nobody really saying anything on the 
instrument. You obviously absorb new 
influences in your playing, you're bound 
to. 

"For instance, I play fretless Whith I 
should have done years ago, but I never 
really thought about it. I think the 
technique that I.had, the older technique, 
was bending. the strings a lot, more and 
bass players don't usually bend strings. 



JACK BRUCE 
"I used to use very light strings and 

bend a lot, playing it like a guitar. Now I 
think I've been influenced by these new 
bass players. The bass sound has also 
improved so much that you can't just go 
on stage with a 100 watt Marshall stack 
and plonk. People want to hear a good 
bass sound. But as far as any musical 
influences go I still listen to Mingus." 

H. 
and in hand with the distinctive 
Bruce bass sound comes his dis-
tinctive vocals. Remember those 

soaring vocals on "White Room" and 
"Spoonful"? Well, Jack exercises his 
tonsils for one number with the John 
McLaughlin band, and proved that the old 
magic was there. In fact, he's convinced 
that his voice is getting better. 

He only really began singing with 
Cream. " I never thought of myself as a 
singer. But someone had to sing. It was 
either Eric or me, and often with Eric gone 
I had to sing. So I didn't really think I 
could sing until somebody said, 'You 
know you've really got the most distinctive 
voice; you should sing,' so 1 did." 

Thoughts of an American sojourn 
conjure up memories of the days when you 
could pick up superb old guitars in pawn 
shops for next to nothing. Not an avid 
guitar collector, Jack has managed to 
acquire some excellent instruments over 
the years. 

"It used to be good fun in American 
pawn shops, especially the mid-West or 
Alabama. They always kept the best stuff 
in the back and would finally bring it out. 
You'd say, 'how much' standing there all 
poor and scruffy and they'd say $ 100. So 
eventually you buy it, get into your 
Cadillac and the guy's going, 'oh no!' 

"The funniest story is of Jeff Beck 
actually going on American tours without 
a guitar. Apparently every time they 
played, the roadie had to go to the local 
music shop and borrow one. I think John 
McLaughlin finally gave him one." 

Although a man who's done just 
about everything in the music world, there 
was a definite twinkle in Jack's eye at the 
prospect of the up and coming tour with 
his new band. He has written a whole 
range of new material for this venture, 
and will be featuring material by all the 
individual members as well as some 
personal oldies. 

"I think we might spend some time in 
the States," Jack says enthusiastically. 
"That country has got so depressed it 
needs me!" a 



A GUITARIST'S GUITARIST 
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Watching Amos Garrett amble on stage 
for the first time, you would hardly expect 
the tall, scholarly person with the relaxed 
attitude of a mild-mannered English pro-
fessor on a sabbatical to be one of the most 
original and sought after sidemen and ses-
sion guitarists in America today. 

Dressed in his customary well-worn 
hound's tooth, sport jacket, old felt hat, 
jeans and sweater, he wanders onto the 
stage with the bemused air of someone 
who's about to deliver a lecture on Yeats 
or Swinburne. And in a way he is, because 
when Amos picks up one of his 1945 
000-21 Martin Herringbones, or his proto-
type Ibanez Artist solid-body and runs 
through a, few bars, you can immediately 
hear that one of the reasons Maria Mul-
daur's Midnight At The Oasis was a mil-
lion seller was due to this man's golden 
touch. 

Garrett's distinctive 
use of slides, vibrato 
and bends, along 
with his own parti-
cular sense of 
phrasing and 
timing, has 
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made him a guitarist's guitarist. Formerk 
a native of Toronto. Amos now makes his 
home in Pt. Richmond, a small northern 
California community seated between the 
Berkeley Hills and San Francisco Bay; a 
town known for its huge Standard Oil 
refinery and a healthy blues scene. 
From this small town, Garrett balances 

his active commitments as part of a semi-
acoustic touring duo with long-time friend 
and partner, Geoff Muldaur, formerly 
with Jim Kweskin's Jug Band and Paul 
Butterfield's Better Days, and his other 
life as a sideman and sessionist. 

As a session player, Amos has recorded 
with Ian and Sylvia, Anne Murray, Eric 
Andersen, John Herald, Eric von Schmidt, 
Emmy Lou Harris, Todd Rundgren, Bon-
nie Raitt, Geoff and Maria (Geoff s first 
wife) Muldaur, Paul Butterfield, Elvin 
Bishop, and many others. 

As a sideman, he toured with Ian and 
Sylvia's Great Speckled Bird, Paul Butter-
field's Better Days, Maria Muldaur's band 
and, most recently, Elvin Bishop's band. 
Off the road, he is the featured guitarist 
with the Rogers and Bergin Band, a pro-
gressive blues unit fronted by blues harp-
ist Dave Bergin. and guitarist Roy Rogers 

( no, not the 
Roy Rogers). 

  Garrett's deft 
  use of chords 

:. and phras-
i ing can be 
traced back 

to his youth, 
when he began 

piano lessons • 
at seven,   

studying at the Royal Conservatory of 
Toronto, as well as trombone lessons 
which he undertook later on. The fact that 
his father was a professional jazz drummer 
and violinist during the 1920's probably 
helped things along. 

As a result of his father's career, Garrett 
was exposed at a very early age to such jazz 
greats as Bix Beiderbecke, Eddie Lang and 
Carl Kress. He also met a number of 
players whenever his father would take 
him to the various jazz clubs around 
Toronto. Although he was raised in 
Toronto and Montreal, Garrett's formal 
and informal education took place in the 
United States. 
While attending prep school and col-

lege in the U.S., he began to absorb the 
myriad guitar styles and influences 
reflected in his unique style of playing to-
day; from the rockabilly techniques of 
Scotty Moore and James Burton to the 
rhythm & blues and modern jazz stylings 
of T. Bone Walker and Wes Montgomery. 
Along the way he also picked up the folk 
blues of such greats as Leadbelly, Josh 
White and Big Bill Broonzy. 

Garrett was playing regularly with a 
band in Toronto called the Dirty Shames 
in 1968, when Ian Tyson approached him 
to play in a band that he was forming call-
ed The Great Speckled Bird. A prototype 
of all of the progressive country bands that 
now proliferate the music scene, the 
Speckled Bird featured Amos on guitar 
and Buddy Cage, currently with thé New 
Riders of the Purple Sage, on pedal steel. 

During a stopover in Boston with the 
Bird, Amos met Geoff and Maria Mul-

daur, and a lasting friendship was 
formed. Shortly after, the bird 

made its' last flight 
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Cove Stuty 

The first thing you notice are the eyes. 
They penetrate like x-ray vision, seeing 
right through you. More menacing than 
piercing, they resemble something out of 
Village of the Damned. But Joe Jackson 
isn't an alien. Still you wouldn't want to 
meet him alone in a dark alley. Physically 
he'd win no prizefights. Rather he's got 
that silent strength that spells confidence. 
The second thing you notice are the 

feet, protruding from trousers which are 
inevitably too short. Because of their 
prominence, there's no escaping the eyes. 
When Joe Jackson looks down at you from 
his six foot, gawky frame, those eyes tell 
you a lot about the man. Sometimes, they 
simply say "leave me alone." Like his 
song " Don't Wanna Be Like That, — Joe 
Jackson is most definitely his own man. 

"I don't have a membership card in my 
pocket that says I belong to a) punk, b) 
new wave or c) mod," Joe Jackson spits 
out caustically. " I'm an individual. It's 
incredulous. They call me the acceptable 
face of punk. 

"I had some real bozo at a press confer-
ence in San Francisco that said 'What do 
you think about your music being a 
diluted version of Elvis Costello?'. I nearly 
hit the guy. I really shouted at him. And 
he said, ' I seem to make you angry'. I told 
him I was 100 percent undiluted Joe Jack-
son. And if he didn't like it, he could fuck 
it. 

He's a bit cagey about the past and 
doesn't particularly want to go back in 
lime to childhood violin days which 
eventually won him a coveted place at the 
Royal Academy of Music.' He joined a 
band in native Portsmouth called Arms 
and Legs before leaving the womb for Lon-
don. Joe Jackson is the type of man who 
prefers charting his own destiny. 
"My parents always thought I was 

crazy." he says stretching his spindly legs. 
—I'm sure most people thought I was 

crazy. Only recently with success have they 
been able to see what I was trying to do. I 
was always pretty much by myself. 
Eventually I came to the realization that I 
was going to have to do things myself. 
That's why I worked to get money to pay 
for my demos. I wanted to be indepen-
dent. 
"When I relied on people things always 

went wrong. Only when I decided to do it 
myself and not compromise did things go 
right. That's the attitude I came into the 
business with and I still maintain. I simply 
wanted the control." 

Taking charge of his own future, Joe 
Jackson went to work at a Portsmouth 
Playboy Club, playing piano to patrons 
more concerned with nubile bunnies. He 
didn't like the drunks, didn't like the 
atmosphere but realized that in order to 
succeed one has to put up with a certain 
amount of aggrevation. 
"You have to keep trying little bit by 

bit to build up confidence," he says look-
ing at the floor. " It took me a long time to 
have the confidence to go in and record 
Lgok Sharp." 

Jackson has a refreshingly unpretentious 
vision of the music business and his own 
success, always keeping it in perspective. 
When asked if he had the confidence to 
work the Playboy Club in order to finance 
some demo tapes, Joe Jackson stares. Then 
he laughs. "There's a certain amount of 
desperation. If I didn't make music I 
don't know what I'd do. I'm not good at 
anything else." 

He's been writing songs for as ong as he 
can remember. Today his main love is reg-
gae, a fact becoming increasingly promin-
ent on each album as rhythms move to the 
front. Childhood musical tastes were fairly 
predictable; he liked the Beatles, the 
Stones, the Kinks, the Who, the Searchers 
and the Merseybeats. 

"The best was what I was into. I sup-
pose I liked R&B but I didn't know'what it 
was about. Afterall, I was only 11." 

Despite an erratic "child prodigy" 
adolescence, Jackson fed himself a musical 
background not entirely divorced from the 
average kid. Although his tastes were 
mainstream, they formed the bulk of his 
unique and original ideas. 
"My musical rootsere the same as any-

one who lived in Britain and now is in 
t heir twenties. People say we have an R&B 
sound. I don't see it as R&B. I don't know 
what my style is. I don't want to have a 
style. It's the content that's important not 
the style." 

Because Jackson stubbornly placed con-
tent above all else, he realized the import-
ance of quality songs. Once he journeyed 
up to London, Joe Jackson literally took 
his precious demos around to récord com-

panics, agents and various show biz entre-
preneurs. Doors were shut in his face and 
that old cliche "don't call us, we'll call 
you" was often echoed. 

Undaunted. Jackson remained deter-
mined. He'd made the demos with three 
musicians who were more than merely 
capable. From his old band Arms and Legs 
came bassist Graham Maby. Drummer 
Dave Houghton arrived from the same 
Portsmouth clique. Londoner Gary San-
ford supplied the missing part of the puz-
zle. 

Suddenly luck turned. Jackson met 
John Telfer who was to become his man-
ager. Within a short space of time a 
recording contract was signed with A&M 
records for a five year deal, renewable 
every year. The four of them went into the 
studio to record Look Sharp before ever 
playing live. Considering the album's 
immediate, energetic sound, it is some-
what unbelievable. 

David Kershenbaum was hired as pro-
ducer. Previously he'd worked with Cat 
Stevens, Richie Havens, Elkie Brooks and 
Gallagher & Lyle. To say he was over-
whelmed with the Joe Jackson Band is an 
understatement. 

"David had never done anything like 
us before. He's the only producer I can 
work with because he'll say 'ok if you want 
that sound this is the only way to do it.' So 
it comes out sounding how I want, a lot of 
the times a little better. He adds that final 
professional touch. 

"To a large extent I'm the producer 
because I know how the songs should 
sound. Basically, I go in and say what I 
want it to sound like right down to the 
amount of echo on my voice. Dave has a 
thousand times more studio experience 
than me. And he's got better ears." 

Although Jackson plays piano and har-
monium, surprisingly he doesn't write on 
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the instrument. " I write most of them in 
my head. I will sit down at the piano and 
bash an idea about but I don't write the 
words down. If the ideas are any good, I'll 
remember them." 

In fact, his ideas are what makes Joe 
35 
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Cove Stuty 

Jackson such a major talent. Realizing that 
credibility rises or falls on the strength of 
the material. Jackson takes songwriting 
very seriously. 

"I write about things I feel. More often 
I write about things that make me angry, 
frustrated or bad. A lot of my songs are 
satirical because it's much better than say-
ing ' this is great' or ' this is a load of crap.' 
I'd hate my songs to be one dimensional. I 
want to come across as a human being. If 
I'm angry, the song is angry." 
Coming from anyone else, that state-

ment would sound like an insincere load 
of rubbish. But when Joe Jackson says 
something you listen. If you doubt the 
words, just look at the eyes. 
Joe Jackson writes songs that encourage 

people to rise above their situation in life, 
to cope with Eighties paranoia, pressure 
and responsibility. He's not an untouch-
able rock star. He's human and it's that 
vestage of reality stuffed in the songs 
which make them so convincing. 

"I don't want anyone to follow me. I'm 
not trying to preach. I'm lucky, I got 
out," he says of his workingclass back-
ground. " I have a talent. I have music. 
Everyone has to find their own way of ris-
ing above all the everyday shit that grinds 
you down. Like the song "Friday"; it is 
possible to say you don't have to become a 
zombie. You can make an effort. I had to 
work hard too." 
The fact that Joe Jackson is a keen 

admirer of writer Raymond Chandler is 
evident in many of his songs which chron-
icle relationships. "Geraldine And John," 
"Kinda Kute," "Happy Loving Couples" 
or " Is She Really Going Out With Him?" 
are about real characters, almost mini-
movies. 

"The important thing is that the songs 
have to be good. They should be convinc-
ing. And they should come from real life. 
A song like "Geraldine and John" is pret-
ty straightforward. I have a sense of humor 
and so should my songs. It's difficult to 
put humor in songs. My sense of humor is 
the irony of things. It's like Woody 
Allen's sense of humor. You have to laugh 
otherwise it would be too painful to think 
about. It's like comedy and tragedy are 
different sides of the same coin." 

"It's Different For Girls" is a perfect 
example of Joe Jackson's Woody Allen 
Dersona. "That song is sad, desperate and 
riumorous. It's about going out on a 
millionth date. It's like 'oh no not again.' 
I'm just trying to say how ridiculous all 
:hose teen romance cliches are. I'm trying 
to write about things that are real, not 
fantasy. 

"I hate all those heavy metal lyrics. 
Songs about flaming charriots flying 
through the cosmic skies make me sick," 

he laughs. " I'm more concerned writing 
about how things are rather than how I 
think they should be. I'm not trying to 
change the world." 

America, however, changed the future 
for Joe Jackson. He'd been to the States 
once when A&M first signed him. Shortly 
afterwards, the Joe Jackson Band toured 
America. In the middle of the tour the 
single " Is She Really Going Out With 
Him?" and it's album Look Sharp, 
unbelievably pole vaulted into the Top 
Ten. Joe Jackson was a star. He, least of 
all, couldn't believe it. 

"It was always supposed to be the Joe 
Jackson Band right from the start," says 
this humble 25 year old. " It's silly to say 
'tonight Joe Jackson.' One person can't do 
it. We're not trying to project a group im-
age or the image of a soloist. 

"It is a band," he says adamently. 
"Not a totally cooperative band but at the 
same time it's not a superstar and his 
band. I'm not a dictator. I need a regular 
band. If anyone gets to the point where 
they feel they don't have enough freedom 
in the band, they'll have to leave." 

Aside from the fact that Joe Jackson 
writes original songs verging on the bril-
liant, his band is equally superb. They 
play as a unit, all in total sympathy with 
both the material and themselves. An 
extra bonus, of course, is that Jackson is a 
"performer," so exciting it's like watch-
ing someone go through a catharsis on-
stage. Yet offstage he is deceptively quiet. 

"Performing came naturally in that it is 
what I do. And it's natural to try and do it 
better. I have to be myself onstage. I can't 
hide behind a persona. People have criti-
cized me for being friendly to the au-
dience. Why not? Hell, they're on our 
side. Just because I don't insult the audi-
ence, people say I don't have enough 
anger or intensity." 

Onstage Joe Jackson is magic. He is 
alternatively vulnerable, aggressive. pas-
sionate, sensitive and always an amazing 
singer. Offstage he is one of the most 
intense people I've met. One who takes 
their art seriously. One who will be around 
for a long time. 

Despite massive success in both America 
and Britain. Jackson refuses to play large 
halls, preferring comfortable auditoriums 
where the acoustics are good. " I went to 
see Blue Oyster Cult in an arena in 
America. It was unbeatable. It had noth-
ing to do with rock & roll." 

While Blue Oyster Cult might have 
little to do with musical aesthetics. Joe's 
second album, I'm The Man, defines the 
art form. Recorded in 10 days and co-pro-
duced by Joe and Kershenbaum, it is a tre-
mendous progression from the first. Much 
of the difference can be attributed to the 
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fact that the band played much of the 
material live before recording. 

"Playing live is absolutely vital. Every-
one compared the second album to the 
first. I think I'm The Man is less poppy 
and less superficial. Some people don't 
like this because it's not poppy and now 
they think we're rat shit. It puts you in a 
strange situation when you're first album 
is so successful. 

"I'm pleased with success but if your 
next album isn't as successful people think 
you're a failure which is ridiculous. Suc-
cess has it's good and bad points. Anyone 
who thinks success is the answer to happi-
ness is wrong. Now people say they'd 
change places with me. That's very naive. 
It's hard work." 
One thing Jackson dreads most is 

becoming predictable. He's recently put 
Jimmy Cliff's "The Harder They Come" 
into his show as well as an excellent reggae 
influenced song " Pretty Boy." 

''If you're successful and repeat a form-
ula. you're as good as dead. You've gotta 
keep changing. You gotta keep trying. If 
you stop, you may as well give up," Jack-
son says in despair. "What I don't want to 
do is pigeon-hole myself." 

Shortly Joe Jackson will begin recording 
his third album in a career that's only two 
years old. He says it will be a bit " reggae-
fled" with a gleam in his eyes that pro-
mises good things. Anyone who thinks 
whi:e reggae begins and ends with the 
Police better think twice. 

"I don't have a very good memory," 
Joe Jackson says sheepishly. " I'm reluctant 
to ialk about what I did 10 years ago 
because I don't remember. I have an 
obsession with the present. And I don't 
want to know about the future."Ii 
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Dave Houghton 

Dave Houghton grew up in Ports-
mouth, playing occassionally with Joe and 
club bands that toured European army 
bases. He never met guitarist Sanford un-
til they laid down their initial demos. He 
likes Steely Dan, jazz, reggae and punk. 
Not surprisingly, Houghton immediat-

ely liked Jackson's material. But he was 
married and had a family to support. At 
one time he gave up drumming "because 
there was no money in it" but quickly 
adds "then Joe came along." 

"It was Joe's idea to make it the Joe 
Jackson Band which is nice," Dave says. 
"Joe had always thought of us as a band. 
When he originally signed the deal it was 
easier for A&M to push him. But now he 

wants to call it a band. We always knew 
we'd stay together." 
To say the band were surprised how 

quickly everything gelled artistically, per-
sonally and commercially is an understate-
ment. "It's ridiculous. I still find it hard 
to adjust. Obviously you get used to it 
after awhile." 
He uses a Premier kit for his own use 

and now endorses Tama. Although the 
rhythm section features prominently in 
the band sound, there are no ego conflicts. 
"Why be jealous? It's Joe's album. He 
wrote and arranged the entire first 
album." 

Doing the demos over a six month 
period, Joe didn't let the band linger 
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under any false illusions. " If I get a deal 
together," he informed them. "we're a 
band. Graham and I are both married and 
needed security. I was on holiday and got 
a letter from Joe saying ' it's all go' so I just 
quite my job." 

Stints in previous bands inspired Dave 
more to drink than play but that situation 
quickly changed. " Previous tours were not 
on similar scales. We'd never toured in 
that category or with those pressures." 
The entire band thrive on the road, 

striving for a live recorded sound. "Over-
dubbing bores me to tears. I prefer some-
thing to grab me straight away." 
When the band insist every show is 

treated with equal respect, as if they're 
out to prove themselves continually to vir-
ginal audiences, they are sincere. They 
equally respect themselves and the audi-
ence. 

"Everything means a lot because there's 
so much we're aiming for. It's no dictator-
ship. We're not financially suffering," he 
laughs. "We've got more energy now. I 
came from a very laid back background so 
to play frenetic music was totally different. 
Now I find it hard to lay back." 

Part of their success lies behind the fact 
that Joe. Dave and Graham have known 
each other nine years. "When we put 
ideas forward, little bits that might fit in, 
they're not discarded. People think Joe 
isn't easy to get along with but he is. 
Although he is very demanding." 

According to Dave Houghton, the 
future looks secure. " I know what Joe's 
writing ability is like. He's got so many in-
fluences. The stuff he's played us for the 
third album is great. And it's different." 

Gary Sanford 

"I was a Londoner:" Sanford grins. But 
he soon got drafted into the Portsmouth 
crowd. Playing in a band called John Doe, 
he met a friend of Joe's at art college. 
Eventually. Joe played with them and still 
later asked Gary to join the band. 

Gary's history is, perhaps, the most 
interesting. He is one of the most equisite 
guitarists to come along since the Jeff 
Beck /Mick Taylor/Eric Clapton blues 
boom. At 16 he joined a "sorta Irish coun-
try and western band" backing an accord-
ian. On a Sunday morning,Gary turned 
up for his audition in a black velvet suit. 
Needless to say, he stood out like the pro-
verbial sore thumb. 

Truth being stranger than fiction, that 
band slowly progressed into a "kinda rock 
& roll band." The accordian player was 
the first to leave. Various sundry people 
came and went before the advent of punk. 
The band broke up. On the brink of sign-
ing a record deal, record companies 
weren't signing anything melodic. 

"Alvin Lee was the first guitarist who 
set me off. My motivation was a clip from 
the Woodstock film. The energy was 
dynamite. That was my initiation." 

There followed a heavy appreciation of 
Jimi Hendrix. " Alvin Lee got a bit boring. 
He always played the same thing. Hendrix 
remained a hero. After that I didn't have 
any influences." 
The erergy of punk inspired Sanford, a 

fact apparent both on stage and record. 
Rhythm became increasingly important. 
"The guitar became a percussion thing for 
me as opposed to a lead instrument." 
He was a natural for the Joe Jackson 

Band where the bass is pushed full 

throttle. "We must have had a rapport 
because we'd only played together three 
times without doing any gigs until we 
made the album. It was instant." 

Jackson was the catalyst. " Being a piano 
player, Joe already has the arrangement 
when he plays us the song. The guitar part 
would basically be what he played on 
piano. Immediately there wasn't much I 
could do to it. Later we'd expand the in-
itial arrangement. 

"We've always had as much say as we 
wanted. It's pointless to change an 
arrangement if it's good. We've got as 
much space and freedom as we want or 
need. - 
Gary depends on his 1963 Strat which is 

the first major guitar he bought. He's had 
it since he was 17. " I've done loads of 
things to it. I've taken all the pick-ups off, 
changed it all round. I've never moved the 
neck position pick-up because I've been 
totally happy with it. 

"Eventually I needed a spare guitar. I 
had a Les Paul but, unfortunately. I broke 
it," he laughs. "It kept cutting out on me 
on stage. Eventually I got so annoyed that 
I threw it offstage. For once, the roadie 
wasn't where he normally stands so he 
wasn't there to catch it. I threw it about 10 
feet in the air. As soon as it left my hands, 
I regretted it. I knew it was gone. But the 
way it landed was spectacular." 
Now he's got a Gibson RD custom. 

Despite it's versatility he still prefers the 
Strat. "With the strat I've perfected a 
sound that I've wanted for years." 

Sanford and Jackson run on parallel 
ideas. Gary has been writing for some time 
now and the possibilities of doing a 
"solo" album are strong. Needless to say, 
he too is a reggae fanatic. 

"I'm happy with the way things are. 
I'm the type of guy who does what he 
wants. If I didn't like the music or got 
frustrated. I'd quit. Nothing is that 
important. I'd rather be happy with 
myself and my playing rather than do 
something just for the money or the 
prestige." 

Graham Maby 

C4M 
To Joc Jackson's way of thinking, bass is 

the most important instrument in the 
group. " It's worked out that the bass is 
dominant. When we did the demos, Joe 
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Build Your Own 
Guitar! 
Have you ever wanted a chance to set up 
a guitar your own way, even before the 
factory does? Well, wait no longer. Com-
plete guitar kits are now available from 
Mighty Mite. Each kit contains every part 
necessary to make a complete custom 
guitar, right down to the strings. Thou-
sands of combinations to choose from 
and all are equipped with those great 
Mighty Mite pickups and hardware. Be 
an individual. Build your guitar your own 
way. 

Contact your dealer or write for details. 

‘ziisor. 
4809 Calle Alto, Camarillo, CA 9301C • (805) 482-9815 • Cable Address: Mignty Mite 

Send $1.00 for our color catalog and parts list. 
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said he wanted a three, piece where the 
bass was more a lead instrument than the 
guitar. It's worked out fine. Joe's idea of 
what he wanted the band to sound like 
was compatable with the way everybods 
was. 
A veteran of numerous bands, Graham 

stopped counting just haw many after 
reaching the teens. Graham has known 
Joe better than the others as they were 
both in Arms and Legs. 

"I always envisioned Joe having his own 
band. There were two writers in our band 
and they didn't go in quite the same 
direction." 

Every member of the band stresses the 
unity and freedom. 'Joe's always been 
pushing it as a band. That's because he's 
shy and he'd rather put the blame on 
other people," Graham laughs. " But it is 

- a band. Joe lays down the skeleton of a 
song and gives us freedom to move. If he 
doesn't like something you're playing, 
he'll tell you. But at least we've got free-
dom.'• 
Graham had to make a decision to gam-

ble with Joe as he too is domesticated 
"You don't turn down a chance like 
that." 
Graham first became aware of the exist - 

ence of bass guitar because of the Beatles 
"I used to like Paul McCartney. He was 
the first person who turned me on to bass 
I didn't even know what a bass guitar wa, 
until then. 

"I'm not a technically gifted player,' 
Graham admits. " But spontaneity is more 
important than getting it dead right." 

Like everyone else. Graham was stunn-
ed at the rapid rate of success the band en-

joyed. " I was overwhelmed. When it 
starts to happen, you're in a continual 
state of surprise. It never stops You never 
stop being amazed at what's going on." 
Graham Maby uses an Ibanez bass and a 

Fender Precission. 

One cannot dispute the fact that Joe 
Jackson is a major talent, unfortunately 
overshadowed by the hype attributed to 
more marketable artists. One major 
ingredient of his success is the band. Each 
member excels at what they do. And they 
enjoy it. 

After all is said and done, Gary Sanford 
sums up the situation best. "We'd all 
spent time on bands doing everything we 
could to make them work. Then suddenly 
it happened. Before, I was in a band for 
four years trying to make it big. Within a 
month of joining Joe, we had a recording 
contract and a tour. In the past, a year has 
been such a long time struggling. This 
year has gone by like lightening." 

DeArmond 
Volume Pedals 
Best-Selling Pedals 
in America... 
at the Best Prices. 
Smooth, Reliable. 
Quiet action. 
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Model 1602 is the industry standard. 
Model 1630, the deluxe Optoelectric pedal, is extra quiet, 
extra durable ... the professionals' choice. 

WRITE FOR FREE CATALOG. 1702 AIRPORT HIGHWAY, TOLEDO, OH 43609 

Circle 749 on Reader Service Card 



42 

AVAILABLE THROUGH RANDALL DEALERS WORLDWIDE 

RANDALL INSTRUMENTS, INC. 
1132 DURYEA, IRVINE, CALIF. 92714 
P.O. BOX 10936, SANTA ANA, CALIF. 92711 

Circle 715 on Reader Service Card 



..... ...... ...... 

and Amos moved to Woodstock, N.Y., 
where Geoff and Maria were living. They 
eventually formed a group and recorded 
two albums for Reprise which were releas-
ed under Geoff and Maria's names. 

Entitled Pottery Pie and Sweet 
Potatoes, both albums are showcases for 
Garrett's impeccable guitar stylings. It was 
eventually this aggregation of Woodstock 
residents that produced Paul Butterfield's 
Better Days; unfortunately, this band only 
lasted for two years and two albums, after 
which Amos and Geoff temporarily parted 
ways. 

During a Better Day's recording date in 
Los Angeles, Maria Muldaur contacted 
Garrett and asked him to do a session with 
her for a forthcoming solo album. The ses-
sion ended with Amos getting a steady job 
with Maria's touring band for three years 
— the same session that produced the 
gold-selling " Midnight at The Oasis" and 
firmly established Amos as one of rock's 
premier session guitarists. 

1977 brought about a reunion for Amos 
and Geoff and a subsequent three years of 
heavy touring, including two Japanese 
tours and an album on Flying Fish Records 
entitled Geoff Muldaur and Amos Gar-
rett. In between all of this, Amos has also 
found time to work on Hos Heaven, Elvin 
Bishop's last album for Capricorn Records, 
tour with Bishop for several months and 
still continue with his customarily heavy 
load of session work. 

Garrett's popularity as a session player 
was a direct result of his classic solo on 
"Midnight at The Oasis," but it also left 
an unfortunate impression that is hard to 
kill. "The 'Midnight' solo is sort of like 
my calling card," Amos mourns. " It's the 
dead-center essence of my style, but it's 
almost hurt my career more than it's 
helped me. It's starting to slack off now, 
but for the first two years after that record 
came out, I always got session calls where 
someone asked me to duplicate that 
solo." 

Amos's approach to his studio work is 
fairly loose, but not sloppy. He sight 
reads, but normally works from either 
chord charts or ear and intuition. He 
doesn't like to limit himself to just playing 
lead lines and fills. " I've done sessions 
where I've played nothing but rhythm 
guitar. As a matter of fact, I once recorded 
an album for a French group that was Top 
Ten in Europe, where I played all of the 

  guitar parts on all of the tracks, including 
the overdubbed leads." 
When queried about how he developed 
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his distinctive playing style he replied, " I 
don't know how I arrived at this style. I 
guess I originally learned to bend a note 
from listening to Chuck Berry or one of 
those guys that I listened to in my teens. 

liked some of the more modern 
pedal steel playing that was going on in 
the mid-Sixties, where they were bending 
more than one note at a time, and I'd 
never really heard anyone doing that on a 
straight, electric guitar before. Oh, Chuck 
Berry would do it, a little bit, in one parti-
cular shape; sort of a broken ' A' chord in 
the same fret, on the second and third str-
ings. But no one else to speak of. 

"So I just started sort of messing things 
around. Pushing strings in different direc-
tions and changing my strings around to 
see if I could bend two and three strings 
simultaneously and have them come in, in 
tune, as well as going from one interval up 
to another interval and have them arrive 
in tune there also. 

"But with country playing, it was sort 
of a dead end, so I soon discovered that it 
sounded a lot better with blues and rock & 
roll. God. I couldn't even come close to 
doing what a pedal steel could do. But the 
essence of my style doesn't 'lave so much 
to do with bent strings, as it does with 
phrasing and timing. A lot of it is feeling 
and the way that I lag notes, like triplets." 
Some of his favorite solos, and those 

which best exemplify his style are on 
"Georgia (On My Mind)," from the Pot-
tery Pie album, " Lazy Bones," from the 
Sweet Potatoes album, "Gee Baby, Ain't 
I Good to You," from Geoff Mula'aur 
Having A Wonderful  Time (Reprise), 
"River's Invitation," and "Chopin Pre-
lude," both of which are on the Geoff 
and Amos album, and, of course, " Mid-
night at The Oasis." 

Garrett is not a guitar collector; the axes 
that he owns are strictly functional, but 
are nevertheless exceeding'y fine instru-
ments. He has a custom-made Ibanez Ar-
tist solid-body (a pre-production proto-
type), a vintage Fender Telecaster that 
he's owned for many years and two 1945 
000-21 Martin Herringbone acoustic 
guitars. both of which are equipped with 
Barcus-Berry " Hot Dot" pickups. 
Amos strings his Martins with Martin 

"Marquis" light gauge strings, and his 
Ibanez and Fender guitars with either Er-
nie Ball or Fender strings. The gauges on 
the Ibanez run from light co heavy, . 009. 
.011, . 017, . 030, . 040, and . 050. His Tele-
caster is strung with .009, . 011, . 016, 
.026, . 036, and . 046, light to heavy. Gar-
rett claims his reason for choosing these 
particular gauge strings, lies within the 

tonal relationship of the strings and the 
notes when he uses his multiple bending 
techniques, especially with the lighter 
gauges. He uses the heavier gauge strings 
more for their actual tone than anything 
else. 

Garrett's amplification system consists 
of a 100 watt Howard Dumble amplifier 
equipped with one 12" Altec speaker. 
One of about 40 and a first of its kind, the 
amp was made for him by Howard Dum-
ble of Santa Cruz, Ca., who has also made 
amps for such people as Jackson Browne, 
David Lindley and Graham Nash. Amos 
uses his at home, in the studio, or when-
ever he has a road crew to move it around 
for him. He claims that he has developed a 
new set of muscles from moving its 125 
lbs. around. 
The Dumble has a master volume, with 

treble, midrange and bass controls, an ex-
pander with hi and lo controls for EQ, a 
teverb unit, a vibrato unit, a preamp and 
an extension speaker for use in large 
rooms. Unfortunately, Garrett's Magna-
tone Vibrato unit is not functioning at the 
moment because it is missing four 
varistors. In fact, Amos would be exceed-
ingly happy if any reader of this magazine 
who happens to have an old Magnatone 
M- 10A Vibrato Unit lying around some-
place would send him the power head, in 
care of this magazine, so that he can bring 
his amp back up to full working order. 
Amos also uses a Roland Cube 40 amp 

(40 watts) when he's on the road. " It's 
small and light, and can fit under the seat 
of an airplane. I can also run it straight in-
to the P.A. system, which I can't do with 
my Dumble." 

Garrett varies the settings on his guitars 
and amplifier controls according to each 
room's acoustic peculiarities, miking his 
amp through the P.A. system. His effects 
are kept to a minimum and, currently, his 
only effect is an A/DA flanging unit. 

Garrett recently completed his first solo 
album for Flying Fish Records. Go Cat, 
Go, a hard-rocking, rhythm & blues-
soaked album of " Progressive-Period 
Rock," filled with obscure pieces from the 
mid to late-Fifties. He has also finished an 
instructional tape for Happy Traum's 
"Homespun Tapes" which details that 
distinct playing style of his. 

And, of course, there are still those 
many session calls that he receives, so you 
can be sure that you will be hearing that 
fresh, individualistic sound and style in-
stantly recognizable as " Amos Garrett" 
on many more albums in the years to 
come. 
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"I've always 
wanted to 
design a 
Helpinstill 
Piano every 
musician 
could afford." 

I6 6 'm Charlie Helpinstill and I build pianos. I also play them professionally 
so I know how they should sound and how they should feel. We at 

Helpinstill Designs have dedicated the last ten years to designing and building a 
'better way' for performers who want the sound and feel of a real piano on stage. 
We've engineered the Helpinstill Piano Pickup for grands and for uprights, and the 
widely acclaimed Helpinstill Portable Grand. Our latest innovation brings it all 
together in a compact, portable instrument: the Helpinstill RoadMaster — a real 
piano with true piano sound and an affordable price." 

Real Piano Sound. The RoadMaster features the complete mechanism of a 
64-note piano with dual stringing and built-in Helpinstill Sensors to capture every 
note faithfully and uniformly. Portable and Durable. Weighing just over 200 
lbs., the RoadMaster travels light and sets up fast. The unique keyboard mecha-
nism folds down into its own durable case — flight case protection of formica 
over plywood with aluminum extrusions and heavy steel corners. Stays Tuned. 
The Helpinstill RoadMaster incorporates an advanced14-lamination pin-block to 
guarantee unheard-of tuning stability in a portable instrument. 

The price: only $1995. Affordable. 

Great piano playing is your business. Great piano sound is ours. 

HELPINNT11.1, DESWINS, 

Iffiffi!!\q-\\\‘\ 
If you can't find the RoadMaster piano or other Helpinstill products at your music 

• store, contact us at: Helpinstill Designs., Inc., 5808 South Rice Avenue, Houston, 
Texas 77081. 713/664-5922. 
Distributed in Canada exclusively by The C.F. Martin Organisation, Ltd. 

Interested in a 
recording career? 

NEW YORK 
RECORDING 
MUSICIANS 
WORKSHOP 
VOCALISTS 
COMPOSERS 
CONDUCTORS 
INSTRUMENTALISTS 

Attend lectures by leading 
recording artists. 

*Play and observe sessions in 

major New York recording 

studios. 

*Receive study tapes for ses-
sions you have played. 

*N.Y.R.M. sessions act as an 
audition-referral service. 

*Membership: $350.00 per 
year. 

No audition is required. 

1980-81 applications are now 
being accepted. 

Enrollment is limited. 

For our brochure, contact: 

N.Y.R.M. 

Registration Office 
Dept. RW4 

125 Village Circle West 
Paramus, New Jersey 07652 

(201) 265-9491 

Sessions are conducted by active 

professionals. All N.Y.R.M. activ-

ities take place in New York City, 

the commercial recording capital 

of the world. 
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NEW PRODUCTS 

SILENT PARTNER 
Headphone Amplifier 
New from Artists X-Ponent is the 

SILENT PARTNER, a micro-sized, 
battery-powered headphone amplifier 
with "shirt pocket portability". Now, by 
plugging the SILENT PARTNER into an 
instrument output jack and adding your 
favorite headphones, all of you amateur 
and pro musicians out there can practice, 
tune or compose on the guitar without 
interruption on the need for external 
power or amplification. This rather 
unique little device can also be used with 
electric guitars, basses, keyboards, 
synthesizers or electronic drums 
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Ashford Model 1-1490R 
Radial Horn 

Suitable for use at 800 Hz and above, 
Ashford Audio's Model 1-1490R is small 
enough to be considered ideal for use as 
the high frequency portion of a speaker 
system, especially when used for 
keyboards or other such instruments. It 
also performs well in in-house permanent 
installations, portable sound 
reinforcement or PA applications. The 
Model 1-1490R also features a nominal 
throat diameter of 1" (25mm) and will 
accept the dual stud 3" (76mm) centers 
standard Altec driver mounting or the 3 
bolt JBL mounting pattern. 

SONEX Acoustical 
Control Foam 

Based on the anechoic wedge principle, 
SONEX acoustical control foam has 
already found a wide application in the 
recording and broadcasting industry — 
SONEX has even been installed in a 
number of discotheques. 
SONEX is a lightweight foam that can 

be hung on or attached to walls and 
ceilings — most users attach the 4 b 4 ft 
SONEX panels directly to the walls with 
mastic or staples The architecturally 
shaped surface of SONEX "does an 

'rule 891 on Reader Servic 

outstanding job of absorbing sound, 
creating a flat, non-reflective chamber 
around the studio". All of this helps 
reduce or even eliminate slap echoes and 
standing waves and performance has been 
rated as " uniformly flat". 
SONEX itself is an open-cell foam with 

inherent sound-absorbent characteristics 
while the design of the patented, 
sculptured surface acts as an anechoic 
wedge to scatter and deflect the sound. 
SONEX is available in blue, charcoal, 
brown and yellow with thicknesses of 2, 3 
or 4 inches in the standard 4 x 4 ft panels. 

e 
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DN70 Digital Time 
Processor 
New from Klark-Teknik is the DN70 

Digital Time Processor which features 
digital readout in milliseconds of time 
delay of each output, three maximum 
delay options ( 163ms/326ms/652ms), in-
house designed analog-to-digital 
convertor for superior distortion and noise 
performance, Mains fail-safe, mixing and 

regeneration controls on front panel and a 
high clocking speed of 50kHz. In 
additino, this sophisticated unit offers 
perpetual memory of delay settings for 
permanent or semi-perament 
installations, a lockout switch to prevent 
iampering or accidental re-setting of delay 
times and High technology semiconductor 
memory — the 652 option uses 28 x 16K 
bit Random Access Memories. 
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QUEEN 
Hall: Birmingham National Exhibition Center 
Hire Company: Clair Brothers Audio, Lititz, PA, USA 

T
his was without doubt the most 
exciting concert we have covered 
in this series — but then, I must 

admit that Queen are very much my type 
of music, and if you add to that the 
incredible Clair Brothers sound system 
which I have not previously had the 
opportunity of studying, it will be 
appreciated that this particular consign-
ment was very much my "cup of tea." 
The National Exhibition Center has five 

large exhibition halls, and rock concerts 
tend to be staged in halls that are not 
being used for exhibition. The Queen gig 
was staged in Hall I. which, although it is 
the smallest hall on the site, nevertheless 
provided standing room for about 15,000 
wildly enthusiastic fans who, despite the 
jostling and frequently poor sight lines, 
remained good natured throughout the 
one hour 45 minute concert. Queen gave 
an electrifying performance with no 
support band! 

Another problem was the difficult 
acoustic conditions that are bound to exist 
in a large concrete and steel " barn" which 
is really what these exhibition halls 
amount to, and despite the absorption 
provided by the huge audience, and the 
fact that some of the • acoustic panels 
designed for the seated arena had 
been transferred to Hall 1 and flown 
overhead, there was still considerable 
reverberation in evidence, especially at low 
frequencies. Surprisingly perhaps, this did 
not seriously detract from the enjoyment 
of the music and did not seem anywhere 
near as bad as my recollections of the 
Stones' concerts a few years ago in 
London. 
The Clair Bros PA is a total concept, 

custom built sound system of incredible 
flexibility and is brilliantly engineered. It 
was flown over from the States, under the 
watchful eye (and ear) of Mike Wolf for 
the Moody Blues and Queen autumn 
tours and was due back immediately after 
the last Queen gig. The loudspeaker 
system is built up using the Clair Bros', S4 
full range cabinet. This is a massive box, 
about five feet square and about two feet 
deep and is fitted with two JBL KI51 18" 
bass drivers, four JBL K110 10" drivers as 

lower mids, two JBL 2440 compression 
drivers each coupled to the horn section 
only of a 2395 acoustic lens assembly and 
two JBL 2402 ring radiators to handle the 
HF. 

Crossover is passive between the 2440's 
and the bullets, and three-way active 
between the 18's, 10's and 2440's, the 
three inputs being brought out to a heavy 
duty multiway connector at the back of 
each cabinet. The K151 bass drivers and 
the K110 mid-range are all working as 
direct radiators — i.e. they are not horn 
loaded, and are arranged in vertical lines 
as shown in my sketch. On each side of the 
stage were 12 of these cabinets, three of 
which were standing one cabinet high by 

three wide on the side of the stage to 
provide coverage of the forward part of the 
hall, and nine were flown in a three by 
three square formation in the roof angled 
down onto the audience. The rigging of 
these nine cabinets was exceptionally neat 
and tidy and the whole loudspeaker bank 
created a most impressive and highly 
professional visual aspect. However, there 
is more to it than just rigging and visual 
impact. 
When large numbers of cone loud-

speakers are arranged in a vertical array, a 
special dispersion characteristic is 
developed by the inter-action between 
sounds coming from the various drive 
units in the line, whereby dispersion is 
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avtkaad 
the horizontal plane is widened while 
vertical dispersion is compressed thereby 
producing a radiation pattern not unlike 
that of a radial horn, but, if the drive 
units are large enough and the column 
length long enough the effect will work 
right down to low frequencies. This is 
exactly what is happening with the Clair 
rig. The complete flown array as 
assembled, boils down to six columns of 
six 18-inch bass drivers and six columns of 
12, 10-inch midrange drivers, each with a 
column length of about five meters, which 
according to my calculations, will provide 
line source dispertion, as the effect is 
known, from about 1.2kHz down to about 
80Hz between the two types of column. 

It is altogether a brilliantly conceived 
system and is so designed that the cabinets 
can be rigged in any desired formation, 
either stacked or flown, and can also be 
used as side fill monitors. From a rigging 
viewpoint, it took Clair engineer Mike 
Wolf, working with just two roadies, 
exactly 15 minutes to pull down, 
completely dismantle and stow in the 
truck, one complete nine cabinet flown 
array. 

All the power amps are Phase Linear 
700B Mk ll's and these were all located in 
racks on stage — the feeds to the flown 
loudspeaker arrays being by means of 
multi-way cables which were literally as 
thick as a fire hose. One such cable fed 
each array with the end of the cable made 
into individual tails which plugged 
directly into each cabinet. There were a 
total of 224 Phase-Linear 700B's, which 
means that the total input power available 
to the loudspeaker system could be 
anything up to 33,600 watts depending on 
how the amps were loaded. 

Moving now to the input end of the 
system, this was equally impressive as far 
as engineering is concerned. The main 
mixing console was Clair Bros' own 
32-channel six-group stereo desk, which, 
apart from having an outstanding 
technical specification and offering many 
advanced equalization, monitoring and 
routing facilities, is built into a collapsible 
aluminium frame so that when erected it 
is completely free standing on its own 

base. When folded up for transit, it is 
smaller than many conventional 
32-channel desks. It is of a most ingenious 
design. Superbly engineered, and is 
erected or folded up in a matter of 
seconds. For me, many of the controls 
looked rather small and somewhat 
cramped, but John Morris. Queen's 
soundman did not seem to find any 
difficulty in coping. 

Alongside the desk was a large double 
bay rack of auxiliary equipment and this 
again was of exemplary engineering 
quality. In fact, the desk and auxiliary 
rack together would provide better 
facilities than many professional studios 
and is in fact often used for live recording 
purposes. I did not get the opportunity to 
list all the equipment fitted to the rack, 
but included was a Lexicon 224 digital 
reverb unit ( not in use at the NEC due to 
the already excessive natural reverberation 
of the hall), an Eventide digital delay, a 
Lexicon digital delay used as a phases etc, 
White Instruments 31-band room 
equalizers with a White real time 
spectrum analyzer, DBX limiters and a 
host of other goodies. The only 
equipment not in the rack were two Revox 
B77 tape recorders, one of which was used 
to provide the multi-tracked vocals for the 
middle part of " Bohemian Rhapsody". 
The foldback system comprised a Midas 

24 into eight monitor desk driving Clair 
Bros S4 cabinets used as side fills and a 
variety of floor monitors containing )BL 
components via SAE 2600 power amps 
and Klark Teknik graphics. Brian May, of 
course, was playing through his legendary 
stack of Vox AC30 combos and the exact 
way in which he used these is interesting. 

Firstly, they are not actually stacked on 
top of each other — if they were — as 
anyone familiar with the AC30 will know, 
there would be no access to the control 
panel of the bottom two amps. Instead 
these are stood on a specially made tiered 
stand so that each amp is stepped back 
from the one below it. Although there are 
nine amps in the stack, structured three 
high by three wide, only three of these are 
actually in use at any one time. The 
output from Brian's guitar is split three 

ways. One of these feeds one AC30 via a 
special custom pre-amp unit and a Fox 
phase pedal. The second split feeds 
another AC30 via an Echoplex echo unit 
while che third split feeds a third AC30 via 
two more Echoplex units. The remaining 
six AC30's make up two spare amps for 
each AC30 that is in use and these are 
wired and running ready for irnmedia:e 
use. John Deacon was playing two Fender 
Precisions, one fretless, through a Klark 
Teknik DN27 graphic equalizer and four 
Acoustic 400 watt amps into three Sunn 
2 x 15 cabs and two Sunn 4x 12 cabs. 
Freodie Mercury's grand piano was fitted 
with a Helpinstil piano pick-up feeding a 
spec ialy built Clair Bros :nixer and 
another Klark Teknik DN27 graphic and 
this was reproduced on stage by two Clair 
Bros special monitor cabinets fitted with 
JBL 2215 15" drivers and 2440 
compsession drivers behind horns driven 
by Turner B302 power amps. Roger Taylor 
played a large Ludwig kit which included 
two tympani, Syndrums and a five foot 
gong. 

After the excitement of the start, things 
settled down somewhat as Queen 
presented a most exciting concert. Off 
carne Freddie Mercury's jacket and shirt 
after the first two or three numbers as 
more and more energy seemed to be put 
into the act and the volume crept up. 
"Bohemian Rhapsody" was brilliantly 
performed with the aid of the Revox B'7 
tape machine and the synchronization 
between the band and the tape was 
superb. For the most part, the sound 
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"THE WRAPPER" 

New product preview by 
CONQUEST SOUND 

The 'Wrapper' is probably the sturdiest 
instrument cable ever made. 
Heat shrunk, epoxy filled switchcraft 
280 plugs over our own heavy neoprene 
covered custom design belden cable. 
The wrapper is a no compromise cable that 
will give you years of quiet trouble free 
use. And we back that in writing with our 
2-year guarantee. 

"THE GLADIATOR" 

For those of you who prefer brass military 
plugs we have the "Gladiator". Solid Brass 
ADC Military plugs with a diamond shaped 
tip, dual strain relief, and a solid brass 
sleeve. A heavy brass spring joins at the 
elbow for added strength. 
The Gladiator is built to take years of 
abuse and deliver only clean, quiet signals 
Guarantee 2-years. 

Don't accept immitations. . choose Conquest Sound/ 
"Available at fine music stores everywhere" 

Conquest Sound, 15524 5-70thCT, Orland PK. IL. 60462 

Circle 756 on Reader Service Card Send for FREE Catalog 

Tel: 312-429-1770 

VAN 
"HYDRAULIC" Oil Filled 

-APL Welt& 

DRUMHEADS 

DODGE CITY 
KANSAS 67801 
TEL: 316-225-1308 
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Excellence in performance 
our first concern. 
3 sizes does it all. 

When Everything Counts... Trust the leader ® 

LATIN PE RC USSION> 
160 BELMONT AVE , DEPT IM, GARFIELD, NJ 07026 
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Silence Is Silver 
Silver is the color of me BOSS Rocker 
Series—a dramatic new improve-
ment in effects pedal technology. 

Since the beginning of the special 
effects device a rocker pedal has 
peen found to be the most simple 
and expressive means of adding the 
effect to a performance. Unfortu-
nately, it has also been the noisest. 
Gears, cranks, potentiometers are 
all prone to mechanical stress, wear, 
and therefore, noise. The answer 
to this probiem is the BOSS 
Rocker Seres. 

When we set out to develop the 
Rockets we observed that a pedal 
with mechanical contacts was a 
pedal that eventually produced 
noise; and a pedal that produced 
noise could not wear the BOSS 
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name. For the Rockers, we chose a 
system called the Hall Effect. The Hall 
Effect is a magnetic field variable by 
the action of the pecal itself. There 
are no physical contacts whatsoever, 
so there can be no wear. and no 
noise. 

Tne first of the two qockers is the 
Rocker Wah. The Rocker Wan pro-
duces the classic Wah effect with 
clarity and intensity but also offers 
some new flexibility as well. A three 
position Range switch selects the 
center frequency at which the effect 
occurs, while the Width control varies 
the pedal's range. 

The second new Rocker is the 
Rocker Distortion, which jyesents the 
most highly usable application of the 
Distortion effect—performance 
lion. The Rocker controlled Distort;on 
Level isturther contoured by controls 
for Output Level, Tone and Minimum 
Distortion Level. A silent switch under 
the front of the pedal sends the unit's 
normal 43dB gain up to 62dB for 
incredible harmonic feedback 
effects. 

The Rockers also incorporate all 
those features you expect from 
BOSS: silent switching, LED status 
indicators, skid pads, battery 
eliminator jacks. But all of that goes 
without saying.. except in our new 
BOSS catalog. If you'd like a copy 
send us a dollar and its yours. 
The new color of silence just 
the beginning. 

BOSS products are designed. manufactued. 
and distributed by Roland . 
RclandCorp US/Los Angeles, California 

Rcland Corporation ( Aust-alia)/Brookvale. 
NSW 

Great West Imports. Ltd., Jancouyer. BC 
C.3nada 

Brpdr Jorgensen ( UK) Brentfo.d. 
Great Britain 
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Carvin 
The Professional's Choice 

JUL 

Write for Carvin 's Free 64 Page Color Catalog describing some of the 
finest professional equipment that has been designed to meet your 
needs for the Eighties. 

Carvin Manufactures and sells Direct allowing you to appreciate fair 
prices and good customer service. Write Today for your FREE 
Instrument Guide to: CAR VIN, Dept. IM-40, 1155 Industrial 
Ave., Escondido, Calif. 92025 or Call 800-854-2235 Mon-Fri (Calif. 
714-747-1710) for more information. Master Charge 8i Visa accepted. 

VT112 Arnp S 350 
R520 Horn w JBL $ 350 

1330 Woofer w JBL S 310 
770-M Monitor Spk $ 185 
VTX-412 Amp Stack S 725 
DN612 Double Neck S 995 
MX1202 Mixer Board $ 1095 
DCA300 Power Amp S 445 

DCM151 Monitor Amp S 275 
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Almost 100 years in the making. 
Yamaha's Handcrafted Folk. 

The experience we needed to make our Handcrafted Folk Guitars began 
in 1887 That was the year Yamaha started making musical instruments. Ever since, 

we've been perfecting our expertise in handcraftsmanship, woodworking and 
manufacturing technology in order to create these superlative 

instruments for your enjoyment. 
The Yamaha Handcrafted Folk. Six models, each guitar meticulously crafted 

from the highest-grade woods we've specially chosen from forests worldwide. Then 
hand-adjusted to the most stringent specifications. To admire and play the result of 

almost a century of work write us for the selected Yamaha dealer nearest you. 

YAMAHA 
Au .u.stic ( halar I ), clrlllie llr 

P.O Box 6600, Buena Park. CA 9)622 
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OUR 

SHOWMASTER 850 Sc 
Stereo Powered Mixer 

Main Offices 

T.M. 

• EACH CHANNEL — one high gain input, one low gain input, volume, bass, 
treble, panning, effects ( internal reverb or switchable effects send) 

• MASTER SECTION — stereo VU meters, monitor, effects, volume, bass, treble. 

• PATCH PANEL — stereo auxilliary inputs, stereo recording outputs, stereo 
monitor outputs, effects send, effects return ( may also be used as a monaural 
aux. input). 

• REAR PANEL — three way power switch, stereo speaker outputs, line fuse, 
stereo speaker fuses, line cord retainers, accessory ac outlet. 

• ADDITIONAL FEATURES — color coded control knobs, woodgrain side 
panels, optional leatherette carrying case. 

TOUR SOUND PRODUCTS INC. 
Western 13 States Mississippi & Louisiana 

Neuman Music Associates Inc. Pennino Eagle Distributors 

390 Central Ave. 6421 Industry Way 222 S. Main St. 
Bohemia, NY 11716 Westminister, CA. 92683 Hattiesburg, MS. 39401 

516-567-8755 Toll Free 1-800-854-8871 601-544-5821 

516-589-1919 Local 714-897-2515 
Telex: 96-0228 

GERMANY: I.S.O. Musical Instruments, 23 Sieges Strasser, 8 Munich 40, W. Germany 

NETHERLANDS: Electric Cound, Prinsengracht 709-713, Amsterdam, Netherlands 
SWEDEN: J & J, Box 5068, 13105, Macha, Sweden 

CANARY ISLANDS: Audio Studio Co., Perjo 18, TF; 36886, Las Palmas de Gran, Canary Is. 
PUERTO RICO: Villa Piano, 1853 Ponce de Leon, Puerto Rico 
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°YAMAHA 

Touch the strings 
eightgenerations of American craftsmanship 
have made untouchable 
in excellence of tone 
and durability. 

Yamaha's new 
phosphor bronze acoustic guitar strings. 
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NEW YORK 

MUSICAL STRINGS 

EXCLUSIVE 
Vin-Core« for 
acoustic and 
electric strings 

Vinci New development 
round steel center core 
with six notches 

Guarantee for even and 
firm covering. 
Better sound and longer 
use will convince you of 
Vin-Coré. 
Vin-Core Exclusive from 
Vinci. 

CON1ACT YOUR LOCAL. DEALER 
SOI E MANUFACTURERS VINCI MUSICAL STRINGS 

h33 N OlIEENS AVENUE LINDENHURST NY 11757 (516) 884 2500 
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III mu soNirDRum STICKS 
III 

WORLD-WIDE 

See your local dealer or wholesaler 

VERI-SONIC, INC. • 1662 MARS AVE. 

LAKEWOOD, OHIO • 44107 
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ur n 
makes 
the hard way. 

Purfling. 
It's the decorative trim 
that hugs the outer contour 
of the guitar. Most guitar 
makers buy and use cell-
uloid for purfling. It's 
easier to work; easier to 
get. Besides, making purfling 
is an almost lost art. 
But not at Gurian. The only 
instrument maker this side 
of the Yangtze to make their 
own purfling. Gurian uses 
wood. Veneered maple that 
is ebonized, stacked, cut, 
laid out, glued, dried, 
cut again, blended to fit. 
Gurian doesn't go the easy 
route. It pays off. In sound. 
Listen to a Gurian and the 
wide-eyed, astonishing sound 
that reverberates, always, 
through wood. Never through 
meaningless plastic. 
Gurian makes guitars 
the hard way. 

Dept. GP 12. P.O. Box 595, W. Swanzey, NH 03469 
Send Si for our catalog 

"Giffin undies Guitars the hard way." 
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YOU CAN TELL A GREAT CASE 
BY THE COMPANY IT KEEPS! 

*THE ALLMAN BROTHERS BAND**HERB ALPERT**AMERICAN 1ARS**CARMINE APPICE**AVERAGE WHITE 

BAND**ROY AYERS**THE BEE GEES**THE B-52'S**BLONDIE *BLOOD, SWEAT, & TEARS**BLUE OYST— 

ER CULT**THE DAVID BOWIE BAND**THE BRECKER BROTHER 

CARS**THE JOHNNY CASH BAND**BILLY COBHAM**NORMAN C 

*THE COMMODORES**CROWN HEIGHTS AFFAIR**THE JOHN DA 

BROTHERS**EARTH, WIND, & FI Air — rr---

**FABULOUS POODLES**THE M 

**GLORIA GAYNOR**DIZZY GI 

MOLLY HATCHET**HEART**HER 

**THE IAN HUNTER BAND**JEF 

EL**THE DAVID JOHANSEN BAN 

THE GANG**LARRY LONDON**J0 

*GLENN MILLER ORCHESTRA**N. 

GEL OLSSON**TEDDY PENDERGRA 

FLOYD**THE POLICE**BERNARD 

*LOU REED**RENNAISSANCE**RE 

H**THE RICHIE FAMILY**THE** 

**JOHN SEBASTION**BOB SEGER 

SHA NA NA**CARLY SIMON**THE SIMMS BROTHERS 3AND**LONNY 

ROD STEWART BAND**STEPHEN STILLS**TWISTED SISTER**VILLAGE PEOPLE**THE LENNY WHITE GRO 

UP**THE EDGAR WINTER GROUP**JOHNNY WINTER BAND**WISHBONE ASH**AND ALL THE MANY OTHERS 

BAND**BURN1NG ROSE**CARILL0**THE 

NNORS**CHICK COREA**A CHORUS LINE* 

IDSON BAND**DIRTY ANGELS**DOOBIE** 

RE**EMERSON,LAKE, & PALMER 

ARK FARNER BAND**FOREIGNER 

LLESPIE**THE GOOD RATS** 

MAN'S HERMITS**HORSELIPS 

FERSON STARSHIP**BILLY JO 

D**KANSAS**KISS**KOOL AND 

FIN McGLAUGHLIN**MEATLOAF* 

Y. METROPOLITAN OPERA**NI 

SS**OSCAR PETERSON**PINK** 

"PRETTY" PURDY**LOU RAWLS* 

TURN TO FOREVER**BUDDY RIC 

ROLLING STONES**SAVOY BROWN 

AND THE SILVER BULLET BAND* 

LISTON SMITH**PHEOBE SNOW**THE 

catalog write: CALZONE CASE CO., P.O. Box 862, Norwalk, Conn. 06856 or call 203-853-7907. 
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IT'S TIME 
TO PUT THE TOYS 

AWAY 
CIBJ Laboratories has initiated a new era 

in studio-quiet ro ffects devices. 
FOUR OPERATIONAL MODES 
INTERGRATED CIRCUIT DISTO 
VCA VOLUME PEDAL CIRCU 
LED FUNCTION INDICATORS, 
BUILT-IN LINE DRIVER 
WIDE BAND VVAH 

goo Ike 'lid 

›- I 

ANSFORMER BAL. OUTPUT ¡opt 1 
CTRONIC SIGNAL SWITCHING 

LATEO AC POWER SUPPLY 
.HEAVY STEEL CHASSIS 

VOLUME BOOST 
E YEAR WARRANTY 

DIBJ 
Labor-atones. Inc. 
"When Qu..x5h, Counts' 

NlarI etrd 14-

SOUND APPLICATIONS. LTD. 
342 LEXINGTON AVE. 

NIT KISCO 
NEW YORK T0541 

914.241 0034 

FFECTS CONSOLE 
Dealer Inquiries Welcomed 



ONE GOOD THING LEADS TO ANOTHER! 

4 

MUSIC MAN, INC. 

Three years ago, we introduced the 
StingRay Bass. It is a worldwide suc-
cess story in which we take just pride. 
Such internationally famous artists as 
Joel Di Bartolo with Doc Severinson on 
the Tonight Show, Freebo with Bonnie 
Raitt, Patrick Djivas of P.F.M. in Italy, 
Louis Johnson of Brothers Johnson, 
Carol Kaye, writer, publisher and re-
cording artist, Niels-Henning Orsted 
Pedersen of Denmark, Carl Radle with 
Eric Clapton and countless others have 
become enthusiastic users of the 
StingRay Bass. 

With such prominent acceptance we 
could have easily been tempted to 
leave well enough alone, to sit back and 
bask in the sunshine of success. But it 
cannot be. One good thing leads to 
another. The crisp, tightly defined 
sound of the StingRay has now been 
incorporated into a sister model, the 
Sabre. 

If you have not yet joined the ranks of 
the growing number of Music Man con-
verts, make a trip to your Music Man 
dealer. Try both models. We can help 
contribute a whole new dimension to 
your sound. MUSIC MAN, INC., 1338 
State College Parkway, Anaheim, 
California 92803. 
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GET A FREE IM &RW T-SHIRT. 

SUBSCRIBE to IM & RW 
NOW THAT YOU'VE DISCOVERED INTERNATIONAL MUSICIAN AND 
RECORDING WORLD, WHY NOT HAVE IT DELIVERED TO YOUR 
HUME EVERY MONTH' NEXT 12 ISSUES DELIVERED TO YOUR 
HOME n tfiliv $ 1 r) r30 Applicable only to USA Er Canada. 

Special offer expires May 31st 1980 

Yes, please send me the next 12 issues of IM & RW. I enclose my check for 
$15.50 made payable to International Musician & Recording World ( USA) Ltd. 

Smad El Medium 
Free T- Shirt for pre- paid subscriptions only Please mark size 

Large CI Extra Large 0 

YOU MAY USE YOUR CREDIT CARD TO PAY FOR YOUR SUBSCRIPTION. 

Credit Card Number  American Express 0 Diners Club 0 

Name  Master Charge 0 Visa 0 Please Bill Me 0 

Address  

City  State  

Zip  

ALLOW 4-6 WEEKS FOR PROCESSING Normal subscription rate USA $ 18, Canada $20. 
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CARRYON.... 

AND ON AND ON AND ON AND ON  

The Tangent "ax" series mixing console 
now on the "Monolith" tour with 

Steve Walsh of... 

SAS 

For more information call or write to. 
Tangent Systems Inc. 
2810 S. 24th St. 
Phoenix, Az. 85034 
(602) 267-0653 
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Part 14: 
Shaping the fingerboard 

In the course of the next few 
paragraphs I shall refer to finger-
boards as being both curved and 
straight. Perhaps I should clarify this. 
Both aspects are relevant to a good in-
strument which will accept a low ac-
tion setting without producing fret 
buzz when you try to " bend" the str-
ings. Firstly, the fingerboard should 
be nearly straight when viewed along 
the same direction as the strings. The 
word " nearly" avoids a lot of argu-
ment about whether the ideal neck 
should or should not have a minute 
amount of curvature, for optimum 
playing conditions. Opinions about 
this differ; I prefer straight finger-
boards on electric guitars, but as I set 
up the final adjustment by feel, 
rather than with a straight-edge, I 
may not even be quite correct about 
this statement. In any case, if the neck 
has no adjustable truss rod, it will 
usually pull forward a little under str-
ing tension, and you will have little 
choice in the matter. If it has an ad-
justable rod, you can experiment with 
different neck settings after the in-
strument is complete. In either case, I 
strongly suggest that you plane the 
fingerboard as straight as you can at 
this stage — and you will need to use 
a straight-edge for this. 

So for all practical purposes, at this 
stage the fingerboard should be 
straight along its length. It may, 
however, be either straight or 
cambered across its width according to 
your preferences. If it is cambered too 
much, you will find that " bent" str 
ings will touch nearby frets and lose 
their sustain unless you can tolerate a 
fairly high action. Some players don't 
much bend strings, and some who do 
like a fairly high action anyway. If you 
want a low action and the possibility 
of bending strings halfway across the 

fingerboard, you must accept a 
fingerboard which is practically flat 
across its width. 

I had one Travis Bean guitar for 
review some time ago and its finger-
board was more or less flat. The com-
pany didn't exactly say it was flat. 
They just implied that on their 
guitars, you wouldn't have any trou-
ble with " bent" strings catching on 
adjacent frets. Of course they were 
quite correct. I suspect quite a few 
guitarists find Travis Bean finger-
boards perfectly acceptable, but if 
told that they had no camber would 
probably find the same fingerboards 
uncomfortable. Obviously, in any 
guitar, if the frets are not level with 
each other, or if the neck is warped or 
if the action is too low, you may get 
string buzzes, with or without string 
bending. I am assuming, for the mo-
ment, that the neck, fingerboard and 
frets are perfect. For any given action, 
the amount of string bending possi-
ble, while preserving a cleanly sus-
taining note, is finally limited by the 
amount (and shape) of camber on the 
fingerboard. I have never seen this 
point mentioned in print before, but 
it seems to be one of the immutable 
laws of guitar design. 
You will notice that I have slipped 

in a small reference to the shape of 
the camber. I generally shape my 
fingerboards by feel and I know that 
the shape I produce is not a section of 
a circle. I also know that the shape 
does not remain the same in all parts 
of the fingerboard. At this stage, 
things become rather complicated. I 
would suggest that a reasonable com-
promise would be to put a simple 
curve on the fingerboard, using a 
template cut from part of a 400mm 
radius circle. The same template will 
serve for any part of the fingerboard 

by Stephen Delft 

and the result will work well. Classical 
guitars usually have flat fingerboards. 
If you have no difficulty playing 
classical guitar, you may prefer to 
make your electric guitar fingerboard 
practically flat. Use a template cut on 
a 800mm radius instead. If you like 
very cambered fingerboards, use a 
300mm raidus, but it may require a 
slightly higher action if you want to 
play solos. 
Once you have a fretting jig as 

described in last month's article, you 
can also use it to make the job of 
planing the fingerboard much easier. 
You will need three shims of 17 or 
18mm plywood. (If this material is 
not available, you can, of course, use 
any hardwood, planed to this 
thickness.) You will need one piece 
75mm by 120mm to go under the 
head, and two pieces 35mm by 8mm 
to go each side of the neck tenon. The 
neck must be clamped in the jig just 
as firmly as when -cutting the frets, 
but because of the shims, the top of 
the fingerboard will project above the 
top of the jig as shown in Photo 1. I 
have marked the shims with thick 
crossed lines so you can see where they 
fit. 
The head shim is clamped down 

between the head and the head-shelf 
on the jig. There should be no signif-
icant downward pressure on the shims 
by the neck tenon: they are only 
spacers, to help in setting the neck 
and fingerboard straight in the jig. 
Any down-pressure on these shims 
would tend to loosen the end of the 
fingerboard. As with the re-fretting 
process, the neck tenon is actually 
held only by the sideways grip of the 
jig when clamped as shown. If the 
joint end of the neck lies above the 
shims when the head end is clamped 
down, or if the ends of the finger-
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board are pressed down hard onto the 
end shims, your head shim is prob-
ably slightly tapered. Try turning it 
round, or make another one. If the 
gap is small, you could make another 
pair of small shims to fit, but, 
however you solve the problem, the 
neck must not be made to fit the jig 
under stess. This can easily happen 
un-noticed, if you clamp up the 
tenon end of the neck before the head 
end. 

Ideally, you should have a plane, 
similar to the one in the photograph 
and the following advice assumes that 
you have one, or can borrow one. 
However, the job can be done with 
corase industrial abrasive paper (or a 
piece cut from an unused abrasive 
belt) glued to a straight piece of hard-
wood about 50mm square, and a little 
longer than the fingerboard. Keep 
the abrasive free from clogging, with 
a brush and a spare rubber shoe-heel, 
and when it no longer cuts with light 
pressure change it at once. Cow gum 
is a suitable rubber adhesive, and you 
will need 40 or 60 grit for rough shap-
ing. Follow with 80 and then 120. 

Check constantly with a straight-edge 
as described below for planning the 
fingerboard. 

If you have a plane, it should be 
kept constantly sharp, and the blade 
edge, blade setting and cap-iron set-
ting, should be checked each time 
after sharpening, on a piece of planed 
hardwood, before you start again on 
the fingerboard. First, plane the 
fingerboard flat both ways using a 
straight-edge along, across and 
diagonally, corner to corner. The 
plane must be sharp enough to cut 
with little downwards pressure 
beyond its own weight. If you have to 
press downward, the resulting surface 
may be smooth, but it probably won't 
be flat. 
You may find it helpful to make a 

little block from about 20mm soft-
wood which just wedges across the in-
side of the jig, and just touches the 
underside of the neck around the 
middle of its length. It will reduce the 
tendency for the neck to sag under the 
weight of planning or sanding, but it 
should only just touch the neck. 
Don't attempt any sort of compen-

sating stresses while working on 
necks: the end result is usually worse 
rather than better. Even so, a long 
plane is no guarantee of straight 
work, and you should continually 
check your work with a straight-edge. 
If you are planing ebony, the ,lade 
will lose its edge after five or six 
strokes, and will need re-sharpening 
even though it may still appear to cut. 
When the fingerboard is flat both 

ways, mark off a lOmm band along 
each edge with a pale-colored drawing 
pencil. Lime green or white are pro-
bably best. Draw a faint scribble, or 
cross-hatching, over each band, so 
that you can see where you are remov-
ing wood with the plane. Plane each 
band down at a slight angle, so that 
the edges of the fingerboard are 
reduced by about 0.5mm. This is not 
very much, and requires a finely set 
plane, which may not at first appear 
to be removing anything from the 
corner. Try the plane first on the piece 
of smooth-planed hardwood recom-
mended earlier, and adjust it to take 
off fine shavings. Use the same setting 
for the fingerboard, and patiently 

>b. 
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work the plane at roughly the right 
angle, in long even strokes until you 
begin to see some of the scribbled 
marks disappearing. This will guide 
you with the exact angle at which to 
hold the plane. Replace the scribbles 
as you go. 
When you have bevelled each edge 

of the fingerboard, check with the 
camber template which you have 
chosen, and make smaller bevels by 
planing part of the corners left by the 
first bevels. Check again, and plane 
off part of the corners left by the se-
cond lot of bevels. This is a standard 
way of approximating a curved surface 
with a plane. Because the neck and 
fingerboard are tapered in width, it 
will be very difficult to finish the 
curve more closely than this with a 
plane. However, I would in any case 
suggest that you finish the shaping 
with a template, a straight-edge and a 
hard sanding block about half the 
length of the fingerboard and about 
two thirds of the width at the nut 
end. Use something like 120 grit in-
dustrial paper such as "open-coat" 
Garnet or Aloxite. Replace the 
abrasive paper when it begins to clog 
and cannot be cleaned with a brush 
and a rubber shoe heel. 

Because the fingerboard is now 
cambered, you cannot check it casual-
ly with a straight-edge. You must 
pencil in the exact lines of the strings 
each time, and place the straight-edge 
along these lines. In any other direc-
tion the straight-edge will give 
misleading readings. 

If you have fretwire by now, 
measure the depth of the tang which 
is to be fitted into the fret slots. Mark 
the fretting saw with tape, or with 
quick-dry engineers' blue marking 
ink and a scriber, to indicate a cutting 
depth 0.5 to lmm deeper than the 
greatest depth of the fret-wire tang. 
While the neck is clamped in the jig, 
on its raising shims, deepen the slots 
all the way across, to the marked line 
on the saw. Do not try to do this using 
the saw-guide slots in the jig. Unless 
lined up again precisely (which is 
unlikely) you will probably make the 
slots wider as well as deeper, and the 

frets will not hold in place. Use soap 
on the saw while cutting, and make 
sure the jig is clamped firmly to the 
bench. (If you do not yet have fret-
wire, this job should be done 
sometime before the neck is glued on 
to the body, and preferably before the 
edges of the fingerboard are finally 
shaped.) 

This is the stage at which I put in-
lays or dots in the front of the finger-
board and make and fit the head-
facing. (Dots in the edge of the 
fingerboard are fitted when the neck 
and fingerboard are almost complete-
ly finished off). David Russel Young's 
book, "The Steelstring Guitar, Con-
struction and Repair" gives good ad-
vice on pearl inlay work. Before 
finalizing the shape of the head and 
the positions for the machine-heads, 
make a drawing of your intended 
design, full size, include nut and str-
ings, and check that strings 2, 3, 4 
and 5, clear adjacent machine heads 
when they are carrying at least one 
layer of string. The thickness of the 
bottom strings, warped around the 
rollers can make the difference be-
tween touching and clearance. This is 
not just a cosmetic point. Strings 
touching adjacent machines can pro-
duce "sympathetic" buzzes. Also, no 
string should make too steep an angle 
sideways as it leaves the nut. Ten 
degrees is about the limit for reliable 
working. 

Within these limits, I shall leave 
you to design and fit your own choice 
of decoration. Try not to lose the 
shape of the fingerboard, while filing 
the inlays level. You can reduce the 
risk of this by filing them nearly to 
size and shape, while set in a recess in 
a false fingerboard made to the same 
shape as the real one out of any hard 
wood. Then cut the fingerboard 
recesses carefully until the curved top 
of the inlay can just be felt above the 
level of the fingerboard all round. 
Leave the final finishing of the nlays 

until next month. 
If you are going to use a head fac-

ing, and you have cut the head to the 
smaller dimension on the plan, the 
facing will be about 2mm thick. This 

is thick enough to be inlayed in the 
same way as the fingerboard and fit-
ted to the head when complete and 
satisfactory. Trim it nearly to size 
before gluing on with a pair of thick 
wooden packing blocks, one of which 
should be trimmed to fit the slight 
curve on the back of the head. Don't 
worry about the middle, but you will 
need strong clamps all around the 
edge of the packing blocks as the glue 
will cause the edges of the head, and 
particularly the facing, to curl apart. 
Put masking tape on the head to pro-
tect it from glue runs, and put two 
layers of strong paper over the pack-
ing blocks before assembly. 
When the head is dry, remove the 

clamps and blocks and allow it at least 
another week to dry properly at room 
temperature, before you try to finish 
it to size. 
While waiting, you can finish the 

neck to exact size and shape with san-
ding blocks and sharp scrapers, pay-
ing constant attention to the position 
of the truss rod inside the neck. 
Don't try for a super-slim neck first 
(or even second) time. By the time 
you have this right, the head will pro-
bably be dry enough for the same 
treatment. 

Try not to let the sanding distort 
the shape of the body joint, or round 
over the edges which are to fit against 
the body. If in doubt, leave this end 
until later when the neck and body 
will be glued together. 
Remember, it is the neck which 

should be near to the exact size, and 
the body is still a little oversize 
around the joint, to allow for trimm-
ing after assembly, so don't make the 
end of the neck any smaller than it is 
shown on the plans. Leave the end 
corners and edges sharp and square 
This means you must use abrasive 
paper on appropriately shaped bloc k 
not over your fingers. • 

Stephen Delft is a maker and repairer 
of guitars and other instruments, and 
a member of the Institute of Musical 
Instrument Technology. He is also a 
more than capable performer on the 
guitar. 



Every Mixer has its limitations-
except the Studiomaster 16/4 range. With this 
system you can expand your mixer as you expand 
your budget and your creative requirement. 

No star starts out with computer 
recording and 24-track machinery, but if you 
make a wise choice of mixer you won't have to 
accept laughable trade-in terms as you expand 
your facilities. 

Every musician has to record to 
communicate. The musicians art form relies 
upon the record to reach its audience, with a 

channel extensions 

Studiomaster 
mixer you can control that medium. 

Studiomaster have been building 
professional mixing consoles for stage and studio use 
for over ten years and concentrated research has led 
to the introduction of the "expandable" mixer. 

Start out with a basic 16 channel four-
track board. Parametric Equalization makes it fully 
professional in every sense. This wiP allow quite 
sophisticated recordings to be made. There's a 

Start small... 
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good chance t'nese will get you the attention you 
deserve and then you can add to the Studiomaster 
mixer without replacing. The Studiomaster 16/4 
mixer is built on professional lines with full " bus 
down" facilities and "off line" effects patching 
capability So you can add an expander module to 
the system as and when you need it: four channels 
at a time until you've built a real flight deck. 
Studiomaster conserves your capital investment 
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and promotes your talent. That's because Studio-
master mixers are built by musicians and re-

cording engineers who know what you want. 
There's a complete range of Studiomaster 
mixers, power amps and effects units 

available. Send now for fudher information. 

L] Please send me complete information on the 16/4 
mixing console and channel extensions. 

L Please send me information on the complete 
range of mixers and equipment. 
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PART 13 

Understanding Synthesizers 
By Tony Horsman 

T
his is the second of two articles 
about sequencers. Last month, I 
introduced the sequencer as a device 

used primarily to produce preset patterns 
of notes, the sequencer's output control-
ling the frequency of the VCO. This 
month I'll describe some additional 
features of sequencers, illustrating how a 
sequencer can be used in conjunction with 
the keyboard module in a number of dif-
ferent ways which do not necessarily in-
volve the VCO. 

Remote Control of Sequences 
Fig. 1 shows the front panel of a se-

quencer, including the row of knobs at the 
top which determine the sequencer's con-
trol voltage output during each step, and 
the various knobs and switches which con-
trol the clock, for example the rate con-
trol which determines the duration of 
each step. To produce an automatic se-
quence, the " mode" and "end step" are 
first selected then the "start" button is 
pressed. In single-cycle mode, the se-
quencer halts the first time it moves on 
top the selected "end step"; in the repeat 
mode, the sequencer goes through an 
endless series of cycles until "stop" is 
pressed, each cycle ending on the selected 
"end-step." 

For reasons which will become clear 
later, it is often convenient to be able to 
start, step and stop the sequencer by 
remote control rather than by pushing the 
buttons. Designers therefore provide ex-
ternal inputs, shown in Fig. 1, which in ef-
fect allow the "start," "step" and 
"stop" buttons to be pushed electronical-
ly. For example, as described in more 
detail below, if the keyboard gate pulse is 
connected to the " external start" input, 
the sequencer will start running when any 
key is depressed. Alternatively, if the 
sample-and-hold module's clock (see Part 
11) is connected into the " external step" 
input, for every sample taken by that 
module, the sequencer will advance one 
step. 

Keyboard-Triggered Effects 
Although it may be far from obvious, 

all the various features of sequencers 
which I have described, originally evolved 
because they help the player to exploit the 
enormous potential which synthesizers 
have to offer. Many useful effects can be 
produced by making the keyboard gate 

114 

pulse start the sequencer in single-cycle 
mode (see Fig. 1). In this situation, the se-
quencer is very much under the control of 
the player, in contrast to the free-running 
repeat code of operation. 

Let's suppose that bottom C has been 
tapped on the keyboard and that the first 
four sequencer knobs have been adjusted 
so that the VCO produces D. C. E and G. 
the end step selector being set to "4". 
Every time bottom C is struck, the VCO 
will produce these four notes, their dura-
tion being determined by the clock rate 
control, as illustrated in Fig. 2. Every time 
a new note is played on the keyboard, the 
sequence will change pitch, the shift being 
equal to the interval between bottom C 
and the new note. Using this approach 
every note (or, with a switch in the " exter-
nal start" lead, selected notes) played on 
the keyboard can produce an arpeggio, a 
chromatic run, octave jumps, or indeed 
any desired pitch sequence. 

If the clock rate is very high, the in-
dividual notes in the sequence tend to 
become lost and only the final note (deter-
mined by the setting of the knob cor-
responding to the selected "end step") is 

heard. If only two or three steps are used, 
and the corresponding knobs are set to 
produce a descending pitch sequence 
covering a wide range (say two to three oc-
taves), " attack transients" can be 
simulated. Every note produced by the 
synthesizer is then actually preceded by a 
very fast sequence of descending notes 
which introduce an entirely new dimen-
sion into the perceived tone quality. (This 
is an application of sequencers which is 
not well known and is certainly worth ex-
ploring.) 
When the keyboard gate pulse is con-

nected to the sequencer's external step in-
put, the sequencer advances one step for 
every key depression (assuming that each 
key is released before the next one is press-
ed). If. for example, the sequencer's con-
trol voltage is fed to a VCF, each note in a 
phrase played on the keyboard will then 
have its own sound quality. This approach 
can be used in many forms to add variety 
to synthesized sounds, the changes caused 
by the sequencer occurring in coincidence 
with other events produced by the 
keyboard. 

Front panel of a sequencer with six stages. For the production of automatic sequences, 
an internal clock is included which can be started and stopped either manually (using 
the push buttons) or by remote control (via the external inputs). With the external 
connection shown here, the sequencer will start when any key is pressed down. 



2 

S. efewenear •••••• 

O G E G IA G II 0) 

tre54—relfrr-i-

@ib 

• anb Oct.. bower rem. .••••• 

New Waveforms 
The keyboard gate pulse is most com-

monly used to trigger the ADSR module, 
which in turn controls the VCA. Each note 
played on the keyboard gate pulse is used 
to start the sequencer in single-cycle mode 
in the way already described above. It is 
possible to substitute to sequencer's out-
put for the ADSR waveform. 

Fig.3 illustrates the correspondence bet-
ween the ADSR module and the se-

Effect of varying the clock rate on a keyboard — triggered sequence. Notice that pressing 
different notes on the keyboard alters the overall pitch of the sequence. (The sequencer 
is operating in single-cycle mode with the end step selector set to "4''.) 

A sequencer can be used in the same way as the ADSR module to generate a particular 
waveform coincident with each key depression. Note however that although the 
sequencer cycle starts when the key is depressed due to the external start connection, 
the sequencer's output (unlike the ADSR waveform) is not dependent on the key 
release. 
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A complex waveform generated by a 
I 2-stage sequencer operating in single-cycle 
mode which will produce echo effects 
when used as the control voltage for a VCA. 

quencer, the sequencer's knobs and clock 
rate having been adjusted to produce a 
waveform very much like the typical AD-
SR waveform. The sequencer's output 
must have steps in it, but this waveform, 
can perfectly control a VCA or VCF. 

The advantage of the sequencer lies in 
its ability to produce a far greater variety 
of waveforms than the ADSR module. 
Must one example of a complex sequencer 
waveform which can be used to produce 
an echo effect is shown in Fig. 4. ( If you 
try this, add plenty of reverberation; 
notice too that the sequencer responds on-
ly to the key depression and not the 
release.) 
When the sequencer is switched to 

repeat mode, it effectively becomes an 
LFO with an infinitely variable waveform. 
(One sequencer cycle is equivalent to one 
cycle of oscillation.) To produce vibrato 
using a sequencer would of course be 
ridiculous, but it is possible. However, a 
low frequency waveform of the kind 
shown in Fig. 5 (frequency approximately 
0.5Hz) fed to the VCF or VCA would have 
a far from trivial effect, superimposing a 
rhythmic pattern on whatever audio signal 
might be passing through those modules. 

Parallel and Series Outputs 
The sequencer's control voltage output 

can be fed to any number of voltage-
controlled modules for example, both the 
VCO and VCF. But the modules will then 
be receiving the same voltage at any one 
time. It is often a great advantage if the 
sequencer can supply two or more in-
dependent outputs at the same time so 
that, for example, the frequency of a V(:( )>Ob-
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and the cut-off frequency of a VCF can be 
controlled seaprately. 

Fig. 6 shows part of the front panel of a 
"two-channel" sequencer, with the other 
controls, which are not shown, remaining 
essentially unchanged (as in the bottom 
half of Fig. 1). Each stage of this sequencer 
has two knobs, the sequencer providing 
two control voltage outputs ( ignore the 
"series output" for the moment). When 
light 1 is on, the upper knob determines 
the voltage at output 1, and the lower 
knob the voltage at output 2. These two 
outputs are called "parallel outputs" and 
can be used to control any two voltage-
controlled modules independently. The 
two voltages of course, both change at the 

Parallel and series control voltage outputs 
produced by the sequencer shown in Fig. 6 
operating in repeat mode. 
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channel 2. 
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Part of the front panel of a two-channel sequencer. The sequencer has three outputs: 
two parallel, and one series. Using the parallel outputs, two voltage-controlled modules 
can be independently controlled at the same time. The series output is used to produce 
longer sequences, up to 12 steps long in this case. 
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A sequencer's parallel outputs can be used to produce passages in two-part harmony. 

same time when the sequencer advances to 
the next step. 
To make maximum use of the se-

quencer's controls, another output called 
the "series output" is also provided in any 
sequencer with parallel outputs. At the 
series output, the sequences of voltages set 
by the top knobs is followed by the 
voltages set by ther bottom knobs (i.e. two 
sequences occur in series). This will 
become clearer if you look at Fig. 7, which 
shows all three outputs when the se-
quencer is operating in repeat mode. 
Notice that the cycle length at the series is 
twice the cycle length at the parallel out-
puts. 

Two-Part Harmony 
A sequencer with parallel outputs can 

be used to produce short passages in two-
part harmony if each control voltage out-
put is fed to a VCO. In order to shift the 
pitch of the sequence from the keyboard, 
both VCOs must receive the keyboard 
voltage as shown in Fig. 8. ( If variable 
note values are required, the manual step 
button must be used unless a separate 
means of controlling the clock rate can be 
devised.) 

Rhythm Patterns 
As I mentioned in Part 12, although the 

clock rate can be set manually, it can also 
usually be varied by an externally applied 
voltage. If one of the sequencer's parallel 
outputs is used to control the clock, then 
the duration of each step can be in-
dependently adjusted. A sequence 
generated using the other parallel output 
can then have any required rhythm 
pattern within the limitations of the 
sequencer. In practice, the ability to 
generate gate pulse patterns in a preset 
rhythm is extermely useful. For example, 
allowing sustained chords from a string 
machine (connected into the VCF's 
external input) to be chopped up into the 
most exotic rhythms, many of which 
would be technically impossible to play 
without the sequencer's help. 

In this series I have covered a lot of 
ground, from the basic physics of sound, 
through all the individual synthesizer 
modules, to the sequencer which is, 
perhaps, the most sophisticated single 
unit to be found in most synthesizer 
systems. Next month, to round off the 
current series. I will be writing about 
computer-controlled synthesizers which 
probably represent the ultimate step in 
the application of electronic technology to 
sound synthesis. 
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New York and Los Angeles 

New York's Electric Lady Studios has 
been hosting for Lou Reed, hard at work 
on his new Arista LP, and the inimitable 
Rolling Stones who are dropping by 
periodically to finish the mixes on the 
numerous tracks recorded in Paris. Electric 
Lady is also providing the facilities for 
Sterling, a new A&M group. to record its 
debut LP. 

Chelsea Sound has been relatively quiet 
except for Columbia's Laughing Dogs 
who are finishing up their second LP for 
the label. Mass Production (mixing) and 
Laurie & The Sighs (mastering) at Atlan-
tic Recording Studios, while over at Sound 
Ideas Studios, Ted Curson, Sea Breeze 
The Tommy Flanagan Trio, David Lieb-
man & Mike Mainieri and Evelyn "Cham-
pagne" King have all been in putting 
down hot tracks on wax. 

Record Plant Studios' Remote Record-
ing Unit has been out and around, captur-
ing live performances by groups like Stuff 
(live at MikeII's), Bob James (live LP for 
Tappan Zee Records), Zubin Mehta and 
the N.Y. Philharmonic (for Lincoln Cen-
ter Media Development) and Johnny Pay-
check (Live at the Lone Star Cafe). 

At Blue Rock Studio — Ray Davies 
hard at work on several Kinks projects, 
Brian Eno and Robert Fripp making 
tracks for EG Records, and the legendary 
dB's featuring Chris Stamey and Peter 
Holsapple working on a new LP for a new 
label, Alan Betrock's Snake Records. 
Glady Knight is working with co-pro-
ducers Nick Ashford and Valerie Simpson 
on a New LP for Columbia Records at 
Sigma Sound Studios, alongside artists 
like Love Committee, Patryce Banks, and 
the Alberici sisters. 
The Average White Band has been 

working with producer David Foster at 
Sunset Sound. Also in at Sunset are Ber-
nie Taupin, Rita Coolidge with producer 
David Anderle, Cher with producer James 
Newton Howard and The Motels with 
producer John Carter. Capitol Recording 
Studios has been hosting artists like Chuck 
Nelson, Donna Washington, Glen Camp-
bell and The Shirts. 

Currently recording at Cherokee Sound 
are Alice Cooper with Roy Thomas Baker 
at the helm, Amy Holland with Michael 
McDonald and Patrick Henderson produc-
ing, Gary Moore (formerly of Thin Lizzy), 
Boz Scaggs (final mixes on his long 

OnThe 
Record 

Scott E. Ku tina Barbara Cbarone 

Joanne Huttner Bill Littleton 

awaited LP) and LaRue with Jai Winding 
producing. 

Laying tracks at Westlake Audio: 
Miguel Bose for CBS International, Taste 
Of Honey produced by George Duke, 
D. J. Rogers, Chuch Mangione and a new 
band named Kid Rock. At Larabee Sound 
are Edwin Starr mixing with Michael 
Stewart, Shalimar, 5 Special, John 
Stewart and The Kessel Brothers. 
Devo recording more devolutionary 

Van Morrison 

stuff at Gold Star with David Briggs (?) 
producing. At A&M Recording Studios, 
label boss Herb Alpert, The Carpenters, 
Johnny Mathis (new LP for Columbia) 
and Jack Jones (LP Polydor) — and they 
said " Easy Listening" was dead! Holly-
wood surfing legend Jan Berry (sans 
Dean) is recording at Filmways/Wally 
Heider. Also Dancer and Rory Gallagher. 
At Rusk Sound, Dancin' Machine record-
ing a new LP for Casablanca as well as 13 
yr. old Stacy Lattisaw (Atlantic Records) 
with producer Narada Michael Walden. 

Ambrosia is putting the finishing 
touches on their upcoming Warner Bros. 
LP at Mama Jo's Recording Studio in 
North Hollywood. 
Down in Muscle Shoals, Alabama, The 

Muscle Shoals Sound Studios have been 
exceedingly active. Jimmy Johnson has 
completed sides on "Crash" Craddock LP 
for Capitol, Ron Haffkine is producing 
Helen Reddy (Capitol), Barry Beckett has 
completed an album with new artist Beth 
Nielsen for Capital and Eddie Hinton has 
cut some sides with the Nighthawks. At 
Fame Recording, Tammy Wynette has 
been recording with producer Billy Sherill; 
the Hagers, Lacy Dalton and Bill Haley 
have also been in for sessions. 

At Miami's Criteria Recording, Julie 
Iglesias with producer Ramone Arcusa 
(CBS International) and The Mix pro-
duced by Felix Pappalardi. Further north 
in Fort Lauderdale at Triad Recording 
Studios (where part of Neil Young's big-
gie Rust Never Sleeps was recorded) Jeff 
Santiago is producing a new group called 
Hot Ash. Even further North in Atlanta 
Georgia, Apegee Recording Studios is 
hosting The Outlaws (live LP), Hamilton 
Bohanbon is producing new artists Liz 
Lands for Polydor and Mike Greene and 
Skip Lane are finishing the mixdown on 
the new Larry G. Hudson LP. 

At Ardent Recordings Inc. \in Memphs, 
Tennessee — Point Blank '%vorking on 
their new album. Kwick finishing up 
their debut effort for UA, The Cramps 
working on a " Punk" album for Illegal 
Records, Denise LaSalle recording a new 
LP for MCA Records, the incredible new 
"micro-wave" band, The Photons the 
Bar-Kays (mastering) and Jack Holder, 
formerly with Black Oak Ark. 

Philadelphia's Sigma Sound Studios 
hosting Gato Barbieri (A&M), Stephanie 
Mills (a TV profile for Westing house 
Broadcasting) and Melba Moore. 
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San Francisco 
Around the Bay Area activity has been 

brisk with Different Fur Studios opening 
after extensive remodeling and 
modernization. Run by master synthesist 
Patrick Gleeson, it is the first studio in 
Northern Califronia to offer a digital 
recording systm. Huey Louis and the 
American Express are the first to make use 
of the facilities and 9th Generation and 
Fantasy artist Sylvester will follow suit.... 
The first new, major recording studio in 
the area has been opened by Fantasy 
Records and will be the company's fourth 
studio and the first which will be open to 
general use (outside of the label). 
Currently at work in the Fantasy facilities 
are Mark Sostin and percussionist Idris 
Muhammed. . . The Automatt conducted 
tours of its studios recently in conjunction 
with the San Francisco chapter of the 
National Academy of Recording arts and 
Sciences---all tour fees were donated to the 
Academy. Meanwhile, Journey, Con-
Funk-Shun and the Tazmanian Devils 
have all been finishing projects at the 
Auotmatt ... Amos Garrett, working on a 
solo album for Flying Fish Records, has 
been in the Bear West Studio...Over at 
John Altman Studios Roy (Flamin' 
Groovies) Loney and his Phantom 
Movers have been completing their disc 
for Solid Smoke Records...Heavy metal 
guitar ace Sammy Hagar has been 
ensconced at Wally Heider's/Filmways 
getting a little help on the co-production 
and engineer side from Tom Scholz 
(Boston). Also at Heider's are the Greg 
Kihn Band, Tommy Johnson and band, 
featuring Greg Douglass.. . Holly 
Hansen is working on a sole backed by 
Jorge Santana's band, The Unit out at 
Tres Virgos Studio...While out at Hun 
Sound the rehearsel studios are in full use 
hosting Maria Muldaur, Van Morrison, 
Attitudes and Jorge Santana. .. At 
Sonoma Sound Recorders, Donald 
Kinsky, formerly with Bob Marley, Peter 
Tosh and Albert King, is working on an 
album with his band the Chosen Ones. 
Bob Flurie, Hoodoo Rhythm Devil's 
guitarist, is also in workin gon a solo 
project...Reading like a list of credits 
from an insane asylum, The Ghosts, the 
Payne Brothers, the Mutants and the 
Blitz are all putting together projects at 
Tewksbury Studios... At 1750 Arch 
Street Studios, the David Grisman 
Quarter is putting together a new album 

and Tim Wehr is recording an acoustic 
album for Klaledoscope Records. 

Nashville 
Film and television sound track work 

continues to grow in its slice of studio time 
in Nashville. The already-legendary 
Electric Horseman track with Willie 
Nelson was cut at Richey house, as was the 
newer Urban Cowboy soundtrack and 
music featuring Rock Killought, Hank 
Cochran, and Janie Fricks for a film to be 
called Ruckus... The Statler Brothers 
were scheduled at press time to record 
some film music for Universal at Sound 
Stage... James Brown has done a TV 
track at Sound Shop...Other szudio 
activity includes Jerry Reed recording a 
Jim Croce tribute album and Don 
Tweedy producing a John Davidson 
session at Young'un Sound . . . the 
Tennesseans, Garland, the Bay Street 
Band and the Boys' Band recording at 
Superior...Mel Tillis and Sonny Curtis 
doing sessions at Sound Stage for 
Elektra... 
Woodland Sound Studio was the recent 

environ for an album preview party hosted 
by Warner Brothers for Gail Davies, who 
arranged and produced her own album as 
well as writing everything except a song 
apiece from Paul Craft and Boudleaux 
Bryant. Other music coming from 
Woodland of late has been a single by 
Wayne Newton produced by Tom Collins 
for Aides II, an album by Lee Hazelwood 
produced by Ron Chancy for MCA and an 
album by Billy "Crash" Craddock 
produced by Dale Morris for Capitol. 
Incidentally, the entire Woodland 
complex--including Ernie's Record Mart, 
Nashboro Records and Excellorec 
Publishing in addition to the studio itself-
-was recently purchased by American 
Variety international for Los Angeles, 
although no changes in personnel or 
proceedure have occurred. 
Sound Shop has been busy. Eddy 

Arnold, Ronnie Mcdowell, Bill 
Anderson, Louise Mandrell, Riverrock, 
Razzy Bailey, Jim Chestnut and 
Homeward Angel have been in along with 
the James Brown sessions... At Richey 
House, in addition to the soundtrack 
work, Jack Greene's forthcoming album 
has emanated (produced and engineered 
by Jack Gilmar), Robert John Jones 
produced an album on Steets (with Mark 
Shirman engineering), and various 

"c 

sessions have been done on Terry 
Stafford, German artist Tommy Berg, 
Saundra Steele and Glen Stetson of the 
Diamonds. 

London 
Eric Clapton recording new album with 

producer Glyn Johns at unknown 
studio... Joan Jett still working on 
material at Ramport ... Steve Gibbons 
mixing a new album...Orleans mixing 
their new album Wind at 
Trident. ecletic new wave band the 
Only Ones recording at Island.. Roxy 
Music continue to leisurely record follow-
up . . . former Ace man Paul Carrack 
recording at Island ... Island mobile 
recorded the Clash in 
London. Ramones working on backing 
tracks while touring...former 10cc'ers 
Lol Creme and Kevin Godley working on 
new material... the remains of Mott The 
Hoople mixing an album... John Lodge 
recording at Marquee Studios. 
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Tom Werman - 
FromTed Nugent to CheapTrick 

T
om Werman is serious about his 
work, but it's also his love. 
"Rock & roll is my passion," he 

states. The producer of Cheap Trick, Ted 
Nugent, Blue Oyster Cult and other hard-
working, hard-rocking bands was turned 
onto rock music at an early age. Werman 
was so inspired by it that he took up guitar 
and by the time he hit high school, he was 
gigging with a folk group. 

After a brief stint in the advertising 
business, he decided to do what he 
wanted to do instead. The enterprising 
music fanatic wrote a letter to Clive Davis, 
then head of Columbia Records. 
Columbia was impressed and offered him 
a job. 

Werman recalls, "They put me in 
Epic. I told them, " I don't care what you 
pay me and I really don't want to be in 
product management. I really like music. I 
Lan work in the creative end. — 

His principle job for six years at Epic 
was signing new talent for the label. For 
the last three and a half years. Werman 
has been producing records at the 
incredible rate of five per year. He's ready 
for a much-needed vacation. 

Werman, however, does not produce 
just anybody. He looks for two intangibles 
in his acts. "The acts I sign represent an 

extreme approach toward whatever they're 
doing. They have to be unique in what 
they do and how they do it. If they're 
doing something common, they have to 
do it obviously better than anybody else. 

"Ted Nugent represents a total 
extreme. Cheap Trick is also unique. 
Molly Hatchet is not. Their music is not as 
unique, perhaps, as some other bands' 
because it's southern style. It's obviously 
southern, but it did represent what I 
considered to be a perfect combination 
between southern boogie and rock & roll. 
And, they fell into the category of doing it 
better than anybody else I had seen live." 

Werman claims to have a lot of 
freedom when it comes to signing acts for 
the company. " I signed Molly Hatchet 
without anybody in the company seeing 
them. I was the only person who saw them 
or heard their music until the album was 
finished. Even then, I don't think that the 
company really understood what was 
going on there." 

When he goes into a studio with 
budding new artists, he usually brings his 
own engineer, Gary Ladinsky. " Your 
engineer's as important as your spouse. I 
spend more time with my engineer than I 
do with my wife. — 

He feels that the major ingredient for 

successful collaboration with an engineer 
is patience. Tom elaborates, " I don't plan 
everything out. I like to get the basic 
tracks arranged and rehearsed, but after 
that it's a crap shoot and it develops in the 
studio. This makes for lots of changes and 
demands flexibility from the engineer. 

"I look for ideas from Gary. I'll ask 
him a hundred times a day, 'what do you 
think about this, what do you think about 
that?' Your engineer is so important. 
Some producers who are their own 
engineers don't care that much about who 
engineers their record because they're 
responsible for the sound, but we really 
have developed a very potent approach 
now. I think, to making records. We work 
together to suss out the situation and the 
more records we make, the more we learn. 
I'm really looking forward to the next few 
albums because we've been through some 
difficult situations together." 

Werman feels that the most important 
thing he did to prepare for producing was 
editing. " I used to edit tons of singles for 
Epic. It's surprising how many producers 
can't edit well. I would do impossible 
edits on eight or nine minute cuts; bring it 
down to 3:30 and make it sound perfect 
by cutting out all the fat and retaining all 
the prime meat. That's what they 
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expected me to do anyway. I did the best I 
could. It was very good in developing a 
linear memory. A sequential memory is 
really important in arranging songs. 

"That's all the practice I had. That 
and the experience of working for a record 
company and seeing what made it and 
what didn't on a radio level." 

Werman does not make records for 
consumers. " I really do make records for 
myself. Otherwise it would be intolerable 
to be in the studio that long with music 
that I didn't like." 

When he's getting ready to produce 
an act, he likes to have a live cassette tape 
of the artist's material. After listening to 
the tape, he writes down the way he thinks 
the songs should be. " I explain it to the 
group, we discuss it and we settle on a 
consolidated, more potent version. 
Sometimes I'll take the bridge and make it 
three, or take a chorus out, or shorten it, 
or whatever. Then we will see if it works 
live. We'll practice it and work on 
dynamics until it flows and it feels good to 
them. That's as far as you go. I don't even 
think about lyrics other than knowing 
what the song is about. Then we go into 
the studio. 

"Some people have expressed surprise 
at the fact that pre-production does not 
last a month, but I can't. You can't 
rehearse songs and arrange them for more 
than three or four days." 

Sometimes all the pre-planning in the 
world doesn't do any good. " I was 
supposed to do Eddie Money's first album 
and the day that he was to fly from San 
Francisco to Los Angeles, I was drafted by 
Epic; snatched back from Columbia to do 
Cheap Trick because Jack Douglas wasn't 
available. I had a week to prepare for that. 

"It's very, very irritating. It's 
frustrating as hell because if you have to 
record 48 hours after you've heard the 
material, you really haven't had a chance 
to live with it at all. So, the first few songs 
you do are hastily arranged to say the 
least. Then you have to do a lot of 
changing later and it gets messy." 

All of Werman's acts write their own 
material, yet arguments are rare. " If they 
really want to do a song that I'm not keen 
on, then I let them do it and I trust and 
assume that by the time it's near 
completion, they will hear that it's weaker 
than the rest of the songs that we've 
chosen. That's why it's always good to 

record two or three extra tracks if you have 
the time. The ones that are weak surface 
quite obviously." 

With the artist usually deciding on the 
time of day recording will take place, 
Werman must adapt his schedule. His 
ideal time to record is from 8:00 am to 
8:00 pm, but he states, " rock & roll is not 
a daytime animal. The best things usually 
happen between 11:00 pm and 1:00 am. 

"That's when I think about 50 percent 
of the day's work gets done. Sometimes 
you just hit it at around 11:00. You catch 
fire. That's when I feel best. That's when 
the case of wine I had at dinner kicks in 
hard," he laughs. 

"I get pretty excited around that time 
and it usually catches and people say, 
'boy, he's really into it. Let's do it now.' 
It's very important for the producer to let 
the group know if he's getting off because 
otherwise they just won't put out." 

Werman feels the most important part 
of the studio production involves 
monitors. "The monitors are the most 
important thing to me. Yet even those are 
not so important because I mix my records 
on Auratones. I prefer not even to listen to 
the monitors in the studio because it's not 
important. Everybody's going to hear that 
record for the first time in their car or at 
home on the radio. Consequently, 50,000 
watts of compression changes the whole 
picture. I'd rather hear the record I'm 
making come out of the three-inch 
speaker. If it sounds good there, it's going 
to sound good on the radio and that's 
what counts. 

Is there a definitive Tom Werman 
sound? "God, I hope not! There are 
certain things that I like to do that I have 
to be careful of doing. Things such as 
sixteenth notes on a synthesizer, insistent 
rhythmic lines; very much like what 
Townshend would do. I used to be 
seriously influenced, but now I'm fairly 
influenced by early- to mid-life Who 
material. 

"I'm at the point now where I'm 
aware of what I'm doing when I fall back 
on something I did on another album. I 
have to be careful to treat each band or 
each act as a separate entity. Just because 
they may be similar, you really shouldn't 
use the same tricks. " Producers should not 
be heard. They should just serve the song. 
That's it. If you can hear a producer in 
three or four different albums by different 

groups, then he is not doing his job 
correctly." 

Werman would like to delve into other 
areas of music. " I am definitely interested 
in expanding, not just to get away from 
hard rock. Rock & roll is my passion. 
That's what turns me on most regularly. 
But, there are other things that I am a real 
sucker for. I would really love to work with 
somebody like Gerry Rafferty whom I 
think is brilliant as an arranger, producer, 
musician and writer. His stuff leaves me 
weak in the knees. Really. People are 
always surprised because they think, 'well 
gee, that's like soft rock.' But it isn't. To 
me music is an emotional experience that 
makes me react heavily." 

There have been some comments to 
the effect that Werman puts subliminal 
messages on his records. He denies this 
vehemently. "There are things that I leave 
in songs, but I don't try to sneak anything 
in. You can hear Tom Petersson laugh at 
the beginning of ' I Know What I Want' 
on Dream Police. He laughed and we kept 
it. I didn't say, ' hey. I want you to laugh 
here.' 

"I love adlibs. I'll keep adlibs if 
they're good. The only things I put in that 
were even a little subtle were those laughs. 

"There is one of those that Ted did, 
he insisted on doing. It's on Double Live 
Gonzo. Nobody ever hears it unless I 
point it out. I do like to sprinkle little 
things in there that make it more 
interesting. If you expect somebody to pay 
$6 or $7 for a record, you try to make it 
spicy and you try to give them something 
more than 10 songs separated by five 
seconds." 

Werman is looking forward to having 
some time off from producing. " Right 
now I have no project lined up. This is the 
first time in three years that I haven't 
known what my next project is. I really 
would like to take a few weeks and forget 
about the studio. During those few weeks 
I'm sure something will come up. There 
are five or six things that are under 
consideration by me or for me by other 
people. I'd rather make three or four 
records a year instead of five and make 
them better." 

With his track record, better could be 
hard to accomplish. 

Susan Alexander 
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How can we say that our 1VDCD-5 is 
the best analog delay for your needs? 

Who do you think you 
are . . . a musician, a PA 
engineer, a home 
recordist? What do you 
play.. . guitar, 
keyboards, a console? 
Are you a vocalist? We 
designed the 1AXD-5 to 
be the best value in 
analog delays for the 
majority of professional 
musical applications. 
The MXD-5's versatility 
and performance are 
unequaled in its price 
range. But whether or 
not you think it's the 
best depends on who 
you are and what you 
need from a delay device. 

What do we mean by 
'a majority of 
professional music 
applications'? 

The MXD-5 is versatile. It 
will provide echo from the 
entire garnet of instruments 
and mics. With the MXD-5 
individual channels for high 
and low level input signals 
make it possible to achieve 
a proper interface which is 
so important for sonic 
performance. We know that 
in order for any signal 
processor to work without 
distorting new material or 
adding unwanted noise 
there must be a correct 
matching of levels. 

Right now you may be 
working on the road, 
tomorrow, may be in the . 
studio. The MXD-5 is at 

home in either situation. A 
three position switch allows 
an optimum interface 
whether going into a 
musical instrument 
amplifier, recording 
console, or a PA mixer. 

How much delay 
is enough? 

Once again, the answer to 
this question depends on 
who you are. You may 
never need more than 
100 ms. of delay time. The 
MX D-5 offers from 20 to 
200 ms. of delay at an 
astonishing frequency 
range. It was developed to 
provide a wide range of 
delay times, which are 
practical, while the quality 
of the audio signal remains 
extremely clean. This 
means a remarkably quiet 
product with a relatively 
wide frequency range at all 
delay settings. We feel that 
this is a very important 
factor to consider. 

What about, 'how little 
delay is enough'? 

Most other analog delays 
offer no less than 50 ms. 
This limits them severely in 
that they cannot achieve a 
subtle thickening for 
instruments or voice. Their 
delay range starts at a 
contrived doubling. The 
MXD-5 can deliver delay 
from a thick double, to a 
distinct repeat; in all ranges 
the performance is 
superior. 

The bottom line is hearing and using the IEXD-5 analog delay. For your needs, today 
and tomorrow; this delay line should prove to be universally better, in both flexibility 
and performance, than anything in its class. The MX:D-5 . . . $399.50, suggested retail. 
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What kinds of things 
comprise an echo? 

In addition to a single time 
delay, or repeat, there are 
other factors which effect 
the way an echo sounds. 
The intensity of the 
signal is an important 
consideration. In many 
units the volume of the 
delayed signal is not 
controllable. With the 
MX D-5 it can be regulated 
from a hint to a wallop. 

A multi-repeat is achieved 
by recirculating the 
delayed signal through the 
analog circuitry over and 
over again. In order to get a 
clean multi-repeat you've 
got to start with a superior 
delay circuit. This is what 
makes the MXD-5 so 
together. 

What qualities exist 
in natural echo? 

Echoes rarely exist in 
nature without some 
degree of reverberation. 
That's why we built in a 
high quality spring reverb. 
The sustain time is variable 
to a maximum of three 
seconds. The depth is 
independently controllable. 
This reverb feature further 
separates the MXD-5 from 
other delay units. The 
MXD-5 can achieve the 
illusion of natural spacial 
relationships. 

The EQ of the echo and 
reverb signals are 
adjustable so that subtle 
variations of the effect are 
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attainable without affecting 
the dry signal. 

What makes the 
MCD-13 better than 
other competitive 
units for live 
performance. . . 
the road . . . the home 
studio? 

The MXD-5 will work 
consistently under the most 
strenuous professional 
conditions. No matter how 
good a unit sounds, it 
would be of little value to 
you if it lives on a repair 
bench. The MXD-5 is built 
with the same mechanical 
and electronic integrity that 
you would expect from any 
professional musical 
product. It is standard rack 
mountable and an optional 
road case is available for 
the most adverse travel 
conditions. The MXD-5 was 
also designed to suit your 
needs on stage. Instant 
switching of echo and 
reverberation has been 
provided for with remote 
control which may be foot 
operated (optional) 
independently. 

The LED overload meter is 
bright enough to be seen 
for positive visual 
monitoring of the input 
signal. There's access to the 
delayed signal without the 
reverb signal for recording 
or on stage panoramic 
stereo-like effects. 
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New Products 
The New York College For 
Recording Musicians 

In response to the numerous letters 
asking us where someone can learn the 
exacting art of recording, we will occa-
sionally be passing along basic informa-
tion about the numerous new schools for 
recording that are popping up all over 
the country. 
The New York College For Recording 

Musicians' stated goal is "to introduce 
developing musicians to the recording 
industry and prepare them to function 
competently within a demanding profes-
sional environment. This is achieved 
through student performance in sessions 
held at New York's major recording 
studios — classrooms like RCA Record-
ing Studios, Mayfair Recording Studio 
Ltd., and National Recording Studios 

Inc., among others." 
N.Y.C.R.M. also offers unlimited 

session observations and a lecture-
demonstration series given by leading 
recording artists, composers and tech-
nicians. For further information, write 
for a brochure to: The New York Col-
lege For Recording Musicians, Registra-
tion Office, 125 Village Circle West, 
Paramus, New Jersey 07652. 

UREI Model 815 Studio 
Monitor System 
A joint R&D effort of UREI (United 

Recording Electronics Industries) and 
E.M. Long Associates, the 815 Studio 
Monitor System makes use of the 
"Time-Aligned Techniques," a real-
time design method utilizing proprietary 
instrumentation developed by Long 
which allows the driver placements and 
network parameters to be adjusted 
simultaneously, achieving near perfect 
alignment of the frequency components 
of a complex transient waveform as 
heard by a listener. 

Besides this revolutionary design 
method, the UREI Model 815 also fea-
tures the UREI 800 series TA network 
(patent pending), a 604-8G duplex with 
custom high frequency horn for ex-
tended and more uniform high fre-
quency response, two low frequency 15" 
direct radiating drivers fed from a 3-way 
TA network for extended low frequency 
response and 13 cubic ft. enclosure with 
a pressure control aperture for excellent 
low frequency damping good efficiency 
and low distortion. For stereo applica-
tions, the model 815 is built in "mirror 
image" (815L, 815R) to produce identi-
cal dispersion towards the listening posi-
tion between two systems. 

BIAMP 2442 Professional 
Mixing Console 

Billed as representing "a major 
achievement in the technology and 
design of low cost mixing consoles," the 
new BIAMP 2442 mixing console has a 
host of features including 24 Inputs, 4 
Submaster outputs, 2 Main outputs, 4 
Bands of EQ, Monitor, Echo and 
switchable pre-post Aux. Busses, 48V 
phantom power, Mic-Line switching, 4 

Nikko NA-790 Integrated 
Stereo Amplifier 
New from Nikko Audio is the " slim-

line" NA-790 integrated stereo amplifier 
with the rather uncommon (for a unit in 
this price range) feature of a built-in 
head amplifier for moving coil cart-
ridges. The NA-790 also features a low 
distortion power amplifier and low noise 

separate echo/line inputs and Sub send 
controls. 
The 2442 also features a priority solo 

circuit, headphone monitoring, direct to 
mains (channels 17-24), access to all 
busses, low distortion and low noise, 
meter switching, an outboard power 
supply and complete assignment cap-
ability. 

amplifier circuitry in tandem with a sub-
sonic filter and a speaker protection 
system with resettable circuit breakers. 
The NA-790 delivers 53 watts of conti-

nuous (RMS) power per channel into 8 
ohms, from 20 Hz to 20 kHz, with no 
more than 0.04% THD. As with all 
Nikko components, the NA-790 is rack 
mountable. 

NIKKO 

o 

II I I 

123 



The sound of the Mu-tron Phasor II 
is the favorite of people like Jeff 
Baxter, Pat Martino, Lee Ritenour, 
George Duke, Jan Hammer, 
Jean-Luc Ponty, and Alphonso 
Johnson. 
The reason? Studio-worthy, low 

noise specs combined with a deep, 
rich, sweeping sound make the 
Phasor II the standard by which all 
other phasors are measured. 
You can hear the difference 

between a Phasor II and any other 
phasor. Mu-tron's exclusive photo-
mod circuitry is far superior to con-
ventional FET circuits that give you 

nothing but noise and inherent dis-
tortion. The Phasor II contains an 
expensive custom-made device, 
called a photo-mod, which works on 
a sealed optical principle. The result 
is more than 10 times the dynamic 
range of conventional phase shifters, 
plus phasing "notches" that are far 
deeper and more pronounced. 
The controls on the Phasor II are 

designed to give you dozens of 
options and total control over your 
sound in live performance. And it is 
built to withstand all of the rigors of 
the road. 
See your Mu-tron dealer today for 

a closer look at the Phasor II. If you 
can find a better phasor, buy it. 

Mu-tron. Hard-working effects for 
hard-working professionals. 

LUI 
MU-TRON 

The Mu-tron Phasor 
The clean sweep of professionals. 

For a free copy of Mu-tron's new caralog and th3 
names of Authorized Mi -Iron Dealers in your area, write: 
Mu-trop Inc., d5 HarwelliAvenue. Lexington, 
MaSSadhusetfs 02173. 
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Recording for the 80's: Editing DI 

Edit (dictionary definition): 3. To 
prepare a film, tape or recording for 
presentation by cutting, reairanging, etc. 
To delete. 

(recording studio definition): To 
use and re-use the best licks while getting 
rid of the lame ones. 

E
ven as far back as wire 
recordings, there were those 
who practiced the pursuit of 

perfection in editing. One of the first 
editors to emerge in this field was named 
Joel Tall. He used to edit wire recordings 
by first knotting and tying the ends to be 
joined and then melting them together 
with the lit end of a cigarette. A bit 
barbaric perhaps, but as wire evolved into 
magnetic tape, Tall worked on perfecting 
a very respectable editing system which in 
turn gave birth to the splicing block. This 
device can now be found mounted to most 
tape machines, or at least within easy 
reach, in any studio that calls itself 
professional. 

Even though Tall has made the tape 
cutting process easy with the EDIT all 
Block® , it's still a very delicate art. Even 
today, at the dawn of the Eighties, I hear 
tell you can still find classical engineers 
who use scissors to make their edits. I 
claim to be pretty good at this stuff, but 
even I find that a bit ridiculous. True, by 
overlapping the edit ends and cutting 
them on a very narrow angle ( 15° -40°) 
you do get a cleaner, less noticeable 
transition, but with today's complex 
music, the time involved, and the built-in 
indecision (" Let's try a different part") of 
today's producers, this process can be very 
impractical. Besides, with digital editing, 
you've got to be highly proficient within 
the existing technology in order to catch 
up to future advances. 

How to actually edit in itself could 
easily take up several issues of this 
magazine, so I'll only relay what was 
originally shown to me. 

First you find the spot at which the 
edit will start, preferably somewhere 
where there is a sound gap, like a 
downbeat. I prefer using backbeats 
because I've found that the margin of 
error decreases on a less obvious beat, 
figure or phrase. Gently rock the tape (one 
hand on each reel) back and forth until 
you either hear the beginning of the beat 

and/or see it visually on your VU /Plc 
meter. Stop rocking it, hold the tape taut 
against the playback head and mark it at 
the zenith of the head. Assuming 
everything on the right hand reel is to be 
kept, proceed (Play / FF) past the 
unwanted portion of tape until you reach 
your desired entrance spot. Stop and 
repeat the "rocking/marking" procedure 
mentioned above. Then place the tape in 
the editing block and, if you can place 
both marks (one over top of the other) 
while simultaneously lining them up at 
the miter (joint) on the block and cut both 
points with the same swipe, please do it, it 
makes for much tighter edits. Next, 
disregard the unwanted portion and join 
the remaining " two" ends with adhesive 
splicing tape. Rethread the tape mach;ne, 
rewind it to a few bars before the edit, 
push PLAY, cross your fingers and listen. 

There is a quicker way to edit the tape. 
Measure off the distance from the middle 
of the playback head to the right hand 
side of the head assembly cover. Using the 
45° miter slot on the block as the PB 
(playback) head point, make a mark on 
the block equal to this distance. 

You do sacrifice something, and by 
grabbing the tape with your fingers 
and/or fingernails, the tape can get either 
greasy or crimped on the edge where your 
nail grasps it. Both crinkles and grease will 
cause dropouts and, consequently, 
audibility on both sides of the edit. This is 
fine if you're doing a lot of quick test edits 
on rough takes. 

ith seven years of 
editorial proficiency, 
gave up shortcutting a few 

years ago while mixing with Foreigner. I 
joined two parts of a mix together and the 
edit was right but Mick Jones insisted — 
and rightfully so — that the dropouts 
around the edits were totally unaccept-
able. After spending four hours re-
mixing/editing, re-mixing/editing etc 
. . . to create eight bars that matched to 
make up for 1 1/2 crinkled beats, I decided 
a mark in time saves much grief. 

Tape editing with the use of the 
splicing block is a very simple process. You 
are often forced to make cuts in a passage 
which is flooded with echo, EFX or every 
single instrument in the world, and the 
gap becomes very difficult, if not 

impossible, to hear. The proper way to 
deal with this is to go to the nearest clean 
gap, mark it, and measure a precise 
distance back to the required spot. You 
then go to the next " in spot," and if they 
are identical or similar passages, you go to 
the clean gap, mark it, and then use the 
pre-measure on the first piece to cut both 
pieces simultaneously. 

This method should have to be 
employed only on extremely difficult 
edits. 

Marking and cutting errors are easily 
made on the open gap as well, and this 
can be due to tape slippage as well as 
momentary mental incompetence. This is 
why I prefer to mark and cut, keeping The 
Dooley Adage "Better Late Than Sorry". 
This theory maintains that you're better 
off when you end up with too much tape. 
You can rectify the error immediately by 
whittling bits of tape away until it's right. 

As with any endeavor, practice makes 
perfect. There is a lot of music available to 
practice on, but using ordinary 
declamatory speech as the program is 
probably the most beneficial. 

W
hen I started out in the studio 
I was " the kid in tape 
duplication." I soon found 

myself editing a 60 minute recitation 
album He recited this section of prose five 
different times and I had to painstakingly 
edit together the best words and phrases 
to make one album. 

Tape editing is important. Practice can 
be invaluable in preparing yourself for any 
experience in the studio. 

Rarely does any procedure in the 
studio occur exactly like in the textbook. A 
simple edit can end up being a major 
project. You'll be standing there, holding 
micro-millimeter wide bits of tape, 
waiting for commands. 

Now that you've butchered the tape 
beyond recognition, you have to restore it 
to its original state. When it's mastered 
and on disc, you might forget where the 
"alleged" edit was. Save those bits and 
pieces, because now that we've covered 
the "hows" of editing, we'll be moving 
on to the "whys" and "whens" of editing 
in the second installment of this piece. 

Jimmy Douglass 



Ray Benson 
and 

Asleep at the Wheel 
play the best... 

GQrYIION 
Guitars. 

Tone. 
Clarity. 

Dependability. 
Professional musicians such as 
Ray Benson of Asleep at the 
Wheel don't buy guitars for 
the name alone. The fact is, 
you can buy a Daion for a lot 
less money because you 
don't pay for an expensive 
reputation. What you do 
pay for is durability, qual-
ity, and a sound that suits 
any studio musician. 

Daion Guitars... 
the beginning of a classic. 

Heart of Texas Music 
Austin, Temple, & Waco, TX 
McKay Music 
Sulpher Springs, TX 
Kurlan Music Center 
Worchester, MA 
Russo Music 
Lowell, MA 
The Fifth String 
Greenville, SC 

AKA Psaltery Music 
Orange, CA 
Music Shop 
Lakeland, FL 
Music Gallery 
Columbus, OH 
G-G's Music Store 
Ft. Myers, FL 
Pyramid Sound 
Milton, FL 

U;f1rICII, Inc. 

Fazio's Frets and Friends 
Des Peres, MO 
Daddy's Junky Music 
Salem, NH 
Picker's Supply 
Fredericksburg, VA 
Spectrum Music 
Lewiston, ME 
Frontier Music 
Lawton, OK 
Thompson Music 
Indianapolis, IN 

PO BOX 8053 • WACO. TEXAS 76710 • 817 772-4450 

&Loa, Aleg6 
continued from page 19 

we featured a rather unusual — for this 
type of magazine — piece on The 
Ramones by Lester Bangs. Besides re-
examining basic musical issues such as 
technical proficiency vs. "real spirit" from 
a totally different point of view, the piece 
represented a culmination of the attitude 
that IMRW has always had vis a vis 
"punk" or "new wave" or "whatever" 
bands. 

First of all, and this is admittedly me 
talking, not the overall editorial depart-
ment, we have always attempted to treat 
new bands like The Clash and The Police 
as if they were essentially just new rock & 
roll bands (which they are) without any 
special cultural (or trendy) pressures at-
tached as to whether or not we should or 
shouldn't cover bands of this kind. For 
those of you who are too developed or pro-
gressive musically to get into this kind of 
music, so be it. No one said you had to 
love it. But for those of you (and this ap-
plies to both reader and manufacturer) 
who object to our coverage of these bands 
simply because they are too raw, primitive 
or musically illiterate, I've gotta say that 
you're really missing the point. Not just 
the point about the function of technique 
that Bangs so brilliantly illustrated in his 
introduction, but the more basic point 
that a return to the principal values of rock 
& roll — rough edges, good punchy songs 
with lots of hooks and a stripped-down 
instrumental approach, ie. the guitar as a 
complement to the song as opposed to a 
distraction — is only good for everyone in-
volved in the business of making and 
consuming music. 
Not just to strip away a lot of the studio 

cosmetics that have largely been deve-
loped to flesh out the sagging approach 
and material of Sixties idols which, in 
most cases is running pretty thin, but also 
as a reaffirmation of everything rock & roll 
was supposed to be about. Hey. Who said 
rock & roll was born to eventually be shoe-
horned into an Adult/Contemporary or 
MOR FM radio format? A music that the 
whole family can share? Nuts. Parents 
were never supposed to like rock & roll; 
and if these kinds of bands get kids into 
the garages where they can hammer out 
their adolescent frustrations by playing 
with the sledgehammer intensity and 
volume (rough edges and all) that is their 
unique birthright as young Americans, 
then this New whatever movement will 
have succeeded far beyond everyone's 
highest expectations. 

By Jean-Charles Costa 
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When you 
need a clean 
delay of up to 330 ms. 
the DOD 680 Analog Delay 
is for you. No tapes or mechan-
ical problems, ever! Only 100% solid 
state reliability, utilizing CCD technology. The 
DOD 680 is ideal for instrument, mono PA or stereo PA by 
using the dual mix controls and output jacks. And more 
good news, the DOD 680 Analog Delay is only $ 189.95 list! 

DOD ELECTRONICS CORPORATION, SALT LAKE CITY, UTAH, 84115 
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Jeff Berlin 
the great teacher hunt. If you 
find a great electric bass teacher 
please write me and include his 
address and phone number. 

* * * * * * * * * * 

F
or the last several articles, 
I've made some strong 
comments about bass 

players, stating that most of 
them cannot read or write well 
and generally have a hard time 
playing accompanying bass 
parts in a musical fashion. I've 
discussed the importance of 
soloing, and have written 
several musical examples to 
explain how it is possible to be 
melodic and fluid when soloing 
and comping. However, I'm 
guilty of emphasizing soloing 
too much. While soloing 
broadens your concept of 
musical back-up bass playing, 
it may direct you too far into 
the "Million Notes an Hour 
School of Music". I've never 
seen it fail. We all wish to 
experience that euphoric 
sensation of successfully 
soloing our brains out. It's 
something akin to the " thrill of 
victory". But it's really hard to 
shift back into the simple and 
exciting world of rhythm bass 
playing. This is the point of this 
article. Simple, powerful bass 
playing is unbelievable in its 
execution. 
A tight rhythm section 

would work and earn money 
for years because everyone 
understands rhythm. Music in 
4/4 is universally accepted. 
Every lawyer, dishwasher, taxi 
driver and cop can hum the 
melody to "Midnight Hour". 
Every housewife and truck-
driver knows " I Left My Heart 
in San Francisco". But why? 
What is the common de-
nominator between musician 
and non-musician alike. It is, in 
a nutshell, diatonic harmony 
and melody, and simple 
rhythm in some divisional 
meter of 4 / 3/4 or 4/4, for 
example . That's why bass 
players who emphasize the 
bottom in their sound, and 
accentuate the strong beat in 
each bar will work forever (or 
until Greek music gets into the 
Top 10). Rhythm is the guts of 
music. 

Continued from page 13 

Listen to Tower of Power. 
They are the tightest band in 
the land, especially when 
Francis Rocco Prestin played 
bass for them. Like their tunes 
or not, that group has the 
greatest horn section and has 
the greatest drummer in funk 
music, David Garabaldi. Every 
bass player into R8cB bass 
should try to play with him. He 
and Prestin were the Kings of 
Soul in the Seventies. Listen to 
older records by the Tower. 
Also listen to anything that 
Jeams Jamerson (who did 
most of the Motown things) 
played on. Listen to reggae 
That music is nothing but 
rhythm. Listen to Ike and Tina 
Turner, James Brown, Aretha 
Franklin. If you can find 
"Spanish Harlem" by Aretha, 
you must listen to the bass on 
that cut. I heard that tune 10 or 
more years ago, and I'm still 
impressed with the bass on it. 
Dig Wilson Pickett, Otis 
Redding. Also check out Salsa 
bass playing. They mix that 
bass up loud and clear. Buy 
some Ray Baretto when he did 
nothing but Salsa and imagine 
how good it would be to play 
bass for him. Buy Miles Davis' 
"Jack Johsnon" album and 
listen to Michael Henderson, 
and Billy Cobham and John 
McLaughlin all play like they're 
the house band at the Apollo. 
The list goes on. 

You've seen me put down 
rock and you've seen me tell 
you not to listen to the top 
bass players of the day. My 
reasons are that rock is an art 
form that does not lend itself 
toward substantial usage of 
the bass, and by listening 
exclusively to today's top 
players, you hear only the 
result of what these guys 
practiced and listened to but 
you will not have heard it or 
practiced it yourself. You must 
use the bass in the manner in 
which it was conceived, to 
supply bottom and comple-
menting rhythm. However, 
and this is important, you can 
do it your way. You can create 
your own patterns and assign 
good notes to them, and 
everyone in the Free World will 

credit you with the invention. 
Remember, there are more 
famous bass players who have 
little techique than players with 
heavy chops. But, these guys 
have used what technical 
facility they have and made 
their own indelible stamp in 
music. That's your next 
assignment. Check out a 
couple of the guys I mentioned 
earlier and observe simplicity 
and strength on the bass. If 
you have any questions, please 
write me c/o International 
Musician & Recording World, 
1500 Broadway, 19th Floor, 
New York, NY 10036, and I'll 
try to answer your questions in 
the column. Please contain your 
questions to just bass queries. 

011S111 
Alan Holmes 
thousandths, 7"; will not be too 
hard to blow for the tenorist. 
The larger tip opening can give 
an almost tenor-like thickness to 
the bottom register of the alto 
which is not in character for the 
instrument. It is possible to use 
a tenor mouthpiece on an alto. 
Yet it doesn't sound like an alto 
anymore, so try not to fall into 
the trap of losing the 
characteristic tone of the alto by 
making it too thick. While a No. 
3 reed seems to suit a tenor 
mouthpiece of around 6' to 7', 
for some reason on the alto 21/2 
seems to work better on the 
same 6' to 7* sizes. It also works 
on the baritone too although 
this could probably explain the 
emphasis on the lower range. 

If you are thinking of 
changing your alto or haven't 
yet got one then I can 
recommend the new Yamaha 
YAS62 alto. It was visually 
distinguished by a metal aux. F 
key, and was designed in 

Continued from page 17 

conjunction with Eugene 
Rousseu, the author of a high 
note book and a teacher and 
clinician. It is a remarkable 
responsive instrument with a 
computer assisted tuning design 
which puts it in front in this 
department. 

Ergonomically designed keys 
which really fall under the 
fingers and strap construction 
like a Selmer, sound very stuffy 
and out of tune by comparison. 
I had one on a long-term test 
and couldn't part with it and am 
hoping that the new YAS62 
soprano with aux. isn't as good 
as people are saying so that I 
don't have to buy one. They also 
have a new tenor coming out 
soon and if it is anything like the 
alto there are going to be a lot of 
players wanting to take in their 
Selmer tenors as well as their 
altos. 

Next month: Soprano and 
conclusions. 
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BC Rich   
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CF Martin 
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Gurian  
Gretsch   
Guitar Institute  
Guild  

Hammond Ind.   
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Imperial Creation  
International Music Corp  
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Jim Dunlop   
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KEAS   
Kleiner Musical Ent. 
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MXR 
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Mesa Boogie  
Mighty Mite  
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New Fake Books Tyr 
I I ! LEGIT PRO FAKE BOOK: New' 1.010 old 8 new g 

best jazz & pops All styles' 480 pages  $24.95 " 
I ! LEGAL FAKE BOOK: 700 more goodies! $14.95 I 

1 1,012 JAZZ TUNES FAKE BOOK: Best seller! Top 
stars! All styles! 550 pages , Use on jobs For II 

▪ reading Improvising ideas' Great'  $24 95 
• Add 75c Postage To Total Order Money Back Offer • 

Le . IMPERIAL, Box 66-MR,N.Y., N.Y. 10022 • sig 

SOPRANO SAXES—$219 
Bb Straight Imperial Special Top players like 

Tiny Jazz Trumpet—$179 
Bb 9 inches long , Use your mouthpiece Big Sound 

FLUGELHORNS—$189 
Free Cases & mp All new , Money back guarantee 

IMPERIAL Box 66-r N.Y.. N.Y. 10022 

You'll Sound Like A Combo 
Use on Jobs Or For Practice, 
Select 8 Rhythms & 11 Tempos, I 
Jazz- Latin-Rock-Waltz- March- " 
Bossa Noya-Disco & Seguine 
Use Batteries or Free Adapter 
Use with any amp. Its the best.. • 

TRY 1C DAYS . . . MONEY BACK GUARANTEE I 
( ) New Super MICRO-RHYTHMER  $119 95. 

Order Now: IMPERIAL CREATIONS 
am  Box 66-MR, N.Y., N.Y. 10022 mina 
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Tru-Tone 
Ear-Phone 
Acoustic Tuning 8t 

Playing Aid 

$7.95 
shipped COD 

P.O. Box 311 
Dana Point CA 92629 

Circle 771 on Reader Service Card 

NEXT MONTH 

IM & RW unveils its test-bed 
recording studio featuring in-
depth reviews of the latest 

products in the recording world. 
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THE PROFESSIOrIRUS RLTERT1RTIVE 

COMPARE OUR PERFORMANCE, SPECIFICATIONS, AND PRICE! 

FEATURE BIAMP 
1642/2442 

YAMAHA 
PM/1000-16/24 _ 

Equalization 4 Bands 3 Bands 

Cross Talk 
adjacent inputs @ 1Khz 
input to output @ 1 Khz 

— 72 dB (max. gain) 
—84 dB (worst case) 

—60 dB 
— 50 dB 

Master Outputs 
Left and Right 

YES 
balanced and unbalanced NONE 

Echo Returns 

4 
Each to include pan, assign 
to subs, or direct to left 

and right main. 

NONE 

must use an input channel 

Solo on Monitor 
and Echo busses YES NO 

Input channel 
overload lights 

YES 
2 LED's- 20 and + 6 NO 

Channel Patching YES NO 

Mix Busses 3 - one pre and 
switchabl pre or post and post, one 2 - both prefader post EQ. 

Line Input YES NO 

Signal to Noise Ratio Better than 80i1B 61dB 

Total Harmonic Distortion 
(Line Input) 

Below . 02% 
20 - 20Khz 

Below . 25% 
20 - 20Khz 

Frequency Response -± 1dB 12 Hz to 30 Khz ± 4dB 20 Hz to 20 Khz 

9600 SW Barnes Rd. 

Portland, Oregon 
97225 
(503) 297-1555 

FEATURE BIAMP 
1642/2442 

YAMAHA 
PM/1000-16/24 

Maximum Voltage Gain— 
Program 77dB 74dB 

Slew Rate 
Greater than 10 volts per 

micro second Not Given 

Mute on input channels and 
submasters YES NO 

Live submaster mixing 
(subs to main) simple and straight forward complex matrix system 

Submasters 4 4 

Headphone cue or solo YES YES 

Solo Priority system YES NO 

Echo outputs 1 or 2 2 

Submaster inputs 4 4 

-i- 48 volt phantom power YES YES 

Switchable Metering YES YES 

Playback Inputs YES YES 

Input Channel 
Mic Inputs 

Line Inputs 
Channel Patch In 
Channel Patch Out 

Transformer balanced 
16/24 
16 

16 Prefader 
16 Prefader 

Transformer balanced 
16:24 
NONE 
NONE 
NONE 

SUGGESTED RETAIL 
PRICE 

$3,595.00 ( 1642) 
$4,795.00 (2442) 

$7,600.00 (PM/1000- 16) 
$13,200.00 (PM/1000-24) 

Please send me a free operating guide to the 1642 
along with a list of my nearest Biamp dealers. 

Name  

Address  

City 

Zip 

State   

Circle 769 on Reader Service Card 



Colt/ T 
AMPLIFIER 
Small 
owerful 

The New 
Crate II Series Amps 

This new generation of Crate Amps pack 60 
watts RMS into solid Ponderosa Pine or 
Elmwood cabinets. Dramatic tone shaping 
is accomplished with a mid range Jilnalyzer 
which is like a Mid Range Parametric 
Equalizer. Special Bi-Fet integrate0 circuit 
chips give you that fat, rich, driving sound of 
a tube amp. And the 12" Magnum Projector 
Speaker was specially designed for this new 
generation of Crates. 

There are six models from which to choose 
— all priced very competitively. 

For more details, write to: 

SLM Electronics 
1400 Ferguson Avenue 
St. Louis, Missouri 63133 
( ir ( ' I r `;orrircr• Cart 



THE YANKEE 

S.D. Cunee, "Inspired by 
yankee spirit and ingenuity" 

Creem magazine 

The new bass from S.D. Cunee 
USA'. New in shape; new active 
electronic circuits and new hard-
ware. S.D. Cunee uses a double oc-
tave neck, Grover machine heads, 

DiMarzio pickups, Kahler e-brass 
hardware and Leo Quann Badass II 
bridges. The Yankee utilizes S.D. 
Curlee's unique neck design with 
pickups and bridges mounted into 
the neck 

THE YANKEE — Beauty, design, 
components, spirit and ingenuity... 

21750 Main Street 
Matteson, Illinois 60443 

Telephone: (312) 481-6940 
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