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1 a whole new impression with the most 
impressive name in guitars ... Gibson. 
The " Paul" Deluxe and The "SG" Deluxe, two new 
entries to the Gibson Firebrand Series. Each with 
a solid mahogany body and a revolutionary finish 
that looks natural, rustic and rough. Gibson has 
even branded its mark on the peghead ... so 
authentic you can almost hear the hiss of the 
hot iron. 

You've already heard our guitars sizzle in the 
hands of many of the world's greatest rock 
artists. 

Now thesè Gibson models look as rugged and 
rowdy as they sound. 

Sc get your hands on The " Paul" Deluxe or The 
"SG" Deluxe Firebrand Series by Gibson. They put 
out fire. And you put out less 
than $550. 

The Firebrands. 
Hot new brands at a price 

that doesn't burn. 

'Suggested retail price & specifications 
subject to change without notice. - 

7373 N. Cicero Ave.. Lincolnwood, Illinois 60646 
51 Nantucket Blvd.. Scarborough. Ontario Canada 

- A die- talon of 
NorUn Industries-



Studiomaster is Expanding 
We have never been ones to sit around and \\ .t.ch 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 I2X2 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-
dollar arca, 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 tor 
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 probkms 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 arc 
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 Bullington, 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 

0•5 ,P.P,EDEPCLOS,P, INTERNATIONAL SALES P.,OCIPTIES P 0 6019. NOPIel nOLL,W000 CP.9.9 , 1 

Post Office Box 9783 
N. Hollywood, CA 91609 (213) 782-3202 
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AUSTRALIA Ram Music Trading Co.. 348 Punt Road. South Yarra 3141 Yarra Melbourne, Australia (03) 267-4418. BeNeLux Galama Guitar Customizing, Box 594. 
Groningen, Holland, 050-770-725. ENGLAND Chandler Guitars. 199 Sandy Combe Road, Kew. Richmond, Surrey. 01-940 5874. FRANCE Nashville Guitar Workshop, 
18 Rue de Douai. 75009 Paris. France, 874-66-13. 285-82-47 GERMANY Musik Schell, Postfach 1235, Bleichereistrasse 2, 7336 Uhrngen. West Germany (07161) 

38566 JAPAN Moon Corporation, 1F Yamaguchi, Shop Building. 24-14 Ebisu 1-Chome, Shibjuya-Ku, Tokyo, 150 ..;apan. SWEDEN Englund Musik AB. Box 610, S-126 06 
HAGERSTEN Stockholm, Sweden 08 97 09 20. SWITZERLAND Zenker Musikinstrumente En Gros, Ch-4003 Basel Postiach. FeierabencIstrasse 14-22, 061-229996 & 
229997. Telex 64831. 



1m u5lclaniv 7-/ 
m 

AND RECORDING WORLD 

JULY 1980 
Volume 2 No 7 

1500 Broadway ( 19th floor), 
New York, NY 10036 
Tel 12121 921 9050 
Telex: 230 645 459 

PUBLISHERS 

President Richard Desmond 
Creative Et Editorial Vice President 

Ray Hammond 
Executive V.P. Alan Marcuson 

V.P., Finance David Sarter 

Editor 

J. C. Costa 
Art Director 

Harry Deighton 
Production Manager ( New York) 

Rise Gerstein 
Production Editor ( London) 

Mike Feasey 
General Manager 
Mitchell Haber 

Advertisement Director 
Alan Kesselhaut 

Advertisement Executive 
Marian Needham 

EDITORIAL 
Nashville Bill Littleton 

San Francisco Scott E. Kutina 
Los Angeles Susan Alexander 
Montreal, Canada Ian Cooney 

Contributing Writers Lester Bangs. 
John Morthland, Gary Kenton, Stephen Delft 
Mitch Holder, Chester Thompson, Dave Mann. 
Jimmy Douglass, Jack Lancaster. Bob Henrit. 

Lenny White. Alan Holmes. Mike Moran 

LONDON AGENTS 

Cover Publications Ltd. 
Grosvenor House. 14'.-143 Drury Lane. 

London WC2B STE 
1011 379 6917/101) 379 6342 

Telex: 24676 

SWISS AGENTS 
Badger Publications S.A. 
16 Rue de L'Industrie 

1700 Fribourg 5 
Tel (0371 244 470 

Telex: 36 450 
(Answer Back SORAU) 

International Musician and Recording World Limited 
(USPS No. 331-630) is published by International 
Musician and Recording World USA, Ltd., 

1500 Broadway, 19th Floor, 
New York, NY 10036. 

Telephone: 1212) 921 9050. 
US and Canadian circulation by Curtis Circulation 
Company, West Caldwell, NJ 07006, International 

Musician and Recording World is a registered 
trademark. <- International Music an and Recording 
World USA, Limited, 1980. All rights reserved. While 
every care is taken in the publication of the magazine, 

the publishers cannot be held responsible for any 
results arising from the contents thereof. 
Published, produced and printed in USA 

Sole International Distribution Agents 
Gordon Et Gotch (Australia) Ltd., 

Melbourne, Sydney, BGrisbane, Adelaide, Perth 
Gordon Er Gotch ( NZ) Ltd., Wellington, 

Auckland, Christchurch, Dunedin 
International Magazine Distributors 

Capetown, South Africa 

SUBSCRIPTIONS 
USA and Canada 818 second class postage paid at 

New York and all additional mailing offices. 
Subscription Requests 

GPO Box 44, Brooklyn, NY 11202 
POSTMASTER: If undelivered, please send form 3579 

to GPO Box 44, Brooklyn, NY 11202 

Tel: 1212) 834 0550 

A Personal Look At 1.111.8411.1111. 

Continuing our spotlight on the 
inner workings of the International 
Musician & Recording World New 
York offices we come to Marian 
Needham. 

Marian is currently Advertisement 
Executive working under the 
auspices of Alan Kesselhaut, the 
Advertisement Director. Marian was 
born and raised in Mamaroneck, 
New York in Westchester County. 
She received her college education 
in Texas where she majored in 
Sociology, and spent her free time 
playing acoustic guitar and singirg. 
This interest in music developed and 
in time Marian found herself work-
ing around the country in a profes-

sional capacity. 
It was no surprise to her, 

therefore, that she gravitated 
naturally to the Music Industry and 
gained valuable experience doing 
record and radio promotion work for 
a religious recording and Dublishing 
company in Texas. Soon, her 
diligence paid off and Marian found 
herself in the area of classified and 
display advertising space salesper-
son for Advertising Age, and subse-
quently joined us at IMRWs US edi-
tion in September 1979, where she 
is responsible for important interna-
tional accounts in the acoustic audio 
and instrument manufacturing 
fields. 

The Difficulty )f. Lite is the Choice. 

Take care to get what you like, or you 

will he forced to like what you get. 

Gordon St • Hollywood 90038 

466-6181 
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PERFECT HARMONY! 
Peavey Eectronics' trans-

ducer technology, in conjunction 
with our CS Series power amp 
program, has created what we 
consider the finest portable 
monitor package available :o 
keep your onstage sound clean 
(and closer together). 

The "heart" of the system 
features Peavey's new EQ-27 
graphic equalzer combined with 
the field proven CS-400 stereo 
power amp to provide a system 
producing 400 watts RMS with 
twenty-seven bands of 
equalization. This combination of 
power and EQ enables intense 
sound pressure levels on stage 
while virtually eliminating 
feedback. 

Add to this the M-400's 
special DDT'. compression to 
maximize apparent headroom, 
transformer balanced inputs, 
electronic crossover, and bi-amp 
capability. The result s a highly 
versatile package with more than 
enough punch to get your vocals 
above even the loudest stag.e 
situations. 

To deliver the M-400's 
punch, our engineers have 
designed a new series of 
enclosures with bi-amp 
capabilities built arould our 
Black Widow speaker and the 
advanced 22A high frequency 
driver/horn combination. 

The 1245 and 2445 monitor 
enclosures were created for 

optimum onstage monitoring, 
producing tremendous clarity, 
projection, and wide frequency 
response. Kick-proof grills and 
flite case type covers protect the 
units from damage and road 
abuse. 

See the system at selected 
Peavey Dealers in your area or 
write us for more detailed 
information. You'll see one more 
reason why Peavey is ahead of 
its time,....and the competition. 
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PEAVEY ELECTRONICS CORPORATION / 711 A Street / Meridian, MS. 39301 
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Run down to your 
favorite music store. 
Grab a pack of Dean 
Markley strings and 
slap'em on. 
Twang it, 
You and your music 
will never be 
the same. 
Go home and play your 
guts out. 
Oh yeah! Don't forget 
to pay the man. 

e 

DEAN N1ARKLEY STRINGS 3350 Scott Blvd. * 29 Santa Clara, CA 95051 (408) 988-2456 

© 1979 Dean Markley Strings 
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130 Feet of Queen 
I just finished Ken Dibble's review of the 
Clair Bros. PA for Queen. Wow, I wish 
I'd seen that gig — 224 phase linear 700 
B11 power amps? The mind boggles. That 
would be a rack of amps over 130 feet 
high. Ken's math s a little flawed 
though. The 700 BII is rated at 360 watts 
per channel ( into 8 ohms) so 224 of them 
would have a total power output of 
161.28 kilowatts; that's over 216 
horsepower! 

Seriously, I loved the article despite 
Ken's questionable counting. I'd like to 
see this sort of detailed information on 
what equipment people are using 
become a regular feature. As a roadie 
and soundman for a local new wave 
band, I learn a lot by seeing how other 
people handle the problems we all run 
into. 

Lastly, a couple of suggestions. How 
about a test of a Mesa Boogie amp? And 
how about a feature on the day-to-day 
life of a roadie for a big touring act? 
Also, keep up the articles on new wave 
musicians. I gave up Guitar Player 
because of their elitist attitude. I took up 
guitar to play like Steve Jones of the 
Sex Pistols. I think you guys strike a nice 
balance between new wavers and 
"others." 

Rob Doorack, 
Wee Hawken, NJ. 

From the mysterious Mesa Boogie an 
amp will show up in these offices soon 
for a test and as to the roadie, we're 
game. 

Ring Modulator 

While normally I enjoy your magazine, I 
must point out an amazing mistake in 
your FebrLary issue. n his article, 
Understanding Synthesizers, Tony 
Horsman speaks of the " ling modulator, 
so-called because it can be used to syn-
thesize bells, chimes, gongs, and the 
like." 
A first-year electronic music student 

knows that a ring modulator derives its 
name from the fact that the basic circuit 
design consists of a ring of point contact 
diodes. I hcpe Mr. Horsman researches 
his articles more care'ully in the future. 

Rock Wehrmann 
Artist-in- Residence 
Moog Music, Inc. 

Drumming up info 
I am writing with interest in your 

March 80 article concerning Hipercus-
sion equipment. In particular, I'm in-

zerested in the floor tom and 
microphone holders. 

Please send me information or an ad-
dress where I could write for more infor-

mation. Lloyd Isley, 
Groton, MA. 

You can contact Hipercussion at 
Caldroni Musica, Percussion division, 
Via Perugino 44, 20093 Cologno 
Monzese, Milano, Italy. As far as we 
know there is as yet no US agent for 
these drums. 

Queen 

Hipercussion Kit 
9 
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series 4 In the evolution of sound 
reinforcement consoles, sophistication and 
usability haven't always grown hand in hand. 
At Tangent we believe they should. And when 
you put your hands on our new "Series 4" 
mixing console, the first thing you'll notice is 
that it's incredibly functional. 

You'll also be impressed with the electronic 
wizzardry in this offspring of our "ax series". 
The fully modularized mainframe houses 
sophisticated subgrouping, mic,'Iine switching, 
active input circuitry, 20 db mic pad, two 
foldbacks and a monitor buss among its 
standard features. The cost? Quite simply, 
you won't find a sexier, quieter, better built 
4-buss board at twice the price. 

The Tangent "Series 4". Now who could ask 
for more? Ask your dealer for more. 

anger) 
2810 South 24th Street 
Phoenix, Arizona 85034 
(602) 267-0653 

o 
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Write for free short form catalog or send $ 1.00 for complete loose leaf catalog with detailed specifications. 
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P.O. BOX 10936, SANTA ANA, CALIF. 92711 



Jimmy Crespo of AEROSMITH 
concert with his RICH RICH, $1800.00 List. 

From beginning guitarist to he tc;p 
touring musicians B.C. RICH is desggned 
with you in mind. On The left is The new 
B.C. RICH, SON of a RICH® Guitar with 
tremolo $ 799.00 list. 
For more B.C. RICH product information 

send $7.00 for postage and handling to 
receive our 12 page Guitars 1980 catalog. 
For a full-color poster of the RICH BICH 
send $3.00 or see your dealer 

Brian Guitar 
New Haven, CT 

• Gracin Music 
Long Island, NY 

• Hollywood Music 
Hollywooa, CA 

• Long & McQuade 
Toronto, Ont. 

• Audio Light 6, Musical 
Norfolk, VA 

e Progressive Music 
Salt Lake City, UT 

• Music Store 
Tokyo, Japan 

• Long & McQuade 
Parsippany, NJ 

B.C. RICH GUITARS CO., Suite 117 4770 Valley Blvd., Los Angeles, CA 90032 
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The best! 

Here's why: 
• Lee« action for super posi• 

tire clamping pressure. 

• Cannohdamage quitar 
sh! 

• Compact design. 

• Made of premium Çz 
qualityrnalerials. 

• Desiçned lo match 
coeloui of fret board. 

• Adurtable strap fits 6 or 112 string guaira. 

Look for hese arld other Durlop products at 
your dealer or write to 

di]LLIillD 

fASHLY I HAS A LIMITER FOR YOU 
SC-50 
299 List 

SC-55 
499 List 

For loudness enhancement. clipping prevention, speaker protection, control of 
vocal levels, elimination of overmodulation, musical instrument sustain . 
Wiatever your limiter application, check out the Ashly SC-50 (mono) or SC-55 
(stereo) Peak Limiter-Compressors. You'll find incredible versatility, super 
packaging, and state-of-the-art design. You'll be amazed at the freedom from 
noise and disuirtion and the clean, transparent sound. Features like balanced 
inputs, stereo-tie connections, detector patch point, and high-current output 
stage are all standard. All this at a cost low enough to embarrass a lot of high-
pr;ced competition. Ashly limiters ... clean, quiet. powerful control desgried and 
built by people who still care about quality and reliability. 

For more information see your Ashly dealer or 
Cal or writet  

ASHLYIAshly Audio Inc. 
  Customer Service 

100 Fernwood Ave. • Rochester, N.Y. 14621 
(716) 544-5191 • Toll Free (800) 828-6308 (except N.Y.S.) 
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SR20 and SR28 
MIXING BUSINESS WITH PLEASURE 

àHB 
Agents 
Audiomarketing 
Stamford U.S.A. 
Son Professional 
Paris 
lntersonic 
Stockholm 
Fading 
Madrid 
Studio Sound 
Frankfurt 
S.E.D. 
Brussels 
Sun Music 
Denmark 
Audiolab Hellas 
Greece 
Peter Bollen 
Eindhoven 
Texim 
Italy 
Lastron 
South Africa 

„ 

The 
New Allen 

and Heath 
SR Series has 

an impressive ped-
igree with its origins 

in custom mixers for Pink 
Floyd and King Crimson. The 

SR mixer is equally at home in 
theatres, clubs or studios and fea-

tures a unique routing system enabl-
ing the engineer to assign channels to 

any one of eleven outputs! At around $9,000 
for a 20 into 4 or 6 group model the SR Series 

enables any professional Sound Company or Theatre 
to provide studio quality performance with no sacrifice 

of reliability or ruggedness. 

•- Fully modular construction allows any format up to 28 inputs per frame. 
•- 8 routing busses to groups and masters. 
.-3 auxiliary busses for foldback and effects. 
•- 10 echo returns for multiple effects mixing. 
0- Integral stage communications system. 
•- Built-in oscillator with frequency sweeping. 
s- Sweep frequency equalization as standard. 
•- Phantom power as standard. 
•- Heavy Duty external power supply. 
•-XLR transformer balanced microphone inputs with low noise preamplifier. 
•- LED Peak reading meters with stereo monitoring. 
•- Comprehensive headphone monitoring system. 
•- Military spec multipin connector as standard. 
•- + 18dBm output head room. 
.- P&G fader option. 
•-Solo ( PFL) of all desk functions. 
•- Special dual frame option for 40 or 48 inputs. 
e- Heavy duty flight case (as shown). 

ALLEN AND HEATH BRENELL LTD. AUDIO MARKETING, GLENBROOK ROAD, STAMFORD, CONN. 
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John Dougherty — Recogruzeo a, 
The Worlds Faste,t Guitanst 

In as little as one evening... 

PLAY FASTER, CLEANER 
AND EASIER WITH THE 

MIND PICK. 

Use 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 
e."- 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 

MIN'D PICK. 

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

Delaware 19802) 
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Alan Holmes 

Irecently produced a record on which I played some sop-
rano saxophone and, as is 

usual in the producing game, 
had to play the finished master 
to a large number of people in 
the record business. The most 
common comment among 
those who like to think they 
know about the finer points, 
was along the lines of "That's 
not a Soprano is it?They don't 
play in tune." Suggestions 
that it was speeded-up alto 
or tenor were made I noticed 
a general lengthening of faces 
among session musicians whenever the word "soprano" was 
mentioned. So why is it that the smallest of the saxophone 
family has picked up the stigma of being out of tune and 
generally a waste of session time? There are a number of 
reasons. 

Firstly, the tuning is very much dependant on the per-
former. The sort of careless intonation (which is far less 
noticable on tenor) suddenly springs into focus when it is an 
octave higher on the soprano and causes obvious dissonance 
against guitar and synth. This is because the smaller bore of 
the instrument magnifies any imperfections in the manufac-
ture, reed, mouthpiece or performance. Secondly, because it 
is seldom the players' main instrument and very often is a 
cheap old instrument which was not built to play well in tune 
and is very much underpractised by the performer. Lastly, and 
this fate befalls even very well-made expensive instruments, it 
has fallen into the hands of somebody who thinks it should 
sound like an oboe. If such a person does not, in fact, play any 
other sax, it is usually because they realise that weirdness con-
fuses and that they can fool more people into thinking they 
can play alto or tenor too. If they are also in possession of cer-
tain substances then your worst fears are confirmed — they 
are in the musical bullshit business and quite likely to cause 
you brain damage should you be silly enough to get involved 
with them. 
So gross incompetence in the performing deptartment, 

cheap instruments and the mistaken belief that there is 
something inherently oriental about it ( or that it should sound 
like an oboe or have a slightly wobbly vibrato) have obscured 
the basic truth that it is a saxophone and is meant to take its 
place as the lead instrument of the saxophone quartet. Then 
you can display a tone that will turn ladies knees to water and 
tuning which is an example to the other three — eo, tenor, 
and baritone. 

Short of learning the oboe, which reduces the problems of 
playing soprano sax to the insignificant level of a black belt 
Karate expert fighting old ladies — how does one set about 
achieving the lofty pinnacles of musical excellence? 

Practise? — Yes. A new and wondrous instrument of im-
peccable pitch? — Yes. A new and magical mouthpiece with a 
tone of liquid gold, which will transform your battered and 
faithful old horn from a pumpkin into fairy coach? Well, 
maybe, but your chief ally is that product of Japanese 

Continues page 127 
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SYNDRUM...THE PROFESSIONAL'S CHOICE.e# 

A SYNDRUM® 
FOR LESS THAN ' 
A CYMBAL 

..\Z%g••\ 5 

SS's& <>/ 
44b,e„ 

DON'T ACCEPT IMITATIONS! 
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NEW! 
A major breakthrough 

for Recording and 
Amplifying Acoustic 

Soundboard 
Instruments 

MAGNASOUND 
CONTACT CONDENSE.R NBC 

MADE ify ENGLAND EN Di 1-6,PES 111.1 

The unique qualities of a condenser microphone are now 
available in this superbly designed, highly sensitive, flat 

response contact mic. 

AGMASOUND GIVES YOU — 
II an exciting new option for amplifying and recording pianos, 

acoustic guitars, harps, harpsichords, string basses,banjos. 

II + 25db separation over open mikes, without less of quality. 

III superb stereo for acoustic keyboatd instruments, using 

two units. 

• 43 %IBC Phantom Power or built in battery newer from 

its own specially designed DI Box, giving a choice of balanced 

mike level output direct into mixer ham XLR socket, or Jack to 

Jack connection direct into Amps, with unbalanced output. 

• more edge, definition and punch than most open mikes 

can give you. 

Send for detailed brochure and Ckanonstration Cassette — 
and let your ears decide. 

MAGNASOUND 
CONTACT CONDENSER MIC. 

e, r 

Olb 

Di Tapes Ltd, 

107 Park Street, 
London W1Y 37A 

Please send rne further information, technical data 9nd lento 
cassette of the MACNASOUND .17 action. I enclose El. f0 or 53.08 for 
postage and handling. 

NAME 

ADDRESS 

MUS/CO MARKETING, BUCKETS HOUSE, STEEPLE ASTON, 
OXFORDSHIRE. 

 (USA Dealer Enquiries Invited)  
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Lenny White 

don't want to just talk 
about the technical aspects of 
the instrument I play, but the 
musical attitudes that affect 
not only the drums, but any in-
strument that you might play. 
Because you have young 
guitarists out there, they get 
stuck in certain ruts and they'll 
listen to records as much as 
they can. And records can real-
ly be great teachers, that's 
how I learned. ' had an exten-
sive record collection and 
when I was younger I got to 
play with all of the great stars. I 
played with Miles Davis, John 
Coltrane... right along with 
the record in my basement. 

But the major point about 
doing that is not only in con-
ceptualizing what you do, 
because you take it in and 
assimilate it and then you bring 
it out when you play. You're 
not just copping licks. Guys 
listen to records all the time 
and they cop all the hip licks — 
Billy Cobham, Steve Gadd, 
any of the top drummers — 
then they go out and play in 
public and either they sound 
like Billy Cobham or Steve 
Gadd clones or they end up 
asking themselves, " Hey man, 
why don't I get the same ef-
fect?" And that's basically 
because of their concept and 
approach to the instrument. 
Placement is the one thing 

that's really important. For in-
stance, take my premier in-
fluence as a Be- Bop drummer, 
Philly Joe Jones. He played 
the same rudiments that all 
drummers practice when 
they're coming up — paradid-
dles, etc. — but he "placed" 
them within his style and his 
music at certain strategic 
points to make him sound like 
Philly Joe Jones and to make 
him shine. Tony Williams 

Music is not necessarily 
limited at all, but the technical 
element is limited, ' cause 
there's only twelve tones and 
there are only a certain amount 
of rhythmic combinations you 
can make up. But, taking those 

combinations and putting 
them together in different 
ways can give you an infinite 
amount of possibilities. So 
placement is very important 
when playing music — 
developing a personal style 
based on your particular sense 
of placement. When you listen 
to your favorite drummer, 
listen to where he places the 
licks that he plays. Also, you 
should go back and listen to 
his influences to find out why 
he played that particular thing 
at that particular time. And 

this doesn't just apply to drum-
mers. 

I remember a long time ago 
when I first met Michael 
Shrieve ( Santana, Go, 
Automatic Man) — he'd iked 
the way I played and I was just 
getting into popular music at 
the time, so I made a tape for 
him that included what I 
thought were all of the great 
drummers. I took excerpts 
from each tune, like a Tony 
Williams song and then, right 
after that, rd put on a Philly 
Joe Jones song. And that 
showed Michael the correla-
tion between the two. This 
was actually a great tape and a 
few years later he was on the 
road and he met up with Billy 
Hart and he played the tape for 
him. Billy Hart came to me 
after that and he told me, 
"Man that tape you made was 
great because I could see what 
you were telling nirn to do by 
putting those drummers 
together in that way ". That's 
what you have to do. You have 
to listen to the influences. 

(Next month: Power vs 
Finesse) 
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I bought my first 
Japanese-made " copy" 
guitar at New York's Ter-
minal Music in 1965. A 
cherry red 335-style semi-
hollow body with an ex-
ceedingly reasonable price and 
a brand name lost to the pass-
ing of time, the guitar was 
blunt, awkward, hard to play 
and the sound was anything 
but impressive. In fact, the 
reason I put down hard earned 
cash for this particular instru-
ment stemmed mostly from 
the fact that I'd already spent 
the lion's share of my cash 
allotment on a "decent" 
Fender Princeton amplifier. As 
soon as I got hip to the fact 
that guitar might just be as im-
portant as the amplifier to my 
overall sound, I quickly 
dumped the copy in favor of a 
152 Fender Telecaster. 
My years spent working 

within the general confines of 
the music business have 
demonstrated within the 
general confines of the music 
business have demonstrated a 
truly astounding 360 degree 
turnaround in this situation. A 
continual upgrading of 
manufacturing standards and a 
marketing approach increas-
ingly in tune with the American 
musician spearheaded by solid 
companies like Yamaha, 
Ibanez, Aria, Alvarez- Vain, 
Hondo Tokai and others has 
given the Japanese- copy 
phenomenon a whole new 
look. The fact that some of 
these companies building in-
struments loosely based on 
classic American "archetypes" 
likes the Gibson Les Paul or the 
Fender Stratocaster are, for a 
variety of reasons, doing at 
least as good a job as their 
U.S. forerunners is already 
something to marvel at. In the 
years to come, copy guitars 
that are virtual " clones" of the 
originals down to the last 
pickup adjustment screw will 
be popping up at your local 
retailers guitars that not on-

ly look exactly like the vintage 
classics but sound pretty damn 
close too ( see upcoming issue 
for a review of the Tokai Les 
Paul " Reborn")! And then 
there's a company like 
Yamaha. 
When you think of it, 

Yamaha is an astounding com-
pany simply based on their ex-
tensive line of products 
(guitars, keyboards, drums, 
amps, hi-fi stereo, motor-
cycles, recording equipment 
and who knows what else?) 
and the extraordinary consis-
tent manufacturing standards 
running throughout that pro-
duct line. Speaking as a 
guitarist, Yamaha has always 
impressed me by their rather 
unusual (given the traditional 
market for Japanese-made in-
struments) and uncompromis-
ing attitude vis a vis their 
guitars. Their reasonably pric-
ed and underrated acoustic flat 
top guitars have been a well 
kept secret among leading 
musicians of the day — 
especially because of their ex-
cellent response in particular 
recording situations. The 
SG-2000 or " Carlos Santana" 
guitar represents a stunning 
"re-think" of the basic electric 
solid body guitar, with only the 
vaguest concession to the 
domestic Gibson SG as a basic 
style reference. The SG-2000 
distinguishes itself through a 
beautifully proportioned body 
size/design that is both com-
fortable and unique, as well as 
through materials and pro-
ducts standards far above the 
accepted norm — the rather 
hefty price tag on this guitar 
seems to be there for a reason. 
The main point here is that 
Yamaha never seemed 
subserient to or " buffaloed" by 
the existing American competi-
tion. They have consciously 
set out to design and build in-
struments that transcend every 
last vestige of the " replica" 
phenonenon — their guitars 
are meant to compete head-

to-head with the very best 
America has to offer. 
The Yamaha SA-2000, again 

conceived and designed with 
only the slightest nod to the 
semi-hollow body "thin- line" 
guitars that historically preced-
ed it, represents another major 
coup for Yamaha. The fact 
that Tommy " I can play any 
style" Tedesco, the multi-
faceted LA studio veteran, us-
ed one of these as his main axe 
on the job already tells us a lot 
about the SA-2000. This 
guitar, like its solid body 
counterpart, features im-
maculate construction and 
finishing work, powerful but 
crisp humbucking pickups and 
an overall design that is 
reminiscent of the ES-335 
series but still totally distinctive 
in its own right. 
A cursory examination of the 

guitar brings the Tedesco 
analogy into focus: The neck, 
fingerboard (fretwork) and in-
tonation are superb — playing 
the guitar reveals a smooth, 
professional feel with the dif-
ficult balance of fast playing 
and controlled articulation 
easily maintained. The sound 
of the guitar is basically mid-
rangey with a crisp ringing 
tone underpinning it — this 
might be partially due to the 
SA-2000's center block inside 
the guitar which is made of 
maple and spruce. The basic 
sound can be molded and 
shaped into many configura-
tions — hence its studio flex-
ibility — from the soft, warm 
timbres traditionally associated 
with hollow body "jazz" 
guitars all the way to a power-
ful but civilized ( controlled) 
distortion sound that ranks up 
there with the best of them. 
The more you distort the 
signal, the "darker" the sound 
becomes, something you rare-
ly find with this kind of instru-
ment. 
The materials include ebony 

(fingerboard), a birch and 
beech ( somewhat unusual 

choice) laminate for the top, 
back and sides and mahogany 
for the neck. The powerful but 
distinguished humbucking 
pickups boast a very smooth 
and even response ( ideal for 
recording) based on a powerful 
alnico magnet. Yamaha 
characteristically throws in that 
little "extra" touch by pro-
viding the player with three 
point supports for easy adjust-
ment of pickup height and 
angle. The massive and pretty 
stud tailpiece bolts right into 
the body for added sustain and 
the equally ample bridge is 
custom-designed to "reduce 
sympathetic vibrations bet-
ween it and the bridge." The 
truss rod is held in an 
aluminum groove or housing 
for added protection against 
warpage — when I first receiv-
ed the SA-2000 it had a rather 
pronounced bow in it, a luthier 
friend of mine made a radical 
adjustment to compensate and 
it seemed like the neck was 
never gonna come back. After 
a day or two of worrying about 
it, the neck not only came 
back, it virtually locked into a 
ideal position and has stayed 
that way since — even when 
changing string gauges. 

All in all, except for a minor 
complaint about the machines 
which, on the model tested, 
seemed to pack up and slip oc-
casionally ( unusual consider-
ing the guitar's elevated stan-
dards), I could go on raving 
about this excellent instrument 
for pages (which we don't 
have to spare). The bottom line 
for this whole situation is simp-
ly this — one musician to 
another — if you still have un-
founded prejudices about 
Japanese-made instruments in 
general, you'd better take a 
look around because they ar 
not just a fact-of- life, many of 
them are in the forefront of 
contemporary guitar 
technology. 

J-C COSTA 
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ABOUT 
R.S.D. INC. 

Recording Studio Design 
Incorporated is the U.S. arm of 
a British company founded 
over ten years ago. The 
company was started by Paul 
Dobson, an ex-sound 
engineer, to build custom 
recording consoles and PA 
systems for some of the 
world's most famous bands. 

Among the long ; ist of 
users of R.S.D. equipment are: 
Wings, The Kinks, Darts, Suzi 
Quatro, Average White Band, 
Rick Wakeman, Stockhausen, 
Genesis and Abba. 

Today R.S.D. has evolved 
into a highly sophisticated 
manufacturing organisation 
building professional recording 
desks for use by musicians and 
studios all over the world. 
R.S.D. Inc. on Dynamics, 
Anaheim, CA 92806, is the 
arm that serves US musicians. 
From here R.S.D. desks are 
distributed throughout North 
America and full sales and 
service back is available nation-
wide. 

The range of R.S.D. 
equipment available on the US 
market encompasses mixing 
desks, power amplifiers and 
crossovers and. in the near 
future, several exciting 
additions will be made to the 
range. 

MONITOR MIXING 
WITH THE R.S.D. 20/8 

The R.S.D. 20 into 8 
mixer is designed to do one 
very specialised job extremely 
well, it is the ultimate 
MONITOR MIXER. 

R.S.D.'s long experience 
in building desks for " live" situ-
ations has provided the 
development research vital for 
building a successfu monitoring 
desk and the 20/8 has the 
facilities for providing up to 
eight SEPARATE monitor 
mixes. 

The mixer accepts 20 
separate inputs (usually taken 
in parallel with the main RA. 
mixer) and each of these 
separate inputs may be routed 
to as many of the eight output 
channels as required. Individual 
gain contro% are p,ovided for 
all eight channels. The result is 
that the incoming signal (for 
example, lead guitar) may 
appear at any chosen level in 
any of the eight separate mixes 
leaving the board. This system 
allows total "on stage" moni-
toring control and, from a side 
stage pos;tion, a sound 
engineer can effect the various 

m.oritoring changes that are 
necessary during the progres-
sion of most performances. 

Each input channel is 
flexible enough to take mike or 
line inputs and PARAMETRIC 
equalisation offers almost total 
control over the frequency 
shaping of each of the 20 
incoming signals. Rotary 
controls on each of the 20 
n-air input modules allow 
routing to the eight output 
channels and, at this stage, the 
engineer may set up the level 
at which any particular 
incoming signal will appear in 
the separate monitors. To 
make life easy R.S.D have built 
a PFM ( Pre Fade Monitoring) 
button at the end of the 
incoming signal cnain and 
pushing this button allows the 
engineer to mute all other 
channels and listen to that 
channel on!), — useful for EQ 
adjustment! 

PARAMETRIC equalisa-
tion is also provided on each of 
the e'ght output cnannels. This 
allows the engineer to shape 
the overall frequency curve of 

each monitor and as well as 
providing the musician on stage 
with the type of sound he likes 
to hear it also allows the 
engineer to "iron out" any 
peaks which might produce 
premature feedback and thus 
reduce monitoring levels. 

Meters are provided 
for all eight output channels 
and slide faders govern the 
exact signal levels sent to 
monitor amps. An 
additional VU meter is pro-
vided for check.ng the levels 
of individual channels or 
groups when necessary. 

The R.S.D. 20/8 
Monitor Mixer is a unique 
proauct, designed to per-
form a unique function. It is 
superb at its task and pro-
vides any stage act with a 
totally efficient and reliable 
method of hearing them-
selves on stage. 

Circle 828 on Reader Service Card 
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The R.S.D. 12/2 mixer is 
a professional desk design to 
provide close control over 
sound in small situations. Unlike 
most other desks, however, 
you don't have to junk the 
R.S.D. 12/2 when the venues 
get bigger and the money gets 
better. The R.S.D. expander 
modules allow you to add four 
channels at a time. You could 
end up at the Hollywood Bowl 
with a 32/2 R.S.D. desk still 
using the same basic R.S.D. 
12/2 mixer you bought a year 
before (if only it really hap-
pened that quickly!). 

The 12/2 offers input 
attenuation allowing you to 
provide mike, D/1 or line input 
into any of the channels, full 
equalisation on each channel, 

foldback mix facilities, effects 
or echo send and return and 
full stereo pan control. A PFM 
button allows the engineer 
to listen to any channel 
on its own at the 
touch of a 
button and 
naturally 
there are 
separate 

Recording Studio Design Incorporated, 
I 365C Dynamics, Anaheim, 
Los Angeles, California 92806. 
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slide faders for each input 
channel, fold- back and the 

stereo outputs. Twin VU 
meters offer a visual 

indication of leve's. 
If all this 

sophistication 
sounds a little 

heavy for 
a small 

AT A TIME 

12/2 mixing board, remember 
that the basic concept is 
EXPANDABILITY. Every 
R.S.D. 12/2 desk that's pro-
duced is fit and ready to 
become a 32/2 the next day if 
required:— Without any 
increase in noise, without any 
loss of facilities and without 
costly "main frame" work 
becoming necessary 

The benefit to you is 
clear. Start with a professional 
mixer that's the right size for 
your performances. As you 
grow it can grow with you and 
instead of accepting insulting 
trade-in terms for your old 
mixer you'll always be able to 
keep control of your sound 
and your costs. 



R.S.D. CROSSOVERS 
In high sound level situ-

ations, the right crossover is 
vital to gain the maximum from 
your speaker system and 
amps, and to ensure com-
ponent protection. 

R.S.D. have a long history 
of producing high quality elec-
tronic crossovers and the 
current three or five way 
systems offer professional 
sound users reliable control 
over this difficult area. 

Both crossover units 
appear immediately after the 
mixer in the sound chain, 
splitting the overall outputs to 
three or five separate power 
amps (d,epending on whether 
the three or five way Cross-
over is in use). Both units are 
stereo and accept stereo 
inputs. 

On the R.S.D. Five Way 
Crossover the sound segments 
are split as follows: High 
Frequency, Treble, Middle, 
Low Middle and Bass. Each 
segment would be amplified 
separatety and the individual 
levels controlled. The points at 
which each segment starts and 

stops are variable by -otary 
controls on the front of the 
rack-mounted c-ossovers. On 
the Three Way Crossover the 
sound spectrum is divided into 
Bass, Middle and Treble with 
full controls governing the 
point at which each segment 
starts and stops. 

Both Crossovers have 
been proved " in the field" for 
several years with many 
thousands of units in regular 
use around the world. They 
are quiet, efficient and totally 
reliable. They are professional 
tools for the professional 
soundman. 

R.S.D. POWER AMPS 
Power amplifiers have 

one main responsibility in life: 
RELIABILITY! After that they 
must be quiet, efficient, able to 
perform to their specifications 
and be economically accept-
able. R.S.D. Power Amplifiers 
pass all these tests. 

The R.S.D. 400C and the 
800C are Power Amps built to 
withstand life on the road. 
They're designed to be rack 
mounted, but all necessary 
protection has been made 
internally and, with R.S.D. 
amps, the sound man can 
always be sure of the right 
result when the mains switch 
goes to red. 

The two models offer a 
choice of power levels and 
sophistication. The 400C is a 
stereo amp offering 200 watts 
into 4 OHMS each channel 
(RMS of course) with a THD 
figure of .007% at I kHz, full 
power before clipping. Twin 
VU meters on the front panel 

provide a visual output indica-
tion and all fuses and con-
nections are mounted on the 
front panel. 

Pr otection systems cover 
short circuits, wrong loads and 
general fault protection "pulls" 
the amp out of line briefly 
protecting the speaker- systems 

and amp tself. Thermal pro-
tection is incorporated, 
although the force cooling 
system built into the R.S.D. 
power amp range reduces the 
likelihood of requiring such 
protection to a minimum. 

The 800C offers 400 
watts per channel into 4 ohms 

with a similar THD figure. On 
the 800C, additional features 
includes status LEDs which 
show thermal cutout opera-
tion, 10% of full power indi-
cators and clipping points. 
Rotary control allows manual 
adjustment of individual 
channel output levels. 
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SELECT THE IDEAL GUITAR PICK 

FOR YOUR INDIVIDUAL STYLE. 

GUITAR 
PICKS 

FOR PRICE LIST AND SAMPLE 

OF 50 DIFFERENT PICKS 

INCLUDING HARD TO FIND 

STYLES, COLORS, XTRA HEAVY 

Et NYLON PICKS, 

SEND $5 00 TO: 

SOUND Et STAGE INC. • P.O. BOX 34 • PICKS 

FANWOOD, N.J. 07023 
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CANADIANS 
Now you can order Musical Instruments 
and have them shipped to you in Canada 

DUTY FREE 
We import into Canada and ship directly 
to you. Save on Top Brands. Prices are 
listed and payable in Canadian money. 

Send for our Free Catalog. 

EZZY'S MUSIC SHOP, 
110 MAIN STREET 

VAN BUREN, MAINE 04785 
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On Syntew 
Mike Moran 

The pre-occupation amongst 
keyboard players with elec-
tronics is, in itself, a healthy 
enough syndrome, but I am 
being made increasingly aware 
of the fact that a lot of would-
be professional keyboard 
players are sadly lacking in the 
basic tools of the trade. You 
car, up to a point, fool the 
general public, your buddies 
etc. into thinking you are 
wonderful when surrounded 
by micro-composers, Fairlights 
Oberheims, digital sequencers 
and other offshoots of com-
puter software, but you cannot 
fooi a good musician ( or 
yourself) for very long if 
someone asks you to play the 
piano and you cannot come up 
with a fluent solo without us-
ing mod wheels pitch-bend or 
any other electronic aid. 
Why do players like Herbie 

Hancock, Chick Corea and 
George Duke exercise such 
command over the lull range of 
instruments and perform 
fluently on anything from 
pianos to digital synthesizers? 
Well, allowing for the natural 
brilliance of those gentlemen, 
one thing they all have in com-
mon is a sound piano techni-
que. If you want to master 
your instrument then make 
sure you have control over the 
physical parts of you that do 
the playing. 
One of the commonest 

faults amongst players is lack 
of economy in movement, big 
arm movements may look im-
pressive but contribute 
noth'ng to accuracy or volume. 
The shorter the movement, the 
more precise it becomes and 
the cioser the fingers are to the 
keys the faster you become. 
Impressive amounts of volume 
can be delivered from an 
acoustic piano ard volume is 
achieved by weight not by 
velocity. 

It is essential to build up the 
weaker part of the hand ( i.e. 
the 4th and 5th fingers) so that 
they are not in a disadvan-

tageous position for playing as 
compared to the stronger 1st, 
2nd and 3rd Players who com-
plain of a weak 4th finger often 
put it at the worst possible 
disadvantage by allowing no 
room for leverage. The fingers 
being of different : ength fall in 
a natural semi- circle, so bet-
ween C arid G the 3rd finger 
would nearly be touching E 
flat. 

Training the fingers to play 
in the centie of each key is one 
of the basic conditions of 
digital accuracy and is also the 
surest way cf curing the com-
mon fault of " splibng notes." 

There is not, and never will 
be, one clearly def.ned way of 
practising the piano. Every 
player must discover his or her 
own way, and while there are 
no short cLts to piano playing 
there are conditions which 
save time. Technical practice 
should incorporate five- finger 
exercises, scales, arpeggios, 
thirds, oc*.aves, leaps and 
gradation and snading of tone. 
Concentrated practice will br-
ing the rewards of technical ac-
complishment and this in turn 
will be enhanced by the 
discipline of listening acutely 
to yourself. Trie chief difficulty 
in playing any musical instru-
ment is not ..o play the right 
note but to place it in its logical 
and artistic context. Thought 
should also be given to the 
question of which finger to 
allocate to which note - 
sounds pretty basic eh? But 
you would be surprised how 
many people struggle over a 
particular phrase or run, simply 

Continues page 127 
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Some people can do what they like. On 
Monday they can sip Pina Colada on a 
balcony overlooking the new carnival in 
Rio. On Tuesday they can water ski in 
Acapulco. On Wednesday they can pilot 
their private aircraft across virgin Cana-
dian wilderness. On Thursday they can 
finance two Formula One race car teams 
and maybe a show jumping outfit 
thrown in for good measure. On Friday 
they can browse through Country Life 
and buy up a couple of country estates 
in England. On Saturday they can go to 
elegant parties and sniff cocaine worth 
enough to pay the entire welfare queue 
in Harlem on Monday morning. On Sun-
day they probably rest. 

Or then again, they could form a rock 
band. 

Just like Carl Palmer. 
At the height of their popularity Emer-

son, Lake and Palmer strode the rock 
world like giants, as hip and unassailable 
then as Pink Floyd or Genesis are now. 
They were megastars, raking in dough 
like it was open house at a Swiss bank. 
They shifted enough vinyl to sink an 
Atlantic liner, filled enough stadiums 
with enough people to populate a 
medium-sized country. When they first 
formed, the product of three separate 
bands in the early Seventies, they were 
Les Enfants Terribles, a kind of suc-
cessful Blind Faith, mixing a curious 
blend of pseudo- classical music with a 
specific brand of pomp rock. 

Naturally, they made too much 
money. Naturally, the gap between 
albums became longer and longer. 
Naturally, the eager young embryo 
superstars with a burning desire to play 
became jaded, disinterested, ultra-
successful grown men — too rich, too 
famous. And as a consequence ELP 
died. 

But where did that leave Carl Palmer? 
It left him with a band called PM. 

Post Meridian, its full name, is a band 
conceived long before the members 
were brought together — just like a lot 
of other bands. Carl Palmer wanted 
another band to play in, something not 
too heavy, not too lightweight, and 
completely dissimilar from ELP. 
Wouldn't you if you'd been forced to 
play ELP's music for close on to 10 
years? So the word was out — Carl 
Palmer wants a band. In came the tapes 
from the applicants. Palmer tried a few 
things in Britain before deciding that no 
British musician could fit his plans. Then 
he set his sights on the USA. He listened 
to 400 tapes. He checked out a good 
percentage of the hopefuls. He played 
with a few people. Eventually he boiled 
down the would-be PMers to the cur-
rent line-up. 

Barry Finnerty is the lead guitarist, 
coming to PM via Blood, Sweat and 
Tears, The Crusaders, and general duty 
with the crossover sub- culture in 
California. John Nitzinger ( second 

guitar) is a Texan, who once fronted his 
own band named Nitzinger, who releas-

ed two albums on Capitol which did 
relatively nothing. His major claim to 
fame is his work with Mad Dogs and 
Englishmen. Palmer claims he's an all-
round rock musician — writing, playing 
guitar, and singing. Erik Scott, the 
bassist, is one of those musicians who's 
been around with lots of semi-famous 
people in California, notably Flo and Ed-
die. Todd Cochran pilots the keyboards. 
His experience ranges from Stanley 
Clarke and Jeff Beck to Mike Shrieve in 
Automatic Man. Out of all the applica-
tions, Palmer wound up with these 
guys. Their references are impeccable, 
just like his. All of them are used to 
working in the studio and on stage, and 
as Americans they probably know just 
what the great American, big-hearted 
rock and roll public will consume in 
droves. 
With PM, Carl Palmer is trying to 

escape the ponderousness of EI.P's 
brand of rock. For a start, he's damned 
sure that there are going to be plenty of 
vocals with this band. In fact, every 

'PM, à amektg, 
etpe-tel bud. I 

I/ 

band member sings except for Palmer, 
who even when playing sounds 
remarkably restrained and controlled 
while supplying a considerably ac-
complished backbeat. Vocals are 
something ELP never used to any great 
extent: " This time I wanted to have as 
big a vocal sound as I once had musical-
ly with ELP. The music isn't overloaded 
with harmonies. I think we've used them 
choicely. PM t song oriented band — 
obviously so with that many singers." 

What is apparent from listening to the 
PM album is that Palmer has studied 
closely what's going down at present on 
Stateside FM radio — notably such con-
tenders as Heart, Boston, Styx, Starship 
— and decided that here is the area in 
which he wants PM to perform. If 
everything goes according to plan, I'd 
say that within a year and a half PM will 
be receiving heavy American FM airplay, 
they will be playing sell-out gigs at all the 
major US auditoriums. 

Carl Palmer is not a stupid man. He 
has financed the group from his own 
pocket, as is the tradition in America. He 
has paid recording costs, musicians' 
wages, rehearsal room fees, etc. He 
wants a return on his considerable in-
vestment. He is not about to experiment 

with some kind of new wave avant 
garde type music. He wants results. 
He'll get them. 

Palmer claims that he isn't an egotist, 
that's why the group isn't named the 
Carl Palmer Band. Listening to the 
album, his claim is borne out. He plays 
the perfect drummer's role. No more, no 
less. There are no drum solos. Palmer 
lays down a coherent, effective 4/4 per-
cussive foundation for the rest of the 
band to build upon. (-Es ability to play 
has never been in question. The drum 
sound is rich and full — how does he get 
it? 

"I've developed a sound of my own. 
But with the type of songs I'm playing 
with PM I like to have the drum sound 
compatible with the numbers. If it's a 
heavy piece of music I like to sound a bit 
boomy, and if it's lighter music I like the 
sound to be steadier — with more con-
trol. I don't wear blinkers as far as sound 
is concerned. I don't say: 'this is my 
sound, get it on the desk immediately', 
and then hope that that sound will go 
with everything. You can't treat it that 
way. With ELP I went for the one drum 
sound all the time, but I think that when 
you're carrying songs you want to 
enhance them, and that's a more 
delicate procedure." 
On stage Palmer has been using most-

ly Sennheiser microphones for a long 
time, coupled with single headed toms 
for more clarity and projection. Using 
two heads creates booming. The Sen-
nheisers may change soon, however, as 
Carl is re-evaluating what he should use 
with PM. What changes most are the 
overhead stereo mikes, of which he 
usually uses two. 

"I use a separate mike for each drum, 
and each mike is compatible to that 
drum — naturally enough. I find that a 
cheaper mike on toms is better because 
they're less sensitive and less likely to 
pick up spillage. The really sensitive 
mike you save for the snare, because 
that's the one you play more than any 
other." 
The snare is miked from the top, and 

all the toms from underneath. The bass 
drum, which is double headed, is miked 
from the front, usually. Sometimes it's 
miked from both back and front so that 
the percussiveness of the strike can be 
mixed with the quality of the projected 
sound. 

In the studio with PM Palmer used a 
Shoeps stereo mike for overhead, set up 
in a figure of eight above the kit. This is 
a very expensive mike, and in this case 
belonged to the studio. The make of 
microphone in use varies all the time, ac-
cording to Carl, except for his bass 
mike, which is a big old square thing, 
looking something like an item from 
Radio City archives, and for which Carl 
has forgotten the name: " but I know it 
when I see it." 

For damping, Palmer finds that gaffer 
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CARL PALMER 

tape is quite enough for his needs: " I 
stick just a bit of tape onto the snare 'a) 
take out some of the metallic ring. It 
depends with the toms. Atmospheric 
conditions can change in the studio, and 
sometimes they can ring a bit more than 
normal. It's down to the situation. 
There's no golden a.le. The bass drum' I 
always record it open — completely 
open, no damping at all. So then it's just 
the boom, and the l can compress it at 
the desk. If it's really necessary I've got 
internal dampers that I can use, but it 
sounds very dull. In this case I boost it 
later. But I try to keep the bass drum 
open if I can." 

Palmer has recently abandoned his 
Gretsch endorseeship in favor of 
Premier: " I like to endorse British com-
panies". This switch over from Gretsch 
to the Leicester- based drum company 
has been a slow development. Almost 
an evolution. 

"One of the reasons for going to 
Premier was that they make a die cast 
hoop, unlike the hoops you get on a lot 
of kits, which are pressed. When it's a 
stronger piece of metal you get more 
solid rim shots. It's a much better sound 
and the head seats on the drum much 
better." 

Palmer considers Premier to be a very 
modern company, and he admires the 
way they listen to, and act upon, 

Premier 2x26" bass, handing toms — 
1x12", 1x13-, 1x14", 1x16"x16" floor 
tom. lx16"x18", 1x161/2" 2000 10 lug 
snare. Zildjian, 18" crash, 20" crash, 
22" crash, 22" ride, 24" chinese, 15" 
hi hat. 

criticism. He also knows that he need-
ed a drurnkit in Germany in a certain col-
our at a certain studio, he knows that 
he'll get it at the right time and in perfect 

playing condition. 
It's been a five year progression irto 

the Premier 'old: " They'll give me 
anything I want. They've tooled up to 
make me a metal shelled kit, and I know 
that the cost is into five figures. But they 
know that once I get out on the road 
with this kit that they'll be able to put it 
into the shops and make thei- money 
back." 

Palmer oegan playing when he was 11 
years old. He claims that the attitude 
that motivated a lot of punk musicians 
motivated him too: " At first my father 
gave me a violin — no good. Then one 

day I went past the music shop and saw 
a drum set and told my father to buy me 
a drum, which he did. That drum stayed 
in the corner of the living room for mon-
ths until my father said he was going to 
sell it because it wasn't beirg used. Be-
ing a very selfish child I said no, I want 
to keep it. So that day he put on record 
and said ' can you play this?' Out of 
sheer belligerence I said ' yeah I can play 
that', even though I'd never had a drum 
lesson in my life. And I played it. That 
was the attitude, see. Arid that is 
basically the attitude of a lot of new 
musicians." 

At 15 he left school. It was a Friday. 

On Sunday he left home. The following 
week Palmer did an audition for Chris 
Farlowe, and the day after that he was in 
Farlowe's band. By now he had a 
Rodgers kit. But still the urge for tuition 
remained, and this took him to James 
Blades at The Royal Academy, and he 
was a pupil with this teacher for 18 mon-
ths learning tuned percussion. 

"I do not have a natural ability," ad-
mits Palmer. " But I do have the patience 
to learn which is the important thing. I 
studied tympani with Gilbert Webster at 
Guildhall." 

Reading is important to a drummer, 
according to Carl. He considers that 
anybody who really loves their instru-
ment wants to know everything about it 

- and naturally that includes learning to 

read for it. One of Palmer's favorite 
ways of passing the time away is to play 
Bartok's pieces for snare drum: "when 
my enthusiasm drops I find I can take 
out some music and it picks me up 
again." 

For exercise, the PM drummer uses 
the 26 rudiments, which are just like 

scales. He admits that he's old fashion-
ed as far as practice is concerned, and 
doesn't go in for idle tapping. However, 

he still practices for only about 45 
minutes a day. All he's interested in is 
keeping the independence strong, and 
the ability to flow from one hand to the 
other. 

"I try to do each rudiment for about 
five minutes — as fast as I can. After a 
week of that it's like greased lightning." 

Like I said before there's no doub-
ting Palmer's talent. From Farlowe's 
band he later wound up in Arthur 
Brown's Crazy World, and ater played 
with Atomic Rooster before splitting to 
join ELP. He's played with Buddy Rich's 
big band, and has recorded a concerto 
for tuned percussion with the London 
Philharmonic Orchestra, as yet unreleas-
ed. He can read music, and can play a 
variety of musical styles. Remember 
"Tank" on ELP's first album? That 
must've been one of the first uses of 
phased drums ever. The man can be 

creative. 
So why is this talented guy out to 

make a killing on the Yank market. 
Could it just be the money? 

25 



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 51/4 " CABINET 

• 2 YEAR GUARANTEE 

ROCK AMP'S NEW 

MINI-ROCK 

AT $129°° 
Suggested List Price 

• 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. 
489 W. Holt Ave. 
Pomona, CA 91766 

(714) 629-9225 
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Like an electronic speedometer zings from pluck 
to frequency readout in one second. 
Here's easier, faster tuning than ever be-

fore. No bewildering, continually tuctuating 

readings. No waiting for readings to settle 
down. The Fastune reads the vibrating string's 
fundamental frequency, locks on in one sec-

ond, and stays there untl you pluck again. Not 
only that, you don't worry about critical set-

tings on your guitar or on which fret to pluck 
the string. Pluck it anywhere. 

Because you gel only the tundamental fre-
quency you're not waiting around for the 
string to stop wavering and settle down. 
You're through the whole tuning in a flash. Be 
sharp. Don't fall flat. Stay in tune. With Morley. 

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

Morley— the opto-electronic failsate pedals— 

no pots, gears, or batteries 

6855 VINELAND AVENUE 
NORTH HOLLYWOOD, CA. 91605 

(213) 760-3140 

I Send for F-ee Crazy Morley Man Eumper 
Sticker ano Brochure 

I I 
I Morley, 6855 Vineland Ave., IMA-7 I 

No. Hollywood, CA 91605 I 

Name _ 1 

I Address 
1 

City 

State Zip 

1 

1 
1 
1 



There was a time when any 
guitarist who wanted to alter 
or " personalize" his or her in-

strument was faced with 
several unpleasant options. 
Running all over the coun-
tryside looking for the par-
ticular replacement parts re-
quired for the job, trying to mix 
and match these parts with the 
original instrument, and a host 
of other annoying sidetrips 
were the norm for anyone who 
wanted an instrument that was 
just a bit different. 

Five years ago, a company 

named Schecter Guitar 
Research was created to fill 

this particular vacuum in the 
burgeoning electric guitar in-
dustry. Founded by Daniel 

Schechter, a skilled LA- based 
repairman who specialized in 
Fender instrument repairs and 
custom work, the company in-
itially offered one replacement 
pickup but very quickly evolv-
ed into a multi- faceted opera-
tion that virtually pioneered the 
custom replacement business. 
Custom replacement parts for 
all of the popular electric 
guitars were no longer im-
possible to find; Schechter 
saw to it — through the ex-
traordinary variety of parts of-

fered and an innovative 
marketing approach that made 
these readily accessible — that 
they became "off-the- shelf" 
items. Now the local club 
guitarist who wanted more 
than just a stock factory guitar 
had the ability to customize an 
instrument both in terms of 
sound and appearance — 
either as a mint edition of a 
class Fifties instrument or a 
more radical " one-of-a- kind" 
hybrid. 
And although replacement 

pickups were the first order of 
business, Schecter quickly 
developed wood stock for 

SCHECHTER-
shapinç 

DeArmond 
Volume Pedals 
Best-Selling Pedals 
in America... 
at the Best Prices. 
Smooth, Reliable. 
Quiet action. 
Rugged. 

MODEL 
1602 

• 

.02amoncl 
Modern, Reliable Products 

At Moderate Prices 

Model 1602 is the industry standard. 
Model 1630, the deluxe Optoelectric pedal, is extra quiet, 
extra durable ... the professionals' choice. 

WRITE FOR FREE CATALOG. 1102 AIRPORT HIGHWAY, TOLEDO, OH 43609 

replacement parts and bodies 
that represented the largest in-
house selection of exotic 
woods with over 30 different 
kinds available to the con-
sumer. 

A company who got its start 
providing " pure replacement 
parts", Schecter now offers a 
pot-pourri of replacement 

hardware that can be retro-
fitted to any instrument made 
by Fender, Gibson or Ricken-
backer, no matter what the 
year. With over 400 pieces 

available in three different 
basic colors ( chrome, brass 
(clear epoxy finish) and black 
chrome) the guitarist can truly 

color- coordinate his or her in-
strument to the most finite 
degree. Pickguards come in 
eight different colors — 
chrome, brass, gold- or black-
anodized aluminum, white or 

black enamel, white and black 
plastic, cream and tor-
toiseshell. 
New innovations in 

Schecter's replacement parts 
include the Kross-Lok 
Tunamatic bridge with locking 
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your dreams 

screws to insure perfect in-
tonation and right-angle ad-
justment ( Allen wrench). This 
bridge is available as the 
"Nashville" to fit newer Les 
Paul guitars and the "Original" 
for older Les PauIs. 

Taking off from one of Leo 
Fender's earliest ideas, the 
pickup assembly as one self 
contained unit, Schecter has 
taken this concept to the most 
sophisticated levels. Their 
assemblies are attached to the 
metal pickguards for better 
shielding and feature brass 
grounding plates for con-
tinuous grounding. In addition, 
the units are double sealed in 
wax and wrapped in copper 
tape to prevent further in-
terference. With their "Tap-
ped" pickup assemblies, three 
mini-switches and position 
slide switch, the guitarist can 
now get up to 21 different 
sound combinations, enabling 
the guitarist to achieve every 
conceivable tonal coloration 
and still only use one instru-
ment. This is facilitated by 
another Schecter innovation, 
the "Switch Pot" with as 

built into it so the player can 
pull up on the pot to get a 
single-coil sound or push down 
on it for a "hot" humbucking 
sound. Their new "Z- Plus" 
assembly can be installed into 
any humbucking pickup well 
without alterations and will 
open the potential of any in-
strument to include at least 18 
different sounds. And this not 
just for effect. As recording 
and music get more sophisti-
cated in general, it is quickly 
apparent that the modern 
guitarist needs more and more 
tonal variety to fulfill the 
demands of the music. 

Lately, Schecter has come 
full circle and is actually 
manufacturing a limited series 
of top-of-the- line " Schecter 
Guitars" for selected dealers. 
These hand-made instruments 
use the best parts, hardware, 
necks and bodies and feature 
hand-rubbed finishes. These 
guitars are intended for those 
who want a one-of-a-kind ins-
trument ( no two are alike) 
without worrying about the 
price. 
To implement this custom 

project, Schecter plans to 
establish a Custom Instrument 
Shop within their existing 

operation some time next year. 
To help deal with an already 
impressive demand for these 
custom instruments, selected 
luthiers around the country will 
be licensed as " Factory 
Authorized Custom Centers" 
(another industry first) and 
with two already going up in 
Lexington, Kentucky and Min-
neapolis, Minn., the future for 
this idea looks very good. 
From the basic pickup all the 
way through to the completed 
custom instrument of your 
choice, Schecter provides the 
wherewithal to shape the ins-
trument of your dreams. 
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ITEMS: 

* 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 TFLC.,0 TEL:i0421202115-7(3 Lines) 

- 

.11111•11> 
T.,Y —4_ digs • 

.1 

• 

*CONGA (VVOODEN & 
FIBERGLASS) 

*TAMBOURINES 
*RHYTHM INSTRUMENTS 
*SAXOPHONES & FLUTE 
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Steve Weiss 

TAMA MASTERCRAFT SNARE DRUMS... 
30 WAYS TO SOUND GREAT. 

Bell Brass Rosewood Fiberglass 
BB- 155 RW-255 FG 355 
BB- 156 RW-256 FG-356 

Artwood 
AW-455 
AW-456 

If you're in search of a signature sound, 
you'll find it in the sound of your snare 
drum. That's why there are 30 different 
ways to order a Tama Mastercraft Snare. 

With five shell materials, including Tama 
exclusives like pure Rosewood and hand-

cast Bell Brass, two shell depths 
(5" or 61/2") three snare beds (steel, 

coiled Bell Brass and AC" cable), Tama 
gives you many more choices than the 

nearest competition. 

So don't settle for a sound that 
someone else thinks you should have, 
play a Tama Mastercraft Snare and 

sound great. 

For a full color catalog send one dollar to: TAMA 
Dept. IM, P.O. Box 469, Bensalem, PA 19020; 327 
Broadway, Idaho Falls, ID 83401; 6355 Park Ave., 
Montreal, P.O. H2V4H5 

Metal 
8055 
8056 

ilow" 
_, ,41›. • ••••---- , , —9.1 
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1 ii ,, 

JcielCb Nyman 
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SUPER BALANCED BODY 
Designed to obtain the best possible balance 
combined with performance. 
Carved from solid Ash, tapered for correct 
weight distribution. 

0111111311101111311.11;111111M11 

NECK 
Long scale with 24 frets. Built 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. Ideal for studio 
conditions(the Noise Killer is driven 
by 9 volt batteries and switches on 
when Jack Plug is inserted. 
Life approximately three months 
with 2'3 hours per day use). 

NOISE LEVEL 

O•chnary b•ss 1 4mv 
ii[i ii ii 

IT 1 1 -1 
S.8.1?00 . under elmv 

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

A PRODUCT OF USA Aria Music(USA)Inc. 
Distributors: 1201 John seed Cutlrl C,ty imustry CA91745 ILL ( 213)968 8581 

Music Distributors,Inc. 
3400 Darby Avenue. Charlotte. N C 28216 1 EL ( 704)394 4154 

Canadian Canada Music Supply Limited. 
DistribJtors: 8660 Jeanne Mance. Montreal. Quebec TEL ( 514)387 7331 

Great West Imports Ltd. 
788 Beatty Street, Vancouver. 13 C TEL 684 5364 
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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 

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

musical instruments precisely 
I can sound like a piano, or a guitar, 

or even ike 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 leader. 

__HOME" 
Better soLno through : esearch. 

Bose Corporation, Dept. RW 
The Mountain Road 
Framingham, MA 01701 

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

Name  

Address .  

City .  

State: ZIp .  

Telephone ( 

Covered by patent righis issued andtor pending 
©Copyright 1980 by Base Corporation 



THE 
SOUND 
that you 
are culti-
vating is the 
sound that 
will set you 
apart from all 
others — the 
sound that 
your listeners 
will learn to 
recognize. 
R.A. Gresco 
Guitar Works 
has on-board 
guitar electronics 
that will help you realize 
that sound with circuitry 
providing the ultimate control 
over tone color and dynamics. 

Our product development engineers and 
supportive dealers around the world are 
standing behind you and your sound all 
the way to the top. 

Grsco 
Dealer Inquiries Welcome [ Guitar Works   1 P.O. Box 2332 

West Covina, CA 91793 
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THE NEW WESTBURY MODEL 1000 "DUAL-VOICED" 
REVERB TWIN. 

In "Blind Playing Tests" 
against a Fender Twin Reverb, 
the biggest difference the experts 
could find was the price. 

Mickel, Marchelio, lead guitarist 
or the Good Rat; 

,chard Cerniglia, lead guiteist, 
rwmerly well Hall & Oates, 
The Illusion, Barnahy Rye. 

Richard Cernigfia reported, "During the blind 
tests I preferred the amp that turned out to be the 
Westbury 1000 over the Fender Twin in terms of over-
all sound-tone, overdrive characteristics, etc. Extend-
ed playing tests after the amps were identified con-
firmed my test impressions." 

The Westbury approach to building an amplifier 
is unique in today's market, concentrating total engi-
neering effort on quality reproduction of sound, dura-
ble construction and performance reliability. The result 
is an industry first... a line of amplifiers offering musi-
cians maximum sound value without compromise. 

Before you buy any new amplifier, play one of 
the new Westburys at your dealer and see if you don't 
agree with the experts. 

It's easy for a manufacturer to claim an ampli-
fier sounds good. So, instead of asking you to take our 
word, we invited experts, people who make their living 
playing amps, to give you their impressions. 

In "Blind Playing Tests,"a Westbury 1000 "Dual-
Voiced" Reverb Twin and a Fender Twin Reverb were 
hidden behind acoustically transparent screens. The 
experts were allowed to request any control changes 
necessary to enable them to make fair comparisons 
between the amplifiers. 

In Mickey Marchello's own words, "Both in the 
blind test and then later when I played with both amps 
uncovered for a long time, the biggest difference I 
could find was $210." • 

The Sound Value. 

THE NEW WESTBURY MODEL 1000 " DUAL-VOICED 
REVERB TWIN 

TM 

Westbury is designed and manufactured by Unicord, 89 Frost St.,Westbury, N.Y. 11590 

• Based on Marutacture,s Suggested 
List Prices of $785 for the 1100W 
Fender Twin Reverb and $575 for 
the Westbury Model IWO, effective 
4/1/80 
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PAT 
TRAVE 
THE RELUCTANT 
GUITAR HERO 



Csoie Stcy-

;'Let's face it," Pat. Travers states 
adamantly, "a solo is a solo. If you're 
not a player you probably can't tell the 
difference between my playing and Pat 
Thrall's anyway... or Ted Nugent's for 
that matter." Travers is explaining why 
he chose not to accept the role many 
people had seemingly chosen for him, 
that of the next guitar hero. Instead, on 
his latest album, Crash and Burn, 
Travers has downplayed his place as 
guitarist ( he appears in that capacity on 
only half the LP's eight cuts, leaving the 
work on trie remaining four in the very 
capable hands of Pat Thrall) to concen-
trate on what he considers to be more 
challenging areas at the moment: his 
newly-emphasized keyboard playing, his 
vocals, and the arrangements and ( co-) 
production of the album. 

Although Crash and Burn has its 
share of blistering hot guitar work, cer-
tainly enough to keep Travers's old fans 
faithful ( check out " Snortin' Whiskey" 
and " Born Under a Bad Sign" for 
starts), the most striking thing about it is 
its diversity. With rock Et roll mingling 
with jazzier-feeling numbers like the title 
track and the keyboard-dominated in-
strumental "The Main Event," a couple 
of soulful tunes and a cover version of 
Bob Marley's " Is This Love?," all bases 
seem to be covered. Travers insists, 
however, that the album maintains an 
"underlying theme running through the 
whole record which makes it sound like 
it was recorded, written and done all at 
the same time. 

"This is the third album we've done 
with this line-up ( which includes bassist 
Mars Cowling and former Black Oak 
Arkansas drum-whiz Tommy Aldridge, 
as well as Travers and Pat Thrall) and 
we've now had two years to jell and 
develop our style. That's probably the 
turning point for this band; we've 
developed our own style, our own identi-
ty, which I feel will get more extreme as 
we go along." Asked for a nutshell 
definition of the Pat Travers Band's 
style he says: " Sophisticated rock Et roll, 
I suppose." Then adds: " It's definitely 
not heavy metal." 
He is a little surprised when I agree 

with the last statement. " I've been ac-
cused of that and I'm glad you said it 
because about four writers today have 
said, 'You should be doing very well 
now with this heavy metal resurgence,' 
and I said, 'You asshole, you haven't 
listened to the fuckin' album, have 
you?' There's nothing on there that 
sounds like Black Sabbath, that's for 
sure." 

In fact, the diversity evident on Graf 

and Burn seems to be a reaction to exact-
ly that kind of comparison, as well as 
evidence of Travers's disgust at what he 
calls the "fastest gun in the west syn-
drome," which he described as, "Oh 
shit, Eddie Van Helen's doing this thing, 
I've got to be able to do it too... 

"I don't care about that sort of 
thing," he says. " I do what I do. I play 
melodic or I play fast, I just do what I 
feel. A lot of people seem to think I'm 
great and I'm flattered, but I really don't 
work on it that hard. The guitar is such a 
fragile, restricting instrument and there 
are so many good guitar players in the 
world right now that we just don't need 
another one. Guitar has become so 
blasé. It's like: guitar solo — eight bars, 
and it could be anyone slotted in there, 
so what's the point." 

This feeling actually led Travers to put 
down the guitar entirely for a two-
month period last year. He has since 
made his peace with the instrument, so 
to speak, but during those two months 
he became more involved in playing the 
keyboards which figure prominently on 
the new album, and which he has recent-
ly begun integrating into his live show 
for the first time. 
About that two month period Travers 

now says, " I had just gotten thoroughly 
bored with the guitar and antagonistic 
towards the 'guitar hero thing and the 
Ted Nugent comparisons. F don't think 
they were valid. They were the product 
of narrow-minded journalists and short-
sighted projections on the part of the 
record company. I felt a resentment 
toward the wide thing and the fact that 
there was really nothing else to say on it. 
And, even if there was, I wasn't going to 
sit down and practice for eight hours a 
day to find out what it was. 

"I was beginning to fancy myself a 
keyboard player anyway," he con-
tinued. " I think it's a much stronger ins-
trument; you can make a lot more 
noise." 
He admits to a good deal of nervous-

ness when it actually came down to in-
corporating the keyboards into his live 
act. " I've been playing guitar on stage 
for so long that it's second nature. With 
keyboards, not only is it lice all eyes are 
upon me, but I'm restricted, tied down 
to the instrument so I can't move 
around. On guitar I could cover up a 
duff passage by moving a-ound and fak-
ing people out by throwing the guitar up 
in the air or doing a spin. With key-
boards it takes a little more articulation. 
You have to be more sensitive with it. 
It's a new challenge, that s all." 
Having played less than 20 shows us-

ing keyboards at the time of our conver-
sation, Travers says he's still green 
enough that "some nights I'm great, 
some nights I'm shiny. But," he adds, 
"I've got to start somewhere." The ex-
periment has had its hazardous mo-
ments, too. "Somebody threw a beer 
can at me one night, and yelled ' Play 
guitar!' I told him to fuck-off and if he 
didn't like it he could leave. I've spent 
ten, 11, 12 years playing guitar and now 
I've been playing keyboards on stage for 
five weeks, so give me a break." 
One break for Travers is the presence 

of another quality guitarist like Pat 
Thrall. The San Franciscan, who was 
with Automatic Man before joining the 
Travers Band, not only gives Travers the 
freedom to indulge his keyboard fan-
tasies, but provides an excellent contrast 
to Travers's guitar playing style. " He's 
probably one of the better guitarists in 
the world right now," says Travers of 
his compatriot. "Whether he plays a 
solo or I play it doesn't really matter. 
We're not in competition with each 
other. My ego isn't that big that I feel I 
have to play all the solos. Stylistically, 
he's completely different from me. The 
guy plays 40 times louder than I do, he's 
got his whammo bar on his Stratocaster 
and he's into different things. He con-
siders himself a student of the guitar. 
He's really dedicatec to it, whereas I 
don't take it that seriously and never 
have. I couldn't sit there for five hours 
and practice the guitar; it's just a big 
yawn. The guitar is just something that I 
do because it's fun and nothing else. I 
don't take it any more seriously than 
that." 

Obviously, it wasn't always that sim-
ple. As a young guitarist in Canada, 
Travers played with a number of bar and 
club bands and says he was "capable of 
playing like Clapton or Hendrix" when 
he took a gig as lead guitarist behind the 
legendary Canadian rock Er roller Ron-
nie Hawkins (for whom the Hawks, 
later to become the Band, first played). 
Although he unenthusiastically describes 
Hawkins's repertoire as, "some 
rockabilly, some country Et western, 
some Allman Brothers — nothing of any 
consequence," he does credit Hawkins 
with supplying some of the motivation 
for founding out his education in rock Et 
roll guitar playing. 
"He gave me these old singles and he 

said, ' I want you to learn these solos, 
and not only learn the way they're 
played but copy the sound.' I thought to 
myself, 'this sounds like shit,' but he 

Continued on page 39 
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Continued from page 37 
said, ' If you do that you'll be one of the 
best guitarists in the world.' Of course, I 
didn't believe it at first, but I did it 
because I respected the guy. As it turns 
out, he may have been right to a certain 
degree. You've got to know where it's 
coming from. Rock Et roll started out in 
the mid Fifties and it still keeps coming 
back. Linda Ronstadt's still doing 
Chuck Berry tunes. Though I could play 
like contemporary guitarists when I 
ed him, he made me play Carl Perkins. I 
hated it at the time, but I'm thankful for 
it now because it gave me a certain sense 
of rhythm and taught me where it all 
came from, the roots." 

After leaving Hawkins, Travers mov-
ed to England, decided he could sing 
well enough to front a band, and put to-
gether the first three-piece edition of the 
Pat Travers Band in 1976 with bass st 
Cowling and drummer Nicko McBrain. 

After a short time on the London club 
circuit, Travers was signed to Polydor 
and recorded his first album of stripped 
down rock Et roll. Then came punk, and 
as media attention in Britain seemed to 
focus totally on that side of the scene, a 
decline in Travers's fortunes — at least 
over there. In American he began pick-
ing up huge local followings in Florida, 
Texas and parts of California, so rather 
than stay where he wasn't appreciated, 
Travers moved his home base to Miami.' 
On " Life in London" from Putting It 

Straight, Travers's third and last album 
with his trio, he bade farewell to 
England and stated his reasons for leav-
ing, which he now recalls: " I got fed up 
with the rotten weather, fed up with 
stupid punks running around and with 
indifferent press coverage. The weather 
was much nicer in Miami and we had 
more fans here. It seemed like the ob 

What guitars do ycu own and what 
do you use on stage? 
About four years ago, while I was 

in Sheffield, England, I picked up a 
Gibson Melody Maker double-
cutaway and I've been using the same 

guitar ever since. It's the cheapest 
guitar ever built by Gibson and, to 
my mind, one of the best, at least the 
ones I have are. I own three of them 
but I still just use the main one. 
Originally, it came witi just one tiny 
pickup, but I've added two Gibson 
humbucking pickups. The sucker 
(guitar) stays in tune and bashes 
around; I've thrown it up in the air 
and dropped it on the floor and it 
works great. I'm really happy with it. 
I paid about $300 for the first one, 
$300 for the second and I just bought 
one for $200. That should show you 
where I'm at as far as guitars are con-
cerned. If someone comes up and of-
fers me a ' 57 Les Paul for $ 1,600 I 
just tell 'em to shove it up their ass. 
Do you use all three guitars on stage? 

No, just the first one. I don't break 
strings because I use Dean Markley 
strings and I change them every 
night. I haven't broken a string on 
stage in about two years. 
What about keyboards? 

1 have two ARP Cdysseys, the new 
ones with the rubber pads for going 
sharp and flat for LFO modulation. I 
also have a Farfisa organ that I 
bought from Pete Solley, who used to 

play in Procol Harum, about three 
years ago. I just run it straight 
through my pedal board and through 
my Marshalls and Leslie and it 
sounds just like a B3. 
Guitar effects? 

I use a Crybaby wah-wah pedal, an 
MXR " Blue Box" which just growls, 
and MXR " Phase 100", a couple of 
DA Flangers and two Echoplexes 
— one set for long repeat and one for 
fast repeat. 
Amps? 
A 50-watt Marshall with one 

cabinet and a 100-watt Marshall with 
one cabinet and the Schafer-Vega 
Diversity Wireless System, which I've 
been using for two years now. 
Are the Marshall new ones or old 
ones? 

Mostly new, a couple of them are 
brand new. They're interchangeable; 
I've never found any difference. I 
own about ten o, 12 of them and 
they're all the same — well, almost 
the same. I run them real low, 
though. I run the 100 watt at about 
1 1/2 or 2 and my 50-watt at about 3 1/2 . 
That's because I get a lot of extra 
output from the transmitter, the 
receiver.1 can get about a 20dB boost 
out of that. I dont run it that high, 
but it saves running the amps really 
loud. 
Do you keep the amp levels the same 
in any size hall you play? 
Oh yeah. 
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Pat 'hoovers 
vious move; why beat your head against 
the wall when you're not getting any 
response? 
With the addition of Thrall expanding 

the group's capabilities, the floodgates 
were soon opened for the kind of diver-
sity from the band which eventually 
manifested itself on Crash and Burn. "I 
don't find myself to be limited in what I 

listen to or what I like to play," says 
Travers. "When I was playing bars and 
clubs I played all kinds of music from 
Top 40 to heavy metal to country Et 
western to rockabilly to old rock Et roll. 
I enjoy all forms of music and nobody's 
gonna restrict me. It doesn't matter 
what preconceived notions people have 
of you. We obviously had to strike some 
sort of compromise because our most 
successful album to date was a live rock 
Et roll LP." 
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Of that record, which produced 
Travers's first near- hit single, " Boom 
Boom, Out Go the Lights," Travers 
comments, "That was where we were at 
the time mainly because we were the 
opening act on a three band bill and the 
best way to leave an impression was to 
pulverize the audience. But that wasn't 
necessarily where everybody's tastes lay. 
We've started to get into some reggae 
and other band influences; what 
everybody was listening to started to 
creep into the music." 
— And what does Travers listen to? 
"I wish I had the bag that I carry my 

cassettes in with me, I always forget 
when anyone asks me that. Let see...-
Joe Jackson, The Police, Alan Parsons, 
Donny Hathaway, Stevie Wonder..." 
He names the last two as people he'd like 
to be able to sing like. He confesses that 
singing has been a bit of a struggle for 
him so far, but that he's beginning to get 
somehwat good at it. " You can only 
learn how to do it properly by making 
mistakes. Hopefully, people will forgive 
your mistakes or overlook them, or you 
can fool them." He chuckles. "Some 
people think I'm a good vocalist," he 
states, perhaps a bit defensively, " I got 
nominated for a Canadian Juneau 
Award for Best Male Vocalist, so there 
you go." 

Pernaps one of Travers's best vocal 
performances to date occurs on " Is This 
Love?", the Bob Marley song which ap-
pears on Crash and Burn and seems to 
be taking off as a single. The idea for 
doing that song, as Pat tells it, came 
about because he had a Bob Marley 
cassette on in his car on the way to the 
studio each day. " I'm the kind of guy 
who'll play the same tape for two weeks 
straight. Anyway, I got to thinking it 
would be a good idea for the band to ex-
periment with different kinds of 
rhythms and music. I was never really 
serious about putting the song on the 
record, but I thought it would be good 
to try it, just to broaden our horizons. It 
was also a challenge not to just cover a 
Bob Marley song, but to actually get 
down and figure it out, and try to do it 
the way they all do it and cop the at-
titude. Not only that, it was an excuse to 
smoke a lot of dope, because you can't 
play reggae without smoking a lot. So 
we recorded it and it sounded good, and 
anything that sounds good to me will go 
on a record." 
Concludes Travers: " I'm not 

obligated to anyone but myself and my 
band." 
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After you buy a new 
ARP Odyssey, 2600, 
ProDGX, Quadra, or 
Omni, you'll be playing one 
of the world's finest elec-
tronic music synthesizers. 

And you'll be getting a 
FREE ARP Tour Jacket — 
a $45.00 retail value — as 
part of the deal. From May 
19 through August 31, 1980, 
ARP will be giving away 
this customized ARP Tour 

Jacket with the purchase of 
any one of these five great 
ARP instruments. 

Slip into your ARP 
dealer right now. See for 
yourself why ARP is the 
first choice of the world's 
finest musicians. Make your 
deal. Then slip on this 
free ARP Tour Jacket. 
And tell the world 
you play the best. 
Offer not available in Canada. 

ARP Instruments, Inc., 45 Hartwell Avenue, Lexington, Massachusetts 02173 
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The Bolt Strikes 
In the past few years. you've probably 
heard many amplifier manufacturers 
claiming that their solid state amplifier 
has that -tube amp sound: Granted. it 
was close, but still, no cigar. You've 
remained unconvinced, and so have we. 

The fact is nothing can get a tube 
amplifier sound like a tube amplifier. 
But the problem is that generally you've 
had to give up a lot of the advantages 
of solid state technology in order to 
appreciate the sound of the tubes. 

The Bolt strikes. The Bolt 60 is a 60 watt 
(R.M.S.) amplifier that features the 
standard vacuum tube configuration 
(one 12AT7 and two 6L6GC) to produce 
that inimitable warm sound rich with 
harmonic overtones. But unlike other 

tube amps, the Bolt 60 employs F E T. 
circuitry which, among other things. 
greatly reduces excess noise, especially 
when operating at high output levels. 

The F E.T. circuitry also gives the Bolt 
60's bass. middle and treble controls, 
the kind of flexibility musicians demand 
for attaining their own personal sound. 

The Bolt 60 has two separate channels 
for immediate switching between clean 
and distorted sounds. Channel one 
features two volume controls and a 
master volume control to produce the 
classic cranked-up sound even at low 
volumes. 

The effects section of the Bolt features 
a self contained reverb, and an effects 
loop that can be routed either pre or 

post EQ, or post volume controls. so 
that effects can be used effectively— 
and silently. 

The Bolt is a unique amplifier Unique 
because it combines the technology of 
the future with the integrity of the past. 
Get struck by the Bolt— 

For more information on the Bolt or our 
other amplifiers. send $ 1 for our new 
Amplifier/PA catalog. RolandCorp US, 
2401 Saybrook Ave.. Los Angeles, CA 
90040, ( 213) 685-5141. 

Roland 
We Design the Future 
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At last, a synthesizer that 
doesn't sound synthetic... 

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 

The new KORG ES-50. One listen and you'll know, KURE independent integrity of each. 

"When KORG does it, they do it for real." 

Send S1.00 for Demo Tape to: 

Unicord 89 FROST STREE1, WESTBURY, N.Y. 11590 

Does it for real. 

and doesn't take an engineer to play. 
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A respectable guitar 
at a reasonable price. ••%* 

With a style to meet any guitar player's requirements. 
Sigma guitars have progressed into a complete line of 

fretted instruments. A representative example of Sigma 
quality and popularity is the DM-5 shown here. 

Constructed with mahogany back and sides, natural finish 
spruce top, and adjustable neck. the DM-5 has become 
one of the most demanded models in the Sigma line. 

While Sigma guitars are less expensive 
than our handcrafted Martins, each 

Sigma must meet the rigid inspection 
standards established by CF Martin 

personnel. To see 
and feel the DM-5 and 
other Sigma guitars. 
visit your favorite 

music store displaying 
our Authorized 

Sigma Dealer decal. 

For information on 
the entire Sigma line 
including our solid 

spruce top models, 
the DM- 18. DM- 19, DR-28. 

DR-28H. DR-35 
and DR-41. write: 

SIGMA 
CF Martin & Company 
Box 329 
Nazareth. PA 18064 

Martin & Sigma 
guitars are the 

official guitars of 
Opryland, U.S.A. 
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gROPPOITTING CAST. 
Introducing JBL's new E Series. 

Until now other loud-
speakers could support a musi-
cian's performance like the JBL K 
Series. 

But now the E Series is here 
...the next generation of JBL 
musical instrument loudspeakers. 
They're tough. Powerful. Depend-
able. With that same unique JBL 
sound preferred by musicians 
around the world. 

o 

Each E Series speaker fea-
tures an innovative Symmetrical 
Field Geometry (SFG) magnet 
assembly—the result of years of 
concentrated research and devel-
opment at JBL. SFG has expanded 
loudspeaker technology. And SFG 
helps give the E Series many ad-
vantages over previous models: 
The Es handle more power. 
They're even mol!.e efficient. And 
they offer lower cistortion. 

Circle 742 on Reader Service Cad 

So whatever instrument you 
play—electric piano, synthesizer, 
organ, bass or guitar—let JBL 
support your performance. 

The new JIM. E Series. 
The best has been improved. 
James B. Lansing Sound, 

Inc., 8500 Balboa Boulevard, 
Northridge, 
CA 91329. 

FIRST 
WITH THE 
PROS. 



To fusion fans he is best known for 
his work with John McLaughlin. On the 
rock side he has recorded with Jeff Beck 
and Roy Buchanan and at the disco, 
people hit the floor for songs like " I 
Shoulda Loved Ya" and " I Don't Want 
Nobody Else." Drumming for a range of 
artists from Tommy Bolin to Weather 
Report, flexibility seems to be the key to 
Narada Michael Walden. 

"Absolutely," he responds, " flexibil-
ity is all important. Record companies 
are so skeptical nowadays. Billy 
Cobham has been dropped, so have 
Tony Williams and John McLaughlin. 
These are people who have made 
milestones in music and they don't even 
have a recording contract. If it wasn't 
for God's blessing on me to be flexible, I 
wouldn't be around. So I'm saying peo-
ple who can be diversified: use your 
talent! That's why I use the different 
elements that I was raised with." 
Walden grew up just outside of 

Kalamazoo, Michigan, where "music 
was everywhere." From AM pop to jazz 
drumming greats like Max Roach and 
Art Blakey, Michael listened and en-
joyed it all. He includes The Who, Bob 
Seger, The Amboy Dukes, The Tempta-
tions and The Miracles as early in-
fluences. Boxes, pots and pans were his 
earliest drums so, at the age of six when 
he started asking for drum lessons, his 
parents were supportive. " 

Considering himself a " natural" 
player, he compares his ability to that of 
an athlete. " it's like a sprinter who can 
run incredibly fast. 
Drum lessons provided discipline and 

the rudiments, but playing with records 
opened up his ears and sparked his im-
agination. " Records are a great 
teacher," he says. "You can listen to 
everybody and anybody and learn. 
When you listen, visualize yourself do 
ing whatever the guy on the record is 
doing. Be able to play whatever you're 
hearing. If you're not sure, put it on a 
cassette and listen to it over and over 
until you can play it. Through being able 
to emulate someone else, you yourself 
develop. You won't do it the exact way 
they did, but by knowing how, you can 
open yourself up more." Walden's 
recommended listening includes 
"anything with Steve Gadd on it." 

Leaving home at 15, Michael played a 
mixture of pop hits and funk in local 
bands. After three semesters at Western 
Michigan University, he enrolled in the 
Deacon Williams Soul Revival Troupe 
and took to the road. Walden recalls, 
"On the last day of my exams, this band 
came to my dorm in a big school bus 
and said 'Would you like to join us on 
the road?' I said, ' Outta sight!' and pack-
ed my bags and drums. We played Sly 
Stone tunes and all kinds of REtB, funk 
and pop music. We blasted six sets a 
night, every night. During this time the 
main influence I had was a guy named 

NIARADAWALDEN  
f owt eitie dance wwieeciAt9, be daub" 



Sandy McGee, who played drums for a 
band called Cold Blood. He was fan-
tastic." Of course, there was also Billy 
Cobham and his pioneering band 
Dreams. 
The " Soul Revival" fell apart in 

California, and Walden had to work as a 
shipping clerk, with no musical outlet. 
Luckily a cousin in Pasadena gave him a 
place to live and woodshed. And it was 
during this period that the Mahavishnu 
Orchestra released their classic first 
album, Inner Mounting Flame. Walden 
lived with and studied it. Alice 
Coltrane's Universal Consciousness also 
had a spiritual impact on the 19- year-old 
drummer. He started meditating, offer-
ing gratitude to God and practicing up 
to ten hours a day. 

"This is when I started developing my 
double- bass drum technique. I would 
take a pattern like right/left on the 
bands and then right/left on the bass 
drum, and work it up to a very fast 
speed. BiIN Cobham was a really big in-
fluence because I liked that power 
aspect. I fell in love with the things he 
was doing with the Mahavishnu Or-
chestra." 
The call to join a progressive fusion 

band eventually placed Walden in Miami 
with The New McGuire Sisters. — I was 
playing very progressive, very loud, very 
rockin' music that got me super strong. 
We'd play every night in this big 
warehouse with the amps blasting on 
full. There was a strong sense of spon-
taneity and not necessarily just playing a 
song. Witnout much of a demand for 
their music, The McGuires moved to 
New Canaan, Conn, where they con-
verted a barn into a recording studio. 
Sixteen-year- old Detroit bassist, Ralphe 
Armstrong, was among the musicians 
who came in to record demos 

Meeting John McLaughlin after a 

Mahavishnu Orchestra concert in Dan-
bury proved to be both a musical and 
spiritual turning point for Walden. He 
became a disciple of McLaughlin's guru 
Sri Chinmoy who gave him the name 
Narada, meaning " he who brings light, 
delight and compassion from heaven to 
earth and takes back to heaven from 
earth all of her sufferings." Narada stop-
ped all arug consumption, started 
meditating daily and wrote a lot of 
music. He also became close to 
McLaughlin-. 
When the Sri Chinmoy-inspired band, 

"Jatra", didn't work out, Walden had 
his dream come true when McLaughlin 
asked him to replace Billy Cobham in the 
second version of the Mahavishnu Or-
chestra. Narada picks up the story of his 
first recording session, " In January of 
'74, I got together with Mahavishnu and 
the two of us started rehearsing. I need-
ed a new drum kit so I went out an 
bought a white Gretsch set that I learned 
to play while recording Apocalypse. For 
this album, which featured the London 

Philharmonic, George Martin ( the pro-
ducer) had the Mahavishnu Orchestra in 
one room and the symphony in another. 
We were communciating via cable TV. It 
was difficult for us to get them to lock in 
with the band, so they would record 
their tracks and the I would overdub on 
top of them. There are spots on that 
record where you can hear the tempo 
fluctuate because I had to match what 
they did." 
Though he is currently endorsing 

Rogers, the white Gretsch set has been 
on virtually all of Narada's recordings. 
The set includes a 61/2 " chrome snare; 
12", 13", 14" mounted toms; 16" and 
18" floor toms and two 24" bass drums. 
His cymbals, all Zildjian, include an 18" 
and 30" crash on the right ana a 20" 
crash and 16" splash on the left with a 
24" medium ride in the middle. New 
Beat high- hat cymbals and a Gretsch 
"Bicycle Chain" foot pedal finish off the 
kit. His Rogers set is the same except 
the mounted toms are 10'•, 12", 13" and 

Narada uses his own custom sticks 
made by the Professional Percussion 
Center in New York. it's a heavy stick 
which he describes as a little bigger than 
a 5B. His heads are made by Remo. " If 
I'm recording I like to use White- Coated 
Ambassador heads. For Ive playing, to 
take the punishment on the tom toms, I 
use Pin Stripes, and on the snare I use a 
White Coated Ambasador." 

After recording Apocalypse, the 
Mahavishnu Orchestra toured and 
Walden's drumming matured. "That 
was when I really had a chance to grow 
and get tight, playing with Mahavishnu. 
When I went to make Visions (of the 
Emerald Beyond), I felt like a tiger. I was 
in my prime playing- wise. Visions was a 
great album for me. I might have been 
over- playing a little, a little wild, but I en-
joyed it very much." Five years later, 
Narada still points to it as some of the 
best playing he's done on record. 

After the scaled-down Orchestra 
recorded Inner Worlds in France, 
Walden went to England to record Jeff 
Beck's Wired. On that album he com-
ments, "Jeff is a very free spirit. He 
gave me a lot of room to do what I 
wanted and it was a very happy time for 
both of us. We were both groovin' on 
making music.' 
When the Orchestra disbanded, 

Walden was invited to join Weather 
Report, but turned them down to join 
forces with rock guitarist Tommy Bolin. 
He recorded " Marching Powder" on 
Bolin's Teaser album and toured with 
the band. " If I'd have joined Weather 
Report," he explained, " I would have 
been playing in front of the same jazz 
progessive audience that I had just 
finished playing for with Mahavishnu. I 
wanted to get out and experience a dif-
ferent kind of audience. I decided to go 
more with the rock thing." 

Walden's Weather Report experience 
extended to recording the title track and 
"Cannonball" for their Black Market LP. 
The Bolin connection proved to be 
short-lived and Narada went on to 
record an Allan Holdsworth solo album 
for CTI that was all done in first takes 
and took only four hours to record! 

Deciding it was time to embark on his 
own career, Walden put together a 
demo with David Sancious, Ray Gomez 
and Will Lee. It was turned down by all 
the major labels until it reached Atlantic. 
Studio veteran Tommy Dowd produced 
Garden of Love Light, featuring fusion 
and more conventional vocal songs with 
performances by guests like Jeff Beck 
and Carlos Santana. Drum-wise, it also 
featured Narada using " Roto-Toms" for 
the first time. 
Those who enjoyed his fusion work 

have cried " sell out" upon hearing his 
latest releases, Awakening and The 
Dance of Life, but Narada's more com-
mercial direction is more an economic 
off- shoot than an abandonment of his 
musical past. " I don't draw lines like 

that," he told me when asked if his 
latest work was as musically important 
to him. " I'm playing for pecple and it's 
very important that I'm able to make 
music that can really reach people. I'm 
more pleased when I see them get up 
and get off. 
"When Awakening came out, Atlan-

tic forced me to have a producer, which 
I didn't want to do. I was told outright 
that if I didn't have a hit single I was go-
ing to be dropped. That's when I made a 
conscious effort to get something hap-
pening in the commercial world, yet still 
keep my sincerity. 

"For Atlantic and my career with 
them, it's important that I get saleable 
records, things that can be played on 
the radio — which helps me to be 
recognized as an artist. It's also impor-
tant to me to have room if I want to do a 
classical LP, a progressive album or 
perhaps just piano and vocal. I'd like 
someday to have two different recording 
contracts, one for freedom and one for 
commercial efforts. 

"I don't put boundaries on music. I'm 
just keeping my soul and my heart open, 
doing all kinds of things because I love 
it. Whatever I'm doing, my sincerity is 
there. Playing with Mahavishnu gave me 
a lot of wisdom to take R&B and funk to 
a new plateau. I dcn't think dance music 
has to be dumb. I don't think commer-
cial music has to be dumb. Look at Stee-
ly Dan, Earth Wind Et Fire or Stevie 
Wonder. I think I'm one of the people 
who knows music and who can take 
commercial music to new heights, and I 
like the challenge." John Stix 

Writers update: CTI recently ap-
proached Walden to do an album 
with Stanley Clarke, George Duke 
and McLaughlin. 



1 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 sma er and lighter we didn't leave out any of the 
"punch" of larger, heavier speakers. This 8 ohm cabinet will handle 
highly clipped p-ogram material, from a 150 watt amplifier, and its 
efficiency makes full use of the power Each speaker delivers a wallop-
ing 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 wcofer and horn 
enclosures (the 707 ana 
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 

Stacsed models 701 
and 707 for low 
frequency emphasis 

ST.-. 19.1011 

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 

S LJ 1=1 
the Sound of the Professionals 
Shure Brothers Inc., 222 Hartrey Ave., Evanston, IL 50204. 
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 dis:ributor. 
Manufacturers of high fidelity components, microphones, sound 
systems and related circuitry. 
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For the Big Guitar Sound 
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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 
SUPERWOUND '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. 

The difference between 
SUPERWOUN1D and a 
conventional string 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. 

nnno 

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 MUS!CAL INSTRUMENTS 6355 Park Avenue De Parc, Montreal. P Q H2V 4H5 Tel 279-7303 
Sole Manufacturers: St.JPERWOUND LTD., Morewood Close, London Road, Sevenoaks, Kent, England. 
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Guitadeck 
Gibson Les Paul 'Active Artist' $1,299 

The Les Paul Artist is one of 
a series of three guitars cur-
rently available from Gibson 
with so-called "active" elec-
tronics. Many instruments are 
available, from various coun-
tries, which claim the feature 
of active electronics; there is 
some possibility of confusion, 
because not all makers mean 
the same thing by this. In the 
case of this "active" Les Paul 
model, "active" means that it 
has bass and treble controls 
which can boost and cut the 
ends of the sound spectrum, 
and also a built-in com-
pressor/expander unit. This 
can be set to emphasize the ex-
plosive beginning of a note, or 
to sustain the tail end of a 
note. Although this would 
seem to be an impossible con-
tradiction, I have found that if 
you operate both compressor 
and expander switches, the cir-
cuit appears to expand the 
beginning of the note, com-
press the middle, and sustain 
the tail-end, all at the same 
time. Compression and expan-
sion ought to cancel out, but in 
practice they appear not to. 
The effect of adding the "ex-
pansion" switch when the 
compressor is already switched 
in, is not very obvious, but it 
usefully masks some of the 
side-effects of a relatively sim-
ple compressor system. A cer-
tain technique is necessary to 
get the best out of this com-
pressor. The most useful 
ground rule seems to be that if 
you intend to play a sustained 
solo on the top strings, do just 
that, and leave the bass strings 
entirely alone until the end of 
the solo. If you alternate high 
single strings with chunky 
chords at just the right speed 
you can make the gain bounce 
up and down like a demented 
swell pedal. The simple solu-
tion is don't do it. Play either 
solid rhythm or single string 
solos, or if you want to mix 
them, turn off the compressor. 
After a bit of practice, it is 
possible to play against the at-
tack and recovery time of the 

compressor control circuit, in 
much the same way as one can 
play against the cycling time of 
a phaser — or even a tremolo 
unit if you are into that sort of 
thing. It is a technique, like any 
other, and it has to be learned. 
While you are learning, you 
will find the device much more 
forgiving if you keep the ex-
pander switched in at the same 
time as the compressor. 

Using the expander alone 
does not seem to present any 
real problems. It gives an em-
phasis to the beginning of a 
note or chord, reminiscent of 
the off- beat up-stroke style of 
the Ska / Rock Steady/Reggae 
tradition which has found a 
place in modern city music. 
The expander also seems to 
give some increase in overall 
brightness of the sound. This 
can be removed if you don't 
want it, by turning the treble 
tone control down, about half 
a division. If you want more 
brightness and bite in the 
sound, with or without the 
other effects, turn on the 
"Bright Mode" switch and you 
will have lots more " Bright" 
with very little extra noise and 
hiss. This is basically a treble-

boost circuit, but treble- boost 
devices have a reputation for 
high hiss levels, and most of 
them deserve it. As Gibson 
seem to have found a quiet 
one, they are probably right to 

call it something slightly dif-
ferent. 
As far as I can tell, the 

pickups are not "super-
overwound-hyperfluxx 
specials" but the basic, stan-
dard Gibson humbucker, you 
all know and love. While play-
ing the guitar over a couple of 
days, I became aware that 
something about the sound did 
not fit with what I expected to 
hear from a Les Paul Gibson. 
Now there is no reason why 
one guitar must sound like 
another. However, I was 
curious about why this guitar 
should sound so subtly but 
clearly different from other 
recently- made Les Paul 
models. It has all the ap-
propriate mechanical features 
for a good Les Paul, and ap-
parently, standard pickups. 
Why should it sound different? 

After some experiments, I 
think I can offer a partial 
answer. The standard Gibson 
humbucker is usually heard, 
known and loved, while con-
nected to several meters of 
guitar lead, an amplifier input 
stage, and assorted volume 
and tone controls at both 
ends. To put it as simply as 
possible, this makes the guitar 

sound slightly different, and in 
a way which cannot exactly be 
compensated for by the guitar 
tone controls. All the com-
ponents normally connected to 

the pickup ( called the pickup 
"load") can be approximated 
by a small pick(s). 

This guitar contains two 
rather complex circuit boards, 
which are better left undisturb-
ed, but there is access directly 
to the pickups across the 
center solder tags at opposite 
ends of the pickup selector 
switch, at the back. Represen-
tative values of capacitor and 
resistor, 800p F and 
330 kohms, connected across 
these tags, removed a slight 
wiry edge from the sound and 
shifted the "voicing" of the 
guitar to something which I felt 
more comfortable with. A 
resistor of 470k with the 
capacitor gives a slightly 
brighter sound than usual for a 
Les Paul model, but still to my 
ears, preferable to the standard 
sound of this instrument. I set-
tled on this, as a compromise 
between what the designer in-
tended and what my ears could 
come to terms with, in a 
reasonable time. 

I hope the designers of the 
Artist are not too much upset 
by this retrograde step, but I 
cannot disappear into the 
woods with the Artist and a 
battery amp for three months. 
If I had three months' free time 
(what a lovely thought), I 
would prefer to spend it im-
proving my playing. 

This is a new instrument: it 
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does some things differently, 
and it will do some other things 
which a standard guitar won't. 
I think most people will need a 
little time to understand it pro-
perly, and get the best from it. 
At the moment. I find it easier 
to deal with the expander, 
compressor, br,ght mode, and 
active treble and bass controls, 
while at least the basic sound 
of the instrument is something 
which I already know and 
understand — hence the 
pickup loading components 
across the back of the switch. 

If you like the sound of the 
Artist as it is, don't think that 
any modification to any guitar 
is bound to be an improve-
ment. Usually it is not, and 
sometimes the result sounds 
worse than before. If you share 
my traditionalist reservations 
about the basic sounc, the 
suggested modification is not 
permanent, and can be remov-
ed at any later time. If your 
solder joints look grey and lum-
py and you tend to melt the 
plastic off the ends of wires, 
then let a good repair man do 

the job; it should not cost 
much. 
The other unusual feature 

on this guitar is the fine-tuning 
tailpiece. You really have to try 
this to appreciate how good it 
is. As the principle has been in 
use on bowed string instru-
ments for many years, I am 
surprised that it has not ap-
peared on an electric guitar 
before now. One very early 
sample of this tailpiece, which I 
tried about a year ago, suffered 
from stiff adjustment screws, 
rather defeating the idea of a 
fine adjuster. However, all 
those which I have tried 
recently have worked smoothly 
and efficiently. This is a simple 
mechanical device, with no 
batteries, no integrated circuits 
and not even a flash ng LED to 
its name. However, I believe it 
represents a basic improve-
ment in electric guitar design. 
The original Gibson Tuna-

matic bridge, with adjustable 
string saddles, was a similar 
milestone in electric guitar 
design: it is difficult today, to 
imagine a modern electric 

guitar of this type without 
some sort of intonation adjust-
ment built into the bridge. I 
woncer how many other 
guitars will now sprout fine 
tuning adjusters. The 
construction and materials of 
this guitar are basically similar 
to those used in the Gibson Ar-
tisan, reviewed earlier, and not 
very different from any other 
Les Paul model. The body is 
mahogany, with a carved 
maple front in the usual Les 
Paul contoured shape. On this 
guitar, there is a bevelled 
cutaway at the back of the 
waist, on the bass side, which 
some people find more com-
fortable than a completely flat 
back. Also the neck on this 
model is made from maple, 
not mahogany, and is shaped a 
little flatter than usual at the 

back. This is continued into a 
rather square- edged heel 
where the neck joins the body. 
I am happy with the feel of the 
neck, but I would find playing 
on the highest frets more com-
fortable if the heel could be 
rounded over a bit more. 
The fingerboard is good 

quality ebony, nicely finished 
with bound edges and attrac-
tive figured pearl block inlays. 
The frets are the usual Gibson 
wide type — neatly fitted and 
smoothly finished off. All fit-
tings are gold-plate, including 
the machine heads, on which 
some of the buttons unfor-
tunately feel a bit loose. This is 
due to play between the but-
tons and their flattened 
spindles, and can not be taken 
up by the iorque adjustment 
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screw. 

Conclusion 
Alright, let us accept that 

things have come round in 
enough of a circle that it is 
possible to be a traditionalist 
about electric guitars. That in 
itself is ironic. I am quite happy 
about the expander, com-
pressor and the extended tone 
controls, but I am used to 
hearing pickups with all the 
"problems" of lead capaci-
tance and amp loading, and I 
think I prefer them that way for 
the present. If you wish, the 
Artist can be adapted to give 
the usual sort of basic Les Paul 
sound, by a small modification 
which is simple, cheap, and 
easily removed, later on. 
The neck tends to be 

"square" at the back, rather 
than round. I like this, but I 
think the matching "square" 
heel could be improved. I like 
the fine tuning tailpiece, but I 
am not too impressed with the 
machine heads on this par-
ticular sample, considering its 
price. The lacquer and edge 
bindings are finished to a high 
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standard. Personally, I would 
prefer a slightly warmer brown 
colour to the wood, as is 
sometimes produced by apply-
ing a red/brown base stain 
between dark grain filler and 
clear or lightly tinted lacquer. 
The Artist is quite a heavy 

guitar; this is probably 
necessary for it to sound like a 
proper Les Paul. Even without 
the compressor, it has pleasing 
sustain properties, and does 
not appear to cause unwanted 
whistling feedback when 
played at high levels. Although 
this is presumably some sort of 
psycho-acoustic effect, I was 
more pleased with the in-
struments natural, un-
compressed sustain when the 
pickup loading A/C network 
was connected across the 
switch tags. Finally, the Gib-
son Protector case in which 
the guitar was delivered is 
strong, and must have the 
most comfortable and well 
thought-out handle in the 
business. The case clasps are 
equally good, but almost any 
clasp can be damaged by really 
rough handling. As they are 

not a standard type, it may not 
be easy to find replacements in 
a hurry. I am sure Norlin have 
some spare clasps tucked 
away somewhere. I don't think 
it would do any harm to have a 
few of them in stock with Gib-
son dealers around the coun-
try, along with other guitar 
spares. I find it much easier to 
obtain most spare parts now 
than it was a few years ago, 
but it would be utopian to 
assume that all dealers con-
sider a comprehensive spares 
stock to be of vital importance. 
The more cautious of our 

readers may prefer to order a 
spare clasp in advance and in-
dicate tactfully that they would 
prefer to buy the spare clasp, 
the case ( and perhaps the 
guitar inside it), all at the same 
time. 
The Les Paul Artist is one of 

three " active" Gibson guitars. 
The other two are the RD Ar-
tist '79 and the ES Artist Ac-
tive. Personally, I like the Les 
Paul model better than the RD 
model, although I am sure 
many players would disagree 
and I look forward to the op-
portunity of reviewing the ES 
Artist in the not-too-distant 
future. 

Finally, this seems to be 
another of those guitars which 
lay down and sleep when the 
battery gives out. I am not too 
happy about that idea. I would 
prefer to see some form of 
bypass switch, even if it pro-
vides volume control only. Gib-
son have more confidence in 
musicians' memories than I 
have. 

Stephen Delft 

Instrument: Gibson Les Paul 
Artist 

Serial No: 73529656 
Scale length: 625mm 
String spacing at bridge: 51mm 
String spacing at nut: 35mm 
Fingerboard width at nut: 42mm 
Depth of neck at fret 1: 21mm 
Depth of neck at fret 12: 
25 1/2 mm 

Depth of neck at fret 15: 46mm 
Action as supplied: 1.2mm 
Treble: 1.9mm Bass 
Lowest recommended action 
under our standard 
conditions: As supplied. 

Frets on fingerboard: 22 
Body joins at fret: 18 on treble 
side 

Heel starts at/around frets: 12-13 
Typical body depth at edge: 
50mm 
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THIS CARD EXPIRES AUGUST 31st 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 maiibox. 
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745 
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771 
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797 

810 

823 

836 

849 

862 

875 

888 

901 

707 708 709 710 711 712 713 

720 721 722 723 724 725 726 

733 734 735 736 737 738 739 

746 747 748 749 760 751 752 

759 760 761 762 763 764 765 

772 773 774 775 776 777 778 

785 786 787 788 789 790 791 

798 799 800 801 802 803 804 

811 812 813 814 815 816 817 

824 825 826 827 828 829 830 

837 838 839 840 841 842 843 

850 851 852 853 854 855 856 

863 864 865 866 867 868 869 

876 877 878 879 880 881 882 

889 890 891 892 893 894 895 

Tell us about yourself. 

Are you a 

1 (2 Guitarist 2 0 Bassist 

3 O Keyboard player 4 0 Drummer 

5 D Brass/woodwind player 

6 D Singer 7 0 Sound engineer 

Your age 

A014-18 B D 19-22 CO23-29 
D 0 30-40 E 0 41+ 

Are you 

1 D Amateur 2 13 Semi-professional 
3 D Professional 

Is your technical knowledge 

A 0 Non-existent BD Fair C D Good 

DO Excellent 

Do you attend concerts 

1 0 Never 20 2 or 3 times a year 

3 0 2 or 3 times a month 

4 0 More often 

Did you get IM&RW from 
X OMusic store YO Newsstand 
Z CISubscription 

How much do you spend on 
musical instruments each year 

A 8200 -$500 BD $500-$1000 
C C1$1000 - $3000 

How much did you spend on 
your stereo system? 
10 $2004500 
20 860041,000 
30 $2,000-$3,000 4 CI $3,500 + 

Do you have 
10 cassette deck 2 CI reel-
to-reel 
30 both 

How many albums do you 
buy each month? 
10 less than 5 2 O 5-10 
30 10-15 4 D 15-25 

How much did you spend on 
your home recording 
equipment? 
10 less than 
$200 2 0 $2004400 
30 $50C-$1,000 4 0 81,500 + 

This card is invalid with more than 6 circles 
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NEW! MORLEY 

Bigfoot s\\„ 
power amplifier „go , 
has a big mouth e,s 
(It's a Volume pedal too!) 
This amazingly unique 8 pound, multi- purpose portable, 

amplifier-volume pedal shouts w th David-Goliath roars that 
slam the amplifier industry out of a decade of dolcrum copycat 

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

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

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

that range from the savage, snarlirg 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 into a club or outdoor arena as easily as you tote 

your cigarettes. Here's more that's new with 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 soLnd, soft 

distortion, hard fuzz_ 

• Snort circuit protection. 

• Overload indicator lamp. 

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

MORLEY 

Morley— the opto-electronic Lai/safe pec'als— 

no pots, gears, or batteries. 

6855 VINELAND AVENUE 

NORTH HOLLYWOOD, CA. 91605 

(213) 760-3140 

Send for our Free Catalog 

I Morley, 6855 Vineland Ave., 
1 No. Hollywood, CA 91635 

Name 

I Acdress 

City _ 

State 
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LOGAN Vocal Synth 

This machine has nothing to 
do with vocoders or Mellotrons 
— it really is a unique instru-
ment that attempts to repro-
duce the effect of a large choir 
singing in four-part harmony. 
Its price reflects the amount of 
new design technology and cir-
cuitry it contains, for this is not 
just a singing keyboard. It has a 
comprehensive three-oscillator 
monophonic synthesizer that 
includes solo and polyphonic 
presets. And to complete the 
line-up comes a string machine 
that converts to "church" 
organ, plus electric piano and 
harpsichord. A split keyboard 
allows different blends of these 
instrumental/vocal groups and 
a built-in mixer gives separate 
panning of each section in 
stereo. 

Quite some instrument at 
first glance, this one — and 
like several multi- layer preset 
machines, gets "better" to 
play as you learn to use it. 
Some unusual features too, 
which might tempt you one 
way or the other into buying 
the Vocal Synth. 

Construction 
The instrument is housed in 

a large sturdy case finished in 
standard Logan fashion with 
black vinyl covering and plastic 
corner protectors. One carry-
ing handle is provided, 
although the cabinet really 
needs two people to lift it 
without pulling your back out. 
The case is wider than most, 
measuring 40 1/2 " long, 21 1/2 " 
high and 13" wide. 
A chrome stand comes in a 

smart black leatherette case 

and screws together easily to 
support the instrument. Once 
the large retaining knobs are 
fastened at each end of the 
stand to the cabinet it is possi-
ble to tilt the instrument 
backward or forward for best 
playing position. This feature is 
useful, for the control panel is 
set at two angles and tilting the 
cabinet forward slightly 
enables the top controls to be 
seen more clearly. With the 

cabinet level the keyboard 
stands 30" off the floor. 

All the connections are 
grouped on the rear panel of 
the cabinet, with a detachable 
mains lead, fuse, illuminated 
AC power switch and standard 
jack sockets for left and right 
"stereo" outputs and a straight 
mono mix output. A separate 
foot pedal also plugs in here 
for controlling overall volume 
and piano sustain. 

Lifting the complete front 
keyboard and control panel 
reveals the main circuitry in 
one "computer" bus-board set 
up plus a very big power supp-
ly. Underneath the keyboard 
are reliable single contacts for 
producing the note- pitches 
and over the control panel area 
is the mass of wiring and com-
ponents for the synth section 
and control panel switching. 
The main "computer" pack 
has no less than 11 filter 
boards holding over 36 ICs on 
each plus another seven 
boards with a lot more chins 
for producing piano, string, 
organ tore and sound shaping. 
This daunting component 
count might lead you to 
suspect that some instability 
would arise in continued use. I 
can only say that I have been 
using the instrument for over a 
month with no trouble except 
for some distortion on a couple 
of presets due to incorrect set-
ting up and some initial tuning 
drift which surprisingly cured 

itself after a few hours use. 
The control panel consists of 

an upper section lying nearly 
horizontal and a vertical slop-
ing lower section. The single 
keyboard manual is split into 
two parts — the lower section 
ranges over two octaves IF to 
El and has its own slider con-
trols for piano and harp-
sichord, strings or organ, and 
SATB voices. The right hand 
section of the keyboard covers 
three octaves, having an addi 
tional octave that goes below 
the left hand section. This 
seems most unusual at first, 
for two-hand organ style play-
ing has to be done on this top 
part of the keyboard in order to 
get that lower octave. Accom-
panying middle and high range 
chords can be added on the LH 
section slider presets to add 
choral and instrumental 
sounds against the upper sec-
tion. The right hand part of the 
keyboard has the same sounds 
as the left, but uses its own set 
of controls so that different 
textures can be obtained by us-
ing alternate ends. 

I must admit this control 
panel was not what I expected 
— having imagined that the 
vast array of controls was for 
making glorious choral 
sounds, I found that all the up-
per section sliders and 
pushbuttons were in fact for a 
mono/poly synth that works 
on the upper half of the 

keyboard. 
The basic choral sound is 

preset and is selected from a 
mixer section located in the 
middle of the upper panel bet-
ween the synth controls. There 
are pushbuttons for choosing 
piano, strings, voices or synth, 
separately or together. Strings 
can be converted to a rich 
church organ sound at the 
touch of another button and 
three different vowel sounds 
can be selected for the voices. 
Four sliders give left- to- right 
output panning of these sec-

 _,tions and a main volume slider 
is also provided, plus a couple 
of holes for screwdriver adjust-
ment of output impedance and 
overall pitch. All the sliders are 
coloured bright red, yellow or 
blue with chrome and red 
pushbuttons. The panel itself 
is of black coated metal with 
clear white labelling. 
Above the keyboard are 

three thin metallic strips that 
give pitchbend and vibrato 
delay control by touching the 
upper/middle or middle/lower 
strips with a finger. They are 
close enough to be done by 
either hand during playing. 
The "pitched" effect is the 
most useful, giving an instant 
drop of up to a tone ( using the 
depth control), finishing with a 
gradual rise back to the original 
note taking up to four seconds 
(set by the time-bend slider). 
The vibrato delay works on the 
synth section only. 

Piano section 
The left and right piano sec-

tion each contain four sliders 
for mixing 16' 8' piano, honky-
tonk and harpsichord. The 
piano sound is a little woolly, 
with the characteristic piano 
sound envelope making it more 
like an electric than a tradi-
tional acoustic piano tone. 
Mixing the two pitches gives a 
good solo or arpeggio sound. 
Honky-tonk is the usual "piano 
with upper harmonics added", 
and harpsichord has the cor-
rect dry sound envelope but is 
not bright enough for my lik-
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ing. Piano sustain is con-
trollable from the panel or the 
foot pedal by tilting the foot 
against a side lever. 

String section 
A choice of violin or viola to 

blend together, with a rich 
phasing effect built in. Two 
further sliders control attack 
and sustain (or "release") 
times. Since control times are 
becoming more critcal when 
choosing string machines, I 
will mention that attack simply 
takes the edge off and sustain 
gives up to four seconds decay 
after release of the note. 

It's an acceptable string or-
chestra sound with quite a lot 
of high tone present on violin. 
When played on the right hand 
keyboard section, the viola 
makes a usable cello sound in 
the lower octave. Pressing a 
control button marked 
"organ", removes most of the 
phasing to give an impressive 
church organ effect that will 
add depth to any kind of music 
played on this instrument. 

Voices 
Well, this is the one you've 

been waiting for — I hope! It's 
not what you expect — that's 
for sure. This section gives a 
fascinating new sound that will 
make a choral backing reminis-
cent of Rick Wakeman's 
Journey to the Centre of the 
Earth. It is at its most convinc-
ing when used sparingly and 
with frequent changes of 
Soprano, Alto, Tenor and Bass 
combinations. I like to change 
the vowel sounds as I play — 
there are A, 0, and U sounds 
available. "A" is by far the best 
— you can even make the 
"Hallelujah" from Handel's 
Messiah by jiggling the but-
tons! 
The bass voice has to be set 

quite low and works on the 
lowest note played. The other 
voices work on all notes. Bass 
can also have portarnento from 
the synth section. Using the 
attack, accent and sustain con-
trols gives some very in-

teresting souna envelopes — 
just like emphasizing a word 
when singing and its long 
release gives its own kind of 
sustained reverberation effect 
that is very good. The voice. 
section also benefits from pitch-
bend, producing rising 
voices that slide up to a sud-
den accent. The unusual 
sound of the voices has been 
obtained by a lot of clever 
filtering in the circuitry and cer-
tainly provides a unique sound 
for the keyboard player to use. 

Mono and poly synth 
The top three octaves of the 

keyboard make use of all those 
controls across the top panel 
to bring in mono and poly 
synth sounds. The synth sec-
tions can either function in 
preset or free mode, with 
mono working on the top note 
played. 

There are two polyphonic 
preset buttons selecting 16' or 
8' brass. The 16' preset pro-
duced some distortion due to 
overloading the next stage, but 
was easily corrected internally. 
It does, however, make a point 
that progressively adding sec-
tions together can produce 
overload in the final output 
mixing stages, so levels need 
to be kept off maximum. These 
brass sounds are very good, 
with a characteristic oo-wah 
filtered tone, playing on up to 
seven notes at once ( as do all 
sections on both halves of the 
keyboard, except mono 
synth). Monophonic presets 
are Guitar, Clarinet, Horn, 
Oboe and Violin which enable 
some pleasant contrast of solo 
melody against the piano, str-
ing and voice sections. You 
can press more than one but-
ton at once for some rather 
peculiar combinations and the 
LFO controls can operate on 
the presets. 

In Free mode (at the press of 
a button), a versatile three-
oscillator mono synth is 
available for creating your own 
solo sounds. The Poly swit-
ches over too, but just gives 

16' and 8' pulse pitches with 
on/off organ touch, which is 
fed into the VCF and the VCA 
along with the three mono 
oscillators and a noise 
generator. 

It would take me too long to 
explain all the permutations of 
sound obtainable from the 
mono synth controls so I will 
point out the most important 
features. The oscillators are 
neatly grouped, with the 
"Master Oscillator" selecting 
32' 16', 8' or 4' pitch that can 
be sawtooth or squarewave. 
Oscillator 1 also has the same 
pitches and a tuning adjust-
ment over more than an oc-
tave. Oscillator 2 is the same as 
Oscillator 1 but with 16', 8', 4' 
or 2' pitch choice. All three 
have control of the "duty 
cycle" ( or pulsewidth) of the 
squarewave output. A "sync" 
button locks osc 1 and 2 onto 
the pitch of the master 
oscillator enabling chords to be 
preset and quickly changed to 
unison. The noise generator 
gives a good white or pink 
signal and portamento can be 
set for the mono synth (and 
bass voices). The VCF is a low-
pass type with ADSR controls 
and "emphasis" ( or 
resonance) taking it into 
oscillation if needed. The 
VCA also has ADSR sliders 
and " overall amount"and 
volume controls. Triggers can 
be single or multiple and a 
keyboard follower can be 
brought in to open the filter for 
balanced harmonics over the 
three octave key span. 
The LFO section operates on 

the pitch of poly, mono and 
presets to give vibrato which 
can be delayed automatically 
or by using the keyboard strip. 
Oscillators 1 and 2 can be 
modulated by a squarewave, 
as well as a trianglewave, for 
obtaining rapid pitch jumps. 
Finally wah-wah and tremolo 
effects can be obtained by 
switching the LFO to the VCF 
and VCA. LFO speed can be 
over 100 cycles per second for 
buzzing ring modulator kind of 

effects. 

Summary 
The instrument is well made 

internally, although the 
smoothness of the sliders 
varied on the panel. Despite 
the rather heavy weight of the 
cabinet, the stand was safe 
and rigid in use. 
The sound of the Vocal 

Synth is, in a word, powerful 
and will provide a basic or-
chestral and choral backing for 
a group, with a good solo 
synth included as well. The 
mono synth alone is quite 
special because of its ability to 
make three-note chords in 
parallel from one note. The in-
strument can be played entirely 
on its own for the solo 
keyboard player, although I like 
to use a pedal board as well. It 
would be useful if the lower 
keyboard could be switched to 
give the instrument its full five-
octave note range. The stereo 
facility is useful, not just for 
panning but for sending say, to 
the left fo, echo treatment and 
right for straight. 
When this instrument first 

came out at Frankfurt last year, 
there were a lot of inquisitive 
onlookers including Rick 
Wakeman, Pink Floyd and 
Manfred Mann. Some terrific 
blends of sound can be obtain-
ed but settings of controls 
have to be learnt first. Sound 
output naturally has some hiss 
with all those ICs but the high 
signal output level overcomes 
this. I've heard a few in-
struments with better pianos 
or better strings but when con-
sidered as one machine there is 
a lot going for this one! 

Mike Beecher 

Mike Beecher is a musician and 
keyboard consultant. He com-
poses and performs his own 
electronic music using multi-
keyboards, in a style based on 
his wide experience of pro-
gressive jazz and classical 
music. 
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Meet the Original 
Stanley Screamer 

It all started with an idea: build a professional sound 
reinforcement system that would knock your socks off, 
yet survive the rigors of the road. 
Now we don't want to leave you barefoot, but we do want 

to make an impact on your ears... and your performance. 
Stanley Screamers do just that. 

How'd they come about? Stan Miller of Stanal Sound bd. 
developed the concept. Then Altec Lansing took that 
concept and breathed life into it, creating the Stanley 
Screamers— state-of-the-art in sound reinforcement! 

There are eleven models in all, from the small slope 
monitor to the huge dual sub-woofer system, with 
everything in between. 

Burbank Studio Center 
301 North Golden Mall 
Burbanei, CA 91502 
(213) 842-8191 

Pro Media 
185 Berry St., Suite 3865 
San Francisco, CA 94107 
(415) 957-1383 

Stanal Sound Ltd. 
816 E. 25th St. 
Kearney, NE 68847 
(308) 237-2207 

WMT Music 8 Sound 
931 Blairs Ferry Rd. 
Cedar Rapids, IA 52406 
(319) 395-6000 

AAA Swing City Music 
1312 Vandalia 
Collinsville, IL 62234 
(618) 345-6700 

AST (Audio 
Speaker Technics) 
281 Church St 
New York, NY 10013 
(212) 226-7781 
(212) 925-8149 

Britro, Inc. 
21-29 45th Rd. 
Long Island City, 
NY 11101 
(212) 729-0600 

Dimension Five 
Sound Co. 
24 A. 3rd St. 
Womelsdorf, PA 19567 
(215) 589-2546 

Quantum Audio Inc. 
290 Park Ave. South 
New York, NY 10003 
(212) 260-2300 

Adrian's Electronics 
982 Lower Main St. 
Wailuku, HI 96813 
(808) 244-5922 

John J. Harding Co. 
2825 Valena St 
Honolulu, HI 96819 
(808) 836-0944 

Abadon-Sun Inc. 
/0330 Kotzebue 
P.O. Box 6520 
San Antonio, TX 78217 
(512) 824-8781 

Features? How's Altec Lansing's latest: Mantaray horns, 
Tangerine Radial Phase Plugs and LF Series Loud-
speakers! Three reasons why the Screamers blow away 
their competition. 

Plus they're super-rugged. Built from non-resonant 
plywood, covered with fiberglass—they're impervious to 
ham-fisted roadies and cross-country tours. 
What else makes Stanley Screamers special? The 

company they keep! Stan and the Screamers have backed 
such folks as Neil Diamond, John Denver and Pink Floyd, 
to name just three 

Stanley Screamers...they're one tough act to follow. 
For more information about Stanley Screamers, contact 

Altec Lansing or one of the Altec Lansing Professional 
Sound Dealers listed below. 

Crossroads Audio 
4535 McKinney Ave. 
Dallas, TX 75205 
(214) 528-0600 

Sound and 
Communications, Inc. 
5466 North State 
Jackson, MS 39206 
(601) 982-2080 

Multi- Sonus, Inc. 
1099 Jay Street 
Rcchester, NY 14611 
(716) 436-7330 

1515 S. Manchester Ave. 
  Anaheim, CA 92803 

Circle 751 on Reader Service Card 

ALTEC CORPORATION 



LOOK 
WHO'S 
PLAYING 
GRETSCH 

When two Superstars 

get together, watch 

out! Roy Clark and his \IIM»• 

Gretsch Super Axe 
Model 7681 are now pickin' 

up a storm all over the 

countryside. Catch Roy at his 

next appearance and you'll see 
how Superpicker makes his 
own Great Gretsch Sound. 
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WESTBURY 1005M $430 

"Due to severe deadline 
pressures and complicated in-
ternational logistics, several in-
accuracies cropped up in Dave 

Mann's revim of the West-
bury Model 1005M amplifier 
which ran in our May issue. 
The amplifier in question, a 
compact bass amplifier, was 
unintentionally tested as a 
guitar amplifie, and the fact 
that this unit was intended for 
the moderately- priced market 
was not brought out. Speci-
fications as listed were incor-
rect. Because Df this, we are 
running the reviews again with 
all of the factual errors cor-
rected so that you may make a 
more objective judgement 
about this ampifier." 

The Westbury series of 
Amps were designed without 
several non- essential frills and 
is intended to be a good value 
for this price range. 

W
estbury is a' name 
that is fairly new to 
me so I was rather 

intrigued when the opportunity 
arose to test a couple of their 
amps. There are two models 
on test both combination 
amp/speaker units and both 
with 100 watts output. 

The first unit is the West-
bury model 1005M single chan-
nel 1 x 12 combo. ( This is the 
smaller brother of the 1000 
2 x 12 combo.) Considering 
that this combo delivers in the 
region of 100 watts it is very 
compact, in fact it is approx-
imately 18 inches square and 
10 inches deep. 

Being so small and with 
such a hefty output, the 
cabinet has to be rather 
carefully constructed. The 
single 12 inch speaker is front 
mounted into a completely 
sealed box constructed from 

-inch chipboard. The 
amplifier chassis sits on a shelf 
in the top sect.on of the box 
which is open both front and 
rear — to the front for the con-
trols and to the back for the 
heat sink. The cabinet itself is 
finished off with a tough 

coarse grained black vinyl and 
corners are protected. 
A very sturdy carrying han-

dle is provided in the top panel 
center — very necessary as 
you will appreciate, the combo 
itself is no lightweight. The 
speaker is protected by a rather 
Fenderisn fret ( very neat in 
silver and black) which is stret-
ched across a sub-framework 
held in place with Velcro strips. 
Finally, four nylon non- slip feet 
are provided instead of the 
usual castors. 

Next, on to the amplifier 
chassis. This is quite a com-
pact unit measuring only three 
inches high — but more than 
enough to allow good access 
to the sirgle row of front panel 
controls. This front panel is 
also tilted very slightly and as 
the top of the cabinet is cut 
away sharply, the access to 
and visibility of the controls is 
exceptional while still giving 
very good protection for these 
same controls. The back panel 
of this chassis is pretty well 
covered with two large ribbed 
heat sinks. At first sight these 
may appear to be a little 
overgenerous. However, the 
heat sinking is recessed well in-
to the back compartment of 
the cabinet and so is probably 
necessary. 
"The 1005M's output stage 

is protected both by internal 
and external fusing. Dur•rg 
'steady-state short' of speaker 
terminals, the external fuse will 
disable the amp. If the user 
should ' over- fuse' the unit, the 
internal tuse will disable the 
amplifier." 
The chassis front panel is 

rather neat and blends in 
tastefully with the rest of the 
amp, being finished in black 
with grey boxes outlined in 
white splitting up control func-
tions. The knobs are in black 
and white markings. 

From the left there are two 
inputs one high and one low 
sensitivity. Then a batch of five 
rotarty controls. These are 
(again from the left) volume, 
bass, middle, treble, presence. 

The volume control has a pull-
out switch for extra high fre-
quency boost. Finally, far right 
is a mains on/off rocker/neon 
switch. A captive mains lead is 
also provided from the back 
panel. 
The 1005M is quite versatile 

as a compact bass amplifier of-
fering an ample variety of tonal 
variations at an extremely 
reasonable price. Two inputs 
are provided and the controls 
are effectively laid out and to 
the point. Starting from left to 
right, the volume control can 
be pulled out for extra highs, 
giving the bass tones more 
definition and crispness, if that 
is to your taste. The bass, mid-
dle and treble controls all work 
well in terms of contouring the 
particular bass sound — I 
found the middle control to 
have the most pleasing effect, 
but that's personal taste. The 
presence control all the way 
over to the right, is also a 
helpful tool for further " defin-
ing" the bass sound you get. 
Overall', the sound of the 
1005M is warm and full with 
the flexibility to get that one 
crystalline, trebley sound 
favored by many young players 
nowadays. 
There were many favorable 

comments about the basic 
sound of the amp especially as 
it kept up in output level very 
well with several other 100 and 
150 watt units. The 12 inch 
speaker seems to be fairly effi-
cient and in a well-balanced in-
finite baffle enclosure gives a 
very nice bottom and — this 
probably accounts for the 
warm sound the amp achieves. 
Unfortunately, the one majo, 
problem is the weight of the 
unit. A lot of thick heavy chip-
board and heavy speaker 
makes the amp just a little un-
comfortably heavy for its size. 
A complete circuit diagram 

was provided with the unit, 
and I must admit to being very 
surprised at the simplicity of 
the electronics. Both pre-amp 
and power amp stages seem to 
use the bare minimum of 

devices and components — 
however, it does work very 
well so it would appear some 
thought has gone into it. 

According to the manufac-
turer, the output devices used 
in their 100-watt series are 
rated at 15 amps "continous 
current" and this ratting is ap-
plied to their vceo rating which 
translates to even more of a 
conservative "overload" abili-
ty. This method was chosen to 
ensure there would be no 
noticeable " clicks", thumps or 
compressing effects usually 
noted in amps using standard 
"short-circuit proofing" 
methods ( diode limiting, cur-
rent sensing, switching type 
etc). 

I think generally all who used 
this amp appreciated its looks 
and liked the easy accessibility 
of controls ( incidentally also 
easy to read) even though it 
did not provide extras such as 
reverb or sustain. However, 
one thing that was remarked 
on was that it appeared to be 
very well put together and built 
to last. 

J.- C. Costa 

Power Output 
102 Watts RMS at 2 per cent 
THD 

Power consumption: 
106 watts. 

Tone Controls 
Bass 40Hz range — 28dB 
Mid 900Hz range — 21.8dB 
Treble 10kHz range — 
23.2dB 

Presence 3kHz range — 
18Db 

Pull HI switch 10kHz - 
18.3dB 

Input Sensitivity 

Input sensitivity at 2kHz: 
Input 1 14mV) Input 2 

(8mV) 
Input Impedance: High 

(1000 ohms to 1 meg ohm) 
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WESTBURY 1000 $575 

T
his new amp from West-
bury is the stablemate of 
the 1005M combo re-

viewed in this magazine. It is 
very similar in appearance to 
the 1005M, being covered in 
black coarse-grained leather-
cloth and finished off with 
chrome corner caps with a 
rather nice control panel color 
scheme of grey, white and 
black. This combo differs from 
the 1005M in that it has 2 x 12" 
speakers instead of one heavy 
duty one, and a rather useful 
two-channel pre-amp, which I 
will explain more about later. 
The cabinet is constructed 

from 3/4 inch • chipboard 

throughout and is of the open-
back type of design. The 
chassis holding all the elec-
tronics is mounted inside the 
top of the cabinet with the 
front panel and controls pok-
ing through the front. A 
Hammond-type reverb spring 
is mounted inside the bottom 
of the unit and the twir 12- inch 
speakers are fixed in from the 
rear of the cabinet. As with the 
smaller 1005M, the speakers 
are protected by a rather smart 
speaker fret ( very similar to 
Fender-type fret) stretched 
across a framework held in 
place by Velcro strips. 
The combo is not especially 

large at 19" high, 28" wide and 
10" deep, but is not that light, 
being constructed of chip-
board. It is not surprising 
therefore to find a hefty carry-
ing handle mounted on the top 
with a set of four heavy duty 
castors for moving the thing 
around. 
The electronics section of 

this amplifier is quite in-
teresting as it incorporates 
footswitch operation of chan-
nel selection between the two 
input channels. 

Three inputs are provided, 
channel one 1/P, channel two 
1/P, and a special mix input 
where the channel selection 
footswitch is used. Channel 1 
has pre-amp volume and out-
put volume (labelled as pre and 
post volume) in order to allow 
controlled distortion as with 

The Westbury 1005M and (inset) the 1000 

otner master volume amps, 
with simple equalization com-
prising straight bass and treble 
controls. The pre-volume also 
has a pull out hi-boost switch. 

Channel two is designed as a 
"clean" channel and as such 
only has one volume control. 
However, in addition to bass 
and treble controls, a middle 
control is also provided. Final-
ly, master vo'ume and master 
reverb controls are provided, 
with a neon mains on-off 
rocker switch. 
A two-way footswitch is 

provided for switching reverb 
on and off and also for chang-
ing channels. 
A guitar plugged into the 

mix input is fed straight 
through to both channel on e 
and channel two. Plugging the 
footswitch into the back panel 
allows either channel one or 
channel two to be fed through 
to the power amp, depending 
on the setting of the foot-
switch. This allows, for in-

stance, a distorted sound to be 
set up on channel one and a 
clean sound on channel two 
witn changeover between one 
and two effected by operating 
the footswitch. 

In practice this is a very 
useful facility on stage, provid-
ed that a little time is spent 
mastering the various level 
controls in order to balance up 
channels. 
A cursory listening check 

using a '59 Les Paul reveals 
that the Westbury 1000 is a 
versatile amp with a warm 
mid-range overall sound and a 
certain amount of clarity at all 
levels and settings. The implicit 
EQ set-up of channel one 
allows the player to get a 
smooth even sustain with inch 
overtones. My only minor 
complaint is that it's hard to 
get a lot of " break-up" distor-
tion, even with the prevolume 
at 10, but that is a question of 
personal taste. Suffice to say 
that the Westbury distorts 

cleanly, an option which is 
becoming more and more 
popular. 
Channe two, optimal for 

Fender-style guitars, gives you 
that crisp, snappy sound that 
is an obvious prerequisite for 
cournry and certain new wave 
players, the three tone controls 
on this channel help expand on 
that basic sound without clut-
tering it up. The reverb unit is 
solid and efficient, if a little 
"crashy" at more forceful 
volume levels. 

Dave Mann and 
J.- C. Costa 

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. 
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ewe/Reek 
RICKENBACKER 4001 $750 

The emergence of the 
Rickenbacker range of electric 
guitars in the early Sixties, 
through the popularity of the 
bands using them, (such as 
The Beatles, The Byrds and 
The Who) provided the first 
real competition to the 
dominance of Fender and Gib-
son since the waning influence 
of Gretsch and Guild. The 
bass, especially, seemed to of-
fer the first real alternative in 
terms of sound and ap-
pearance to the established 
leaders, especially the almost 
standard Fender Precision. 

From its inception as a new 
instrument the bass was still 
only around 10 years old, and a 
light hangover still existed 
from its initial concept of trying 
to duplicate the sound of an 
acoustic bass from a much 
smaller fretted electric instru-
ment. The powerful middle 
and treble obtainable from the 
pickups and circuitry of a 
Rickenbacker allowed in-
novative and progressive bass 
players such as John Entwhis-
tle to be more audibly con-
spicuous than ever before. 
Later, he got together with 
guitar string manufacturer 
James Howe to produce the 
Rotosound roundwound string, 
one of the biggest single 
leaps forward in the progress 
of the bass guitar as an ac-
cepted leading voice giving ad-
ded clarity and cutting projec-
tion to any make of bass 
guitar. But before this, the 
Rickenbacker bass, along with 
the more " Duane Eddy" soun-
ding " Dan Electro Longhorn 
bass" stood out as the main 
alternative to the booming 
"Wardrobe" sound most 
bassists opted for. That grin-
ding howl is as distinctive to-
day as it was then, an outstan-
ding plus in today's rapidly ex-
panding technology. Thanks 
largely to Chris Squire the Rick 
has, I feel, become the stan-
dard alternative to the Fender 
Precision or Jazz bass, in the 
middle price range of the 
market. They were the first, I 
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believe, to offer a stereo, split 
pickup bass, and when this 
way through two separate 
amplifier sources, is at its most 
audibly distinctive. 
As I've stressed many times 

before, personal taste, and 
opinion, is extremely wide 
ranging on the subject of bass 
guitar sound and appearance, 
and I must admit to a purely 
personal, lukewarm attraction 
to the instrument, on both 
counts 'rom my first encounter 
to the present day. At the 
same time, I afford it a more 
than healthy detached respect, 
in that many top bassists con-
sider it ideal. 
An in-depth review would be 

pointless, as I'm sure all 
bassists, even the youngest 
novices, will know the 
established instrument pretty 
well, bLt perhaps a run down 
of its plus or minus points will 
be of some use. 

This 33 1/2 " new example 
seems shorter and better 
balanced than the earliest 
models, and the slim, almost 
parallel neck is easily playable 
everywhere except at the 
lowest 1st position. Here, at 
the back of the neck im-
mediately under the first fret 
position, and annoying lump, 

or heel, of the head joint gets 
in the way of the thumb of the 
left hand. This feature, as well 
as the overall black polyester 
(?) covering of the head and 
back of the neck, as well as the 
body, considerably cheapens 
the look as well as the feel of 
the instrument. It gives me the 
impression of a cheap copy, of 
this pedigree guitar. The white 
plastic scratchplate and head 
nameplate, heighten this 
cheap effect, which is a 
shame, because the light sun-
burst finish on earlier models 

seemed to give the instrument 
much more class. 

Triangular mother of pearl fret 
inlays and predominantly 
chromed hardware, visually in-
dicate the real quality offered, 
but in the light of the advanc 
ing standards of the better 
copy makes I feel Ricken 
backer, and some of the other 
original leading manufacturers 
for that matter, should con-
centrate a little more, on stay-

' ing ahead of the pretenders in 
both the appearance and finish 
of their products. 

All the features of the one-
piece bridge and tailpiece ar-
rangement are functionally ac-
ceptable apart from the string 
dampening mechanism ( on 
this example at àny rate). Two 
downward, chrome head, 
finger adjustable screws raise 
or lower a piece of black rubber 
located under the strings, just 
in front of the bridge. The only 
trouble was that I couldn't 
physically adjust the screw 
nearest the bottom E suffi-
ciently to raise the rubber 
enough, to make contact with 
the bottom two strings. 

Another slightly off putting 
feature is the plastic, chrome 
covered back pickup guard 
which is by no means easy to 
detach if required. 

Initially, I thought it was a 
development of the 



limos mimes iimeis 

"Horseshoe" over the top of 
the strings pickup of earlier 
Rick basses, as it seemed to be 

height adjustable. Closer 
scrutiny reveals that it is simply 
a guard, directly connected, on 
spring mountings to the base 
of the back pickup, and the 
height adjustment is obviously 
intended for the under string 
pickup, and in turn raises or 
lowers the guard by the same 
amount. To detach it, you have 
to completely remove the 
pickup assembly, an un-

necessarily fiddly job in my opi-
nion. Its location in relation to 
the right hand playing position 
causes more of an obstacle 

than an aid to a great many 
bassists I feel. Especially pick 
players, who need to dampen 
as well as pluck strings with 
the right hand. The failure of 
the rubber dampening arrange-
ment on this particular bass 
tends to highlight the 
relevance of my last comment 

even more. 
The pickups, and conven-

tional passive tone control cir-
cuitry with one volume, one 
tone pot for each pickup, and 
three toggle switches, seem as 
effective as ever, and two out-
put jack sockets marked " Rick-
o-sound" or "stereo", and 

"standard", effectively provide 
those alternatives. 
The 20 fret neck has an inter-

nal truss rod, with adjustment 
behind the nameplate, on the 
head, and the fingerboard is 
coated with rather a thick 
covering of clear varnish, 

another cheapening trait I feel. 
One of the best features of 

the bizarre body shape is the 
extreme bottom cutaway, 
allowing unimpeded access to 
the top 20th fret. Rear body, 
rounded edge contouring 

made the instrument comfor-
table to hold and play, but 
overall I must admit to a slight-
ly disappointed feeling about 
this particular bass. The first 
Rickenbacker stereo bass I en-
countered was brought over to 
Britain by Tommy Roe's back-
ing group "The Roemen", later 
to become "The Sir Douglas 
Quintet" in 1965. I was a 
member of the opening band 
on the tour, and their bass 
player played a beautiful red 
sunburst model, with ornate 
black-white piping designs sur-
rounding the body, and what 
seemed to be an extremely 
long but playable neck. It was 
the first time I'd heard that 
honky, middley growl at first 
hand, and he used it to great 

effect on their opening in-
strumental version of the old 
surfing classic "Wipeout". The 
two bar, semi quaver gliss that 
comes at the end of each 
main melodic statement really 
stood out and even though I 
knew then that it wasn't my 
personal ideal choice that bass 
certainly seemed something 
special. 

Today, the modern Rick 
bass still retains a certain 
distinctive magic, the most re-
cent example of its individuali-
ty being heard on The Jam's 
"Going Underground". That 
hollow, haunting, biting but 
"ballsy" sound quality is there 

still. But as an overall product I 
think it has lost much of its 
charisma — for me at any rate. 
Like Mr Leo Fender, Mr Adolf 
Rickenbacker, who died 1976, 
would possibly not be corn-
pletelv satisfied with the most 
recent examples from the pro-
duction line. 

For all that, a Rick is still a 
Rick, and despite the 
aforementioned personal 
criticisms, is probably as valid 
as ever in the rapidly enlarging 
spectrum of bass guitar 
choice. 

Jim Rodford 

Tru-Tone 
Ear-Phone 
Acoustic Tuning & 

Playing Aid 

shipped COD 

P.O. Box 31A.1 Det:::::fris' 
Dana Point CA 92629 
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THE PROFESSIOTIRLIS ALTERhRTIVE 

COMPARE OUR PERFORMANCE, SPECIFICATIONS, AND PRICE! 

FEATURE BIAMP 
1642/2442 

YAMAHA 
PM/1000-16/24 

Equalization 4 Bands 3 Bands 

Cross Talk 
adjacent inputs (u, 1Khz 
input to output (a) 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 
Eacn to include parr, assign 

to subs, or direct to left 
and right main. 

NONE 

mLst 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 post, one 
switchable pre or post 2 - both prefader post ED. 

Line Input YES NO 

Signal to Noise Ratio Better than 80dB 61dB 

Total Harmonic Distortion 
(Line Input) 

Below . 02% 
20 - 20Khz 

Below . 25% 
20 - 20Khz 

Frequency Response ± 1cB 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 chine's 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 

+ 48 volt phantom power YES YES 

Switchable Metering YES YES 

Playback Inputs YES YES 

Input Cnannel 
Mic Inputs 

Line Inputs 
Channel Patch In 
Channel Patch Out 

Transformer balanced 
16/24 
16 

16 Prefader 
16 Prefader 

Transformer balanceo 
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) 

Circle 769 on eader Service Card 

Please send me a free operating guide to the 1642 
along with a list of my nearest Biamp dealers. 

Name  

Address  

City State  

Zip  



MORLEY Bigfoot Power Amplifier $299-95 

Several years ago, when I 
was writing for another 
publication named Gig 
magazine, I dubbed the Morley 
series of pedals the " Rolls 
Royce" of volume/effects 
pedals because of tneir ex-
cellent standards in craftsman-
ship, the flexibility built into 
each unit and the sheer feeling 
of mass and quality that 
permeates each one. Judging 
from some of their recent pro-
ducts, most notably the 
Bigfoot power amplifier pedal, 
the phrase still applies. 

Like all Morley pedals, The 
Bigfoot is a solid, substantial 
unit with the controls laid out 
in a streamlined, logical 
fashion. But it's the operative 
concept here that's really in-
teresting. The Bigfoot is ac-
tually a power amp within a 
pedal configuration — it can 
be used as a single amplifier 
directly into a speaker (4-16 
ohm), as a master volume con-
trol function for remote 
amplifiers, or simply as an ex-
cellent volume pedal in the 
traditional sense. 
The controls are fairly direct 

and easy to suss out. Footswit-
ches on either side of the 
"heel" of the pedal control the 
treble and bass " boost" func-
tions. A "silent circuit" AC 
on/off switch is located at the 
"toe" of the pedal while three 
control knoos located on the 
left side of the unit further con-
trol the bass, treble and 
volume functions. Other extra 
features include a photoelec-
tric volume pedal control 
(much smoother than the stan-
dard mechanical travel, this 
should start a new trend!), 
short circuit protection and an 
overload indicator lamp ---
these last two features can 
provide valuable added protec-
tion during a live performance 
situation. 
With 25 watts RMS 

sinewave continuous ( or 50 
watts square wave), the 
Bigfoot has more than enough 
"crank" power for most play-

ing situations. Testing this unit 
through an Electro-Voice 8 ohm 

speaker ( the Morley folks 
recommend Electro-Voice or 
Eminence speakers, preferably 
in the 4-12 ohm range, but you 
can use most any speaker 
depending on the particular 
tonal coloration you want to 
get), I found the distortion 
modes to ultra- flexible and 
somehow different sounding 
than standard distortion 
devices or amplifier master 
volume functions. The tonal 
coloration seemed darked and 
much more all- encompassing 
or "total" ( that's the only way 
to describe it) than any fuzz 
box I've ever heard. The 
photoelectric function is 
smooth and quiet and the 
on/off function is virtual'y 
noise-free. 
As I said before, the general 

distortion parameters range 
from a tube type sound 
through soft distortion and on 
into hard fuzz — although 
there's nothing fuzzy about the 
sound. With a clean or clear 

sound, the volume pedal can 
give you that distinctive 
"swell" sound that makes 
Larry Carlton so recognizable 
on record, as well as 
establishing the overall volume 
levels throughout the se: o- the 
session. I didn't get a change 
to use the Big'oot unit in a 
recording studio situation : but 
a good friend who is a leading 
NYC session player told me 
that the recording response 
was " smooth, even and 
quiet." 
And all of th-s weighs in at 

eight pounds! A meaningful 
factor considerirg the weight 
of most power amplif'ers on 
the market today. Although I 
was somewha: hard-pressed 
(due largely to tinte considera-
tions) to examine every single 
aspect of this unit, the basic 
idea being the Bigfoot is in-
novative and just may open up 
a whole new realm of 
possibilities for the peda. unit 
as a basic triggering device. 

J-C Costa 
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Sound Lasers 
Sound Lasers are a breakthrough in acoustic 

transducer technology, as far advanced over 
conventional louqspeaker systems as lasers are 
over lightbulbs. The secret i the- J;esonant air 
column at the heart of each Sound Laers design. 
It contróls every aspect of thesound, as nd horn or 
conç ever -could._ 
Sbund Lasers produce soon-Crete's super-clean 

and era-nature They project th, full sótind 
tWoughout' the whole room- — eyeyy seat isf.a 
great sear. ;But they're Small,ec lighter and simpler 
than ordinky speaker systeMs. That's Why they're 
being designed into Ps from clubs,to:coliseums. 
used in amPlifi ition to( instruments ranging from 
guitars to synthesizerS, 4?ecifred for recording 
studio morittors, and eveiry other professional 
application - 

Are Sound Lasers designed through mathe-
matical 'analysis. or laboratory tests, or cámputer 
simulationS9,-AII of :Wiese, of course, but none of 
them has the last eivord on a new Sound Lasers 
design. We make the final decision by listening . . . 
and so should youl 

Transylvania Power Company 
260 Marshall Drive, Walnut Creek, California 94598 USA 4 

Circle 762 on Reader Service Card 

SESCOM PRODUCTS ARE 
MADE FOR YOU, 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 THROUGH 
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 HEAR THE DIFFERENCE! 

SESCOM, INC. 
Musical Products Division 
1111 Las Vegas Blvd. North 
Las Vegas, NV 89101 U.S .A 

e GET IINTC IDIULSAU CCNTIEADIL 

Professionals in more than 30 countries across the world agree that when you're talking about Pulsar, you're 
talking about the finest electronic lighting controls. Bands everywhere are making Pulsar their first 
choice, valueing Pulsar reliability as well as the artistic scope to create exciting lighting effects. 

Pulsar equipment is constructed to standards which meet the gruelling demands of life 'on the road', 
and can adapt to all mains systems in use throughout the world. 

Pulsar lighting control systems are completely versatile and are designed to be built up from a few 
thousand watts to systems of immense power handling simply by linking the units together. 

Bands all over the world are working with Pulsar. 

PULA R CONTROLS THE LIGHTING PROFESSIONALS USE 
PULSAR LIGHT OF CAMBRIDGE LIMITED 

HENLY ROAD CAMBRIDGE CB1 3EA ENGLAND TEL: ( 0223) 66798 

Circle 842 on Reader Service Card 
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More for your "Les" 
Z PLUSTmis really the only pickup 
for your Les Paul. It is unique; 
from its durable molded exterior, 
to its very efficient magnet/coil 
structure. Z PLUS is certainly not 
just another humbucker. This is a 
pickup made in a completely new 
way. 

The sound of Z PLUS is its 
own. A smooth, rich, warm voice 
that speaks clearly and distinctly 
with great strength. It can shout 
the heaviest chords, or whisper 
the most delicate phrases. Z PLUS 
responds lo your pick and your 
mind in a most satisfying way. 
Our worcis cannot truly tell you 

about the sound of the Z PLUS, 
so we urge you to hear it for 
yourself. 
Anyone familiar with a 
screwdriver and a soldering 
iron can install a pair of 
Z PLUS pickups in his Les Paul. 
The instructicns are simple and 
complete, including directions 
for 'coil splitting' using only the 
tone controls already in your 
guitar. 

Z PLUS is now available in 
three styles: 
Z PLUS STANDARD— 
to ieplace standard size 
humbuCkers. 
Z PLUS DELUXE— 
to replace small humbuckers. 
Z PLUS SUPEROCK— 
for all-out, very high output. 
The already famous Z PLUS 

Assembly offers guitarists 21 
complete switched combinations. 
This is the sensible way to get all 
the sounds with push-pull 
convenience. The Z PLUS 
Assembly features any two 
Z PLUS pickups and four Allen 
Bradley Omni switch pots. The 
2 PLUS Assembly comes fully 
wired and mounted on a brass 
grounding plate. Color coded 
wiring harness allows easy, 
convenient connections and 
installs directly into your Les 
Paul—replacing your old 
controls and pickups without the 
problems of drilling holes, mini 
toggle switches, or batteries. 

STANDARD 
DELUXE 

Z PLUS 
ASSEMBLY COMBINATIONS: 

When all four omni pots are 
pushed in your Les Paul will 
function exactly as it did before 
installation of the Z PLUS 
Assembly. 
Pulling out the following pots 
will perform these functions: 
RHYTHM TONE CONTROL— 
When this pot is pulled out the 
rhythm pickup is in single coil 
mode. 
LEAD TONE CONTROL— 
Pull this pot out and the lead 
pickup is in single coil mode. 
RHYTHM VOLUME CONTROL— 
Pulling this pot out does three 
things. First, the two humbucking 

pickups are connected in 
series (they are parallel 

when the pot is 
pushed in). Second 
the selector switch 
is bypassed 
(regardless of how 

the switch is set, both 
pickups will be on in series). 

Third, the rhythm pickup volume 
becomes a master volume control 
for both pickups. 

INTERNATIONAL DISTRIBUTORS 

LEAD VOLUME CONTROL— 
Pulling out this pot does two 
things. First, it puts the lead 

pickup out of phase in 
relationship to the front 
pickup. Second, it will 
select which coil is 
active in the single 

coil mode. 

Sound incredible? It IS, 
but hearing is believing! 

SCHECIER'S NEW "KROS-LOK"114 
BRASS TUNAMATIC: 
The bridge we have all been 
waiting for is finally here. 
Designed with smooth. 

rounded contours far comfort 
and good looks. Schecter's 
unique -KROS-LOK- design 
features individual adjustment 
and locking screws for each 
saddle. Precision fit with solid 
brass sustain make -KROS-LOK" 
a noticeable 
improvement 

for your 
"Les Paul': 

df 
d 

Ø Available in 
two models for 

- the Original or the 
new Nashville styles. 

See your SCHECTER Dealer or 
send $2.00 postage and handling 
for our beautiful new 16 page 
color catalog to: 

SCHECTER 
GUITAR RESEARCH 

Post Office Box 9783-GP 
North Hollywood, CA 91609 
Telephone (213) 782.3202 

AUSTRALIA Ram Music Trading Co.. 348 Punt Road. South Yana 3141 Yarra Melbourne. Australia (03) 267-4418. BsPhoLui Galama Guiar Customizing, Box 594. 
Groningen. Holland, 050-770-725. ENGLAND Chandler Guitars. 199 Sandy Combe Road. Kew. Richmond, Surrey, 01-940 5874. FRANCE Nashville Guitar Worksnop, 
18 Rue de Couai. 75009 Paris, France, 874-66-13,285-82-47. GERMANY Musik Schell, Postfach 1235. Bleichereistrasse 2,7336 lfhingen. West Germany (07161) 
38566. JAPAN Moon Corporation. IF Yamaguchi, Shoji Budding, 24-14 Ebisu 1-Chome. Shibluya-Ku, Tokyo, 150 Japan. SWEDEN Englund Musik AB. Boa 610. S-126 06 
HAGERSTEN Stockholm, Sweden 08 97 09 20. SWITZERLAND Zenker Musikinstrumente En Gros, Ch-4003 Basel Postfach, Feierabendstrasse 14-22, 061-229996 11, 

229997, Telex 64831. Circle 741 on Reeder Service Card 



Dudek 
ROGERS Garibaldi X-P8 $2044 

The history of the Rogers 
drum company is not par-
ticularly complicated. They are 
now owned by CBS and the 
drums are built near Los 
Angeles. Up until the late Six-
ties they were privately owned 
and located first in Cleveland 
and afterwards in Dayton, 
Ohio. 
As soon as I saw the Gari-

baldi set from Rogers I was 
anxious to try it for myself — 
mainly for the new XP8 shells 
but also because it's sizes are 
exactly the ones which I 
generally use; of course, the 
actual physical positioning of 
the drums within the set is 
completely different. Further-
more as you can see from the 
accompanying picture David 
Garibaldi has a completely uni-
que way of positioning (and 
mounting) his four cymbals. 

This set-allows him to reach 
all the sounds of his kit without 
excessive movement. To ac-
complish this tom tom-wise, 
he has a double row all 
mounted on one tripod- based 
floor-stand with a Memriloc 
holder, which has the usual tri-
ple facility to take the regular 
holder arms and one of 
Rogers' new mini dual adap-
tors. Which, incidentally are 
designed to take eight and 
10- inch diameter mounted 
drums, but which can be per-
suaded to accommodate a 10 
and 12. More of this handy 
device in the accessories sec-
tion. 
The floor-mounted drums 

are easy to play and very con-
venient to hit — I found rolling 
around the four of them from 
smallest to the largest a bit dif-
ficult, but I suppose given time 
it would come together easily. 
For normal tom plyaing 
though, with fills from the 
snare drum it was fine. (The 
only real problems I could see 
was that the more acute moun-
ting angle of the smallest toms 
resulted in their heads becom-
ing pitted). The four drums 
seemed agreeably stable on 
their stand and didn't 
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"bounce" unduly. The set-up 
picture in the Rogers' catalog 
seems to cheat a little because 
to play with the toms and ride 
cymbal in that exact position 
would necessitate very long 
arms and legs! 

The main department from 
the "good old" Rogers shells is 
their lack of glue rings and any 
Zolotone internal finish. Tradi-
tionally, drums could be made 
with r tinner shells if they 
had the strenghtening hoops 
(glue rings) "screamed" into 
each end. This helped to keep 
them round and, of course, 
strengthens them. ( Rogers 
shells were made with five-ply 
cross-laminated maple shells 
and five-ply maple glue rings). 
The new shells are formed 

from eight plies of maple, also 
cross- laminated, i.e. each in-
dividual piece of wood with its 
grain running at right angles to 

its neighbor. Because there's 
an even number of plies it's 
necessary to make the centre 
pair run the same way. This 
resulted in the inside and out-
side finish layers matching 
with their grains running 
around the shells. The bearing 
edges are chamfered quite 
sharply to give a more precise 
head setting, which is three 
plies in from the outside edge. 
The lamination joints are stag-
gered around the circum-
ference of the shell to avoid 
any weak points and these are 
at right angles to the shell edge 
(not like most of the newer 
manufacturers) at an angle to 
it. The interiors of the new 
shells are laquered very lightly 
— just enough to seal the 
wood. 
The sound of the XP8 shells 

seems to me to me to be a little 
deeper than the new ones, but 

I was only able to do my A-B 
test on a Power-Tone fitted set 
with Remo rough-coated Am-
bassador heads. The XP8 sets 
all have CS-type heads from 
Remo with a white spot with a 
black line pin-stripe around it. 
The sympathetic bottom head 
on all the wooden drums is a 
see-through Ambassador. 
Rogers claim the new shells 
give more volume which could 
be the case, because obvious-
ly, the less protrusions in a 
shell, the clearer the sound; so 
by taking away the glue rings, 
they might have added a little 
extra power. 

Tom toms 
Garibaldi's outfit comes with 

a five double-headed toms: 
8 x 8, 8 x 10, 8 x 12, 9 x 13, and 
16x 16 floor standing. The 
eight- inch drum has four 
"beaver-tail" nut boxes per 
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head, the ten has six — as do 
the other rrbounted drums — 
and the floor tom has 16 in 

total. All drums have Rogers 
square- headed tension screws 
and triple- flange counter-
hoops. None of the toms are 
fitted with internal dampers 
anymore, and in my catalog 
don't have super X external 
dampers on them. These toms 
all have Rogers' clear sound 
which I have always been par-
tial to — they do have strength 
and penetration but also a 
great deal of warmth. 

Bass drum 
The Garibaldi set has a 

14 x 22 inch bass drum with an 
XP8 shell and maple 
counterhoops sprayed black 
and inlaid with chromed, reed-

ed plastic. The 16 has 10 beaver-
tail nut boxes per hand, pres-
sed steel claws and tim-
pani type cold hand built 'T' 
handled tension rods which 
don't appear to have changed 
over the years in which I have 
always lived. I immediately 
tried the drum single headed 
and found it produced a good 
'thump' within just the 2" wire 
felt strip damper provided. Of 
course, packed with a pillow or 
a blanket tie drum sounded 
ideal for recording or miked-up 
stage work. With both heads 
on though, its got a nice round 
tone providing you fit one of 
the strip dampers to the front 
head too. The drum has a tube 
extending on the way down its 
diameter in the centre of the 
shell. This takes the cymbal 
arm down tube of the Garibaldi 
set, and is very convenient to 
push padding behind to over-
dampen the drum for heavy-
duty playing. I've mentioned 
this before the Rogers com-
pany maintain that their felt 
strip damper should be fitted 
not as normal across dead cen-
tre of the drum but to one side, 
about four inches from the 
hoop. This way the buzz often 
associated with central 
dampers is eliminated — try it 
and see if it works for you. 

Recently, I've been using 
Rogers cast hoop spacers on 
single- headed bass drum. 
These allows the player to 
replace his hoop and hardware 
and so and several pounds less 
to the drum to give even more 
weight to its sound. ( I find that 
even a head with a very large 
hole in the front tends to effect 
the sound adversely) so, the 
bass drum, like the tom toms 
has a very clear sound. 
As far as I can gather from 

the XP8 catalog the bass 
drums are only available in 
diameters of 20, 22 and 24. 
This is three less than were 
originally available. I've always 
been particularly partial to the 
18- inch Rogers bass drum. 

Snare Drum 
Like every bit in the 

catalog ( except for Head-
liner Four) this set has a 
Dynasonic snare drum. All the 
sets pictured have five inch 
deep shells but a 61/2 shell is 

available. This Dynasonic has a 
metal shell with 10 double-
ended cast out-boxes and for 
those of you unfamiliar with it 
in detail its history. It was in-
troduced in 1962 and uses a 
specially designed and unique 
cast aluminum frame built 
completely around its snare 
which keeps it taut at all times 
even when the snare is not in 
the "on" position ( so not 
touching the head). The result 
of this innovation is, of course, 
an "un-choked" snare drum 
sound with clear definition and 
next to no distortion. The 
brass shell is strengthened 
with five thin beads in the 
center and two deep from 
distorting out of shape. It has 
Rogers triple-flange hoops and 
a substantial, internal- batter-
head operating damper which 
has just had its control knob 
up-dated ( it looks slightly 
larger with a dimpled top and is 
also to be found with a milled . 
edge on the snare strainer). 
The strainer, is Rogers version 
of the adjustable sideways 
cam-locking unit favored by 

several of the other manufac-
tuers — but cast. 
As I mentioned last time I 

reviewed Rogers, the 
Dynasonic doesr't have a 
snare bed indentation in its 
bottom flange to accom-
modate its snare frame. It's 
because of this that the drum 
does not convert quite so 
readily to ordinary cord attach-
ed type snares. Becaue in my 
experience drummers either 
like or hate the Dynasonic, lots 
of guys have fallen "out of 
love" with the floating snare 
trame and endeavored to make 
it into a " Super ten" changing 
the unit to the unsophisticated 
20- strand snappy snares. 
These Rogers snares are not 
stretched but manufactured to 
seven coils per inch and not 
soldered but glued to their butt 
plates. (The heat used in 
soldering is said to weaken the 
coil and make them less resis-
tent.) The idea behind the 
Dynasonic is that nothing 
other than the snare wires 
touch the bottom head — not 
the cords or the snare butt 
plates which tend to deaden 
the response. Three years ago 
Rogers changed the bottom 
rim a little to enable complete 
uninterrupted key turns at the 
four snare-guarc positions. 

I personally like the 
Dynasonic and have had one 
for quite some time I know 
though that it's not 
everybody's "cup of tea". It's 
a crisp powerful drum but a lit-
tle more brittle than a Ludwig. 

This outfit as usual features 
Memriloc which Rogers have 
been using for the past five 
years or so. It's a system for 
adjusting height, angle and 

position on the drum set. In-
stead of the Swivo-matic fix-
tures we have much more 
substantial cast aluminum 
ones. 

Accessories 
The hi hat is art updated ver-

sion of Rogers' Supreme 
model. This one has a two-
piece cast aluminum foot plate 

and sadd e with two repace-
able joining straps to its 

ajustable spring, nylon-sleeved 
center-pull mechanism. This 
model naturally enough has 
Memiloc heighi adjustment, 
and in this case, the bottom 
cymbal support is made 1" 
diameter, chrome satin-
finished steel. ( This satin 
chrome finish is applied to all 
tubes in the areas where lock-
ing and adjustment are needed 
and gives added holding 
power.) This top tube had an 
extra larger and agreeable lock-
ing angle and on adjustable 
nylon bottom cymbal-seating 
unit which contributes greatly 
to the overall stability of the hi-
hat. 
The Supreme hi- hat stand at 

its normal maximum wouldn't 
extend high enough for me, for 
comfortable play ( with a multi 
tom tom set-up). But on leaf-
ing through an old catalogue I 
notice Rogers offer a 7" exten-
sion rod which would be the 
answer to that particular pro-
blem. The pedal's action is as 
smooth as silk and effortless. 
The Supreme bass drum 

pedal is, in concept, the same 
as the old Swivomatic but like 
the hi hat is almost completely 
made from cast aluminum. It 
also has a two-piece footplate 
and a new more positive way 
of damping itself to the hoop. 
It's a cam-activated clamp 
which tightens with an 
"L"-shaped bar. 

The beater is a double-sided 
egg- shaped affair futuristic 
and aerodynamic in shape, and 
macte of synthetic material 
lighter ban wood. A small 
piece of telt is stuck to the nar-
row end of the egg and the 
shaft is 5 16" in diameter and 
so less prone to bending and 
whippinp than normal. The 
sound from the "black jack" 
beater is amazing it really does 
give pinpoint definition to the 
sound ot any brass drum. I've 
been using now for a year or 
two ( but with a thinner Y8" 
shaft) which I was very surpris-
ed to break on a TV program 
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recently. 

The Rogers company have 
placed strengthening "blobs" 
around the pedals base where 
the beater axles height adjust 
ment is. The Memriloc cymbal 
stand also doubles as the base 
of the floor standing triple ( on 
double) tom tom steel. As I 
said earlier, the single tripod 
base has four drums mounted 
on it — the largest two are 
suspended via Rogers' normal 
bass drum mounted block 
which is lightly adjustable. The 
holder I'll reiterate is adjustable 
"L"-shaped arm which in 
Rogers case is more from 1" 
gauge tubular steel which is 
non-slip, satin- chromed. The 
fitting between tom tom and 
holder block is moveable on a 
vertical axis, like its German 
predecessors on a time tooth-
ed, spring- loaded axis, like its 
German predecessors on a 
time toothed, spring- loaded 
ratchet which is itself secured 
by a bass drum tensioner-type 
using bolt. The cast rachet arm 
has grooves cast into it to 
facilitate a more safe and 
positive vertical tom tom posi-
tion. 
The standard cast tom 

holder has a facility to hold up 
three mounted drums because 
of its three ratchet arm receiv-
ing holes bored into it. These 
holes are ingeniously engraved 
around their circumference 
with numbers like a clock. This 
is to ( quote) " Duplicate the ex-
act horizontal axis setting each 
time." It's known as Memri-
Dial. 
To set the holder up for the 

four tom toms in the Garibaldi 
style we replace the top arm on 
the ratchet with a " Mini- Dual" 
tom holder. This is a cast unit 
designed to fit on the top pair 
of a cymbal holder which has 
two unadjustable "Y" arms 
sticking from it. Because it's 
working on a ratchet, the angle 
of the drums is moveable but 
together. The drums fit to the 
twin arms in the normal 
Memriloc way and as I said 
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before, work well. They are of 
course, quite adjustable in 
their positions on the arms 
although I presume most 
players would position them 
until they almost touched. 
The Memriloc bass drum 

spurs are constructred from 
Rogers' normal one inch 
diameter tube which can be us-
ed with or without a rubber tip. 
These tubes have semi- circular 
diametric sections cut out of 
them at their end, which 
means the edges so. formed 
work like double spur à; which 
definately stop the drum from 
creeping. The spurs do work 
well but I'm not knocked out 
by their appearance. Their 
Memriloc holder block which is 
fixed to the shell is exactly the 
one used for retaining all the 
other tubes on the set. 

I saw the Rogers flat base 
snaredrum stand last time and 
commented on it then, but for 
new readers I'll run through it 
one more time. The stand is 
unlike anything they've done 
before. It's not an adjustable 
basket-type but instead has 
two fixed holding arms and 

one diametrically moveable 
one. The arms no longer have 
rubber tips but right angled 
aluminum brackets which 
locate into the recess of the tri-
ple flange hoop on the snare 
side. The are coated in non-

stick Teflon as are the two 
faces of the playing angle ad-
justment plates. For safety 
reasons the moveable retaining 
arm doesn't adjust too far, 
because it's possible to squash 
vour drum out of tune if ex-
cessive adjusting force is used. 
To accommodate different 

size drums Rogers have 
thoughtfully provided several 
alternative holes to locate the 
moveable right-angled 
brackets. The playing angle ad-
justment is adjustable on a 
splined ratchet tilter. The stand 
has a flatish tripod base but a 
more substantial one is 
available ( although not as stan-
dard). 
The cymbal stands on the 

set are unusual. To the ex-
treme right is a double set-up 
which is mount on a double 
tom tom stand where two rat-
chet arms actually locate as for 
the double tom toms. These 
"L"-shaped arms have one rat-
chet immediately above the 
holder block and another 
about eight inches or so above 
that, to send the top horizontal 
tube out sideways. Each " L" 
arm has one of Rogers' ac-
cessory clamps fixed to it and 
this accepts the top tilter-
section part of an ordinary 
cymbal stand. ( Rogers 
designate this top part of cym-
bal tilter rod assembly). This 
then is our double cymbal set-
up. The Garibaldi set also has a 
tom tom ratchet-type arm fit-
ted to the center of the bass 
drum via a Memriloc block. 
This ratchet arm is set at right 
angles but can be, course, at 
every angle — to this is fixed 
another accessory clamp and 
the same sort of cymbal tilter-
rod assembly. This is Rogers 
new style shell mount cymbal 
arm. 
The other sort of cymbal 

stand is set in the left hand side 
and is one of Rogers boom arm 
stands. ( I must say I don't see 
why it should be necessasry 
but there it is so I'll describe it 
for you). It has the normal 

tripod- type base with 
Memriloc at first, second and 
third stages. At the top of this 
normal cymbal stand is the rat-
chet which normally holds the 
tilter. However, with the boom 
stand the hlaf of the ratchet 
sandwich actually rivetted to 
the top tube has a clamp which 
a bass drum tensioner-type 
thumbscrew. This tube locates 
our old friend, the cymbal 
tilter-rod assembly. This one, 
however, has a Memriloc-type 
pipe clip fixed to it which 
located in the other half ( the 
main part) of the unit — which 
is fitted to a tube with a large 
cast counterweight shape like 
a bar of soap fixed directly to 
it. Anyway, the Rogers boom 
stand is stable enough without 
being over the top in weight in 
span. 

Conclusion 
The Garibaldi 1910 set I saw 

was plastic finished in Blue Mist 
194 which is one of only a 
dozen very professional-
looking finishes. All of them 
are highly acceptable and the 
wooden finishes like " Natural 
Maple" and " Californian 
Wine" are my favorites. I've 
said before and I don't mind 
saying again that the Memriloc 
system makes Rogers durm 
ideal to stand up to the rigors 
of heavy American touring. 
I've always found Rogers' 
drums stimulating to play and 
these latest XP8 drums are no 
exception. 

In my last review of Rogers I 
mentioned that several new 
things were in the pipeline but 
found it very difficult to tell you 
about them without getting 
everybody at the factory mad 
at me. I mentioned different 
sizes and lengths etc. and, of 
course, I hinted at these eight-
ply shells without the glue 
rings. Now all these things 
have come to pass and I sug-
gest you do yourselves a favor 
and like David Garibaldi check 
Rogers out. 

Bob Henrit 
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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-
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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. 
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Speeedteck 

Horn Flares 

Having devoted the recent 
Speakercheck series to com-
pression drive units, it is a 
logical progression to take a 
look at the various types of 
horn flares that are available, 
with which the compression 
drivers would normally be 
used. 

This month we shall concern 
ourselves with the smaller type 
of horn intended for use with 
compression drive units with 
the standard 1.362" x 18tpi 
throat entry, and next month 
we shall be looking at the 
larger types of horn as used in 
concert stacks, etc. 
The selection of the right 

horn for a given application is a 
very critical aspect of the 
design of any sound system. In 
fact, along with choosing the 
correct crossover frequency, it 
probably ranks as one of the 
main decisions that will either 
make or break the system. 
Even so, it is surprising to find 
how little reliable information 
on the performance 
characteristics of each horn is 
given in the manufacturers' 
literature. This is particularly so 
in the case of the polar 
response or dispersion 
characteristic, where it is not 
uncommon to find figures 
which are not qualified in 
terms of how many dB down, 
or at what frequency, they ap-
ply, and which would seem to 
have little in common with the 
measured performance of the 
horn under test. In short, they 
can be totally misleading. 
Another problem would 

seem to be that manufacturers 
are generally reluctant to 
recommend a crossover fre-
quency, preferring instead to 
quote the horn cut-off fre-
quency. Unfortunately, this is 
sometimes taken as the 
crossover frequency in the 
absence of any other informa-
tion, and as our results show, 
this could have disastrous con-
sequences in terms of blown 
diaphragms due to the fact 
that the horn no longer loads 
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the drive unit below its cut-off 
frequency, and also in terms of 
system response: One 
manufacturer actually quotes a 
recommended crossover fre-
quency that is below the horn 
cut-off anyway! 

While the tests we have ap-
plied are by no means ex-
haustive, it is obvious that we 
have stumbled into an area 
where there is a need for 
tightening up on specifications 
and for providing the 
necessary information to the 
user, so that the product can 
be used to its best possible ad-
vantage. 

All horns have shortcomings 
of some sort, and it is sug-
gested that these should be 
made known in literature as an 
aid to system designers, rather 
than be covered up in obscure 
specifications. In fact, we have 
reviewed some very nice horns 
in this month's tests and there 
is no need for this ambiguity. I 
begin to wonder if some 
manufacturers have even 
measured the actual perfor-
mance of their own products in 
certain instances, such are the 
differences between what little 
information is given and the 
actual performances 
measured. 

After a great deal of con-
sideration and conferring, it 
was decided to employ a com-
mon drive unit for all tests. The 
selection of the drive unit to be 
used was based on three main 
factors. 

(1) The unit needed to have 
the 1.362" x 18tpi screw 
thread entry, as this can 
be adapted by means of 
standard components to 
match practically any 
other throat entry ar-
rangement. Under no cir-
cumstances should a 
reverse taper be 
emp oyed, and this 
there‘ore ruled out the 
one- inch or two-inch 
flange mounting drivers, 
as these could not 

reasonably be reduced to 
fit the smaller horns. 

(2) The unit needed to have a 
usefully wide frequency 
response — preferably 
with a certain amount of 
peakiness so that any 
tendency for a horn to 
"ring" would be exacer-
bated. 

(3) A unit with a clean im-
pedance plot on which 
electrical resonances 
show up clearly, in order 
that horn cut-off frequen-
cies can be accurately 
located and other 
resonances identified. 

A careful inspection of the 
characteristics of the various 
compression drive units 
reviewed in the last issues 
revealed that the Vitavox GP- 1 
could have been tailor-made 
for our purpose, and Vitavox 
were also able to supply all the 
adaptors we would need to 
couple this to any of the horn 
flares submitted for review. 
The tests we conducted are 

as set out below. 

Frequency response 
In order to obtain some idea 

of the way in which the horn 
responds, we have plotted the 
usual sine wave response 
curve at an input power of 1 
watt to the GP- 1 drive unit« 
Although the actual response 
measured is mainly that of the 
drive unit rather than of the 
horn, we can, by comparison 
with the known frequency 
response characteristics of the 
drive unit, identify any areas 
where the horn's repsonse is at 
variance with that of the drive 
unit. On this occasion, we 
have not published the 
response curve because, on its 
own, it would be meaningless. 
Instead, we have interpreted 
the result in terms of whethe-
or not it generally agrees with 
the drive unit characteristics, 
and if there is any deviation, 
we point out the details. 

Sensitivity 

Although the actual acoustic 
gain of the horn flare could be 
measured in quantifiable 
terms, the process is too in-
volved and time-consuming to 
be used here. Instead, we have 
simply given the average level 
measured on the 1 watt sine 
wave plot used for frequency 
response purposes in the usual 
way. Although this again, has 
more to do with the 
characteristics of the drive unit 
than of the horn, it does show 
the difference between the 
various horns that we are in-
terested in. 

For example, if a level of 
102dB is given for horn X, 
while horn Y comes up with 
105dB, then we can im-
mediately see that horn Y is 
3dB more sensitive than horn 
X. The figure given must not 
be taken to imply that the level 
stated will apply with other 
drive units — it could very well 
be much better or much 
worse, depending upon the 
sensitivity of the particular 
drive unit used in your system. 
The figures are included for 
comparison purposes only and 
must be regarded as such. 

Horn cut-off 
This is the point in the fre-

quency scale below which the 
horn ceases to offer an 
acoustic load to the diaphragm 
of the compressor drive unit. 
Under no circumstances must 
any appreciable level of signal 
be fed to the drive unit below 
this frequency or serious 
damage to the drive unit 
diaphragm will be certain. This 
does not mean that the unit 
can be crossed over at the cut-
off frequency. As crossing 
over is a gradual process, there 
will still be considerably energy 
present for a whole octave and 
more below the crossover fre-
quency. 
As a rule of thumb, the 

minimum crossover point 



should be at least double the 
horn cut-off frequency. This 
will not only avoid damage, 
but will also remove the harsh-
ness always present in a 
horn near its natural cut-off 
point. We have measured the 
cut-off frequency from the fre-
quency response curve and 
looked for confirmation in the 
form of an electrical resonance 
on the impedance curve. If we 
are happy that the exact cut-
off point has been established 
we categorically state its fre-
quency. If there is doubt in the 
matter - for example, if a cor-
responding resonance cannot 
be found to support the 
suspected point - then we 
state that the matter is not 
clearly defined, and suggest a 
likely figure. 

Polar response 
This, of course, is the all-

important radiation 

characteristic, dispersion pat-
tern, etc. Call it what you will, 
it remains one of the most im-
portant factors in deciding 
which horn will be used where, 
and over what part of the fre-
quency spectrum. Because of 
its importance, we have 
measured the dispersion in 
both vertical and horizontal 
planes at four frequencies, 
each one octave apart, and it is 
these " polar plots" as they are 
called which we shall publish in 
respect of horn tests. 
As it is mainly the forward 

propagation which is of in-
terest, we have taken the front 
180° section of each plot and 
printed these with the vertical 
plot above the horizontal plot 
in each case. The curves show 
contours of equal sound 
pressure level at each of the 
four frequencies. In addition to 
this, we have tabulated the in-
cluded angles at each frequen-
cy where sound pressure level 

has fallen by - 6dB relative to 
its original level on the central 
forward axis of the horn. 

Recommended 
c:rossover frequency 

This information is included 
in the presentation as it is fun-
damental to the proper opera-
tion of a given horn and is all 
too often not included at all in 
trie manufacturer's literature. 
The figure is derived from both 
sets of polar response curves, 
nd also from the frequency 
response characteristic and 
horn cut-off point. Crossing 
over below the frequency 
recommended will result in in-
fringement of any or all of the 
following criteria: 
(I) crossover will be too close 
to the horn cut off frequency, 
resulting in unloading of the 
dcrive unit diaphragm and 
subsequent damage; 
12) crossover will be at a part 

of the frequency response 
curve where the horn has 
deviated from the drive unit 
response due to ringing or 
resonance; ( 3) crossover will 
be at a part of the polar 
response characteristic where 
little or no control over 
horizontal and/or vertical 
dispersion is available. We 

have taken great care to ensure 
that all these factors are taken 
into account, and recommend-
ed a crossover frequency that 
will allow the performance 
capabilities of each horn to be 
used to best advantage. 
The results of these tests are 

set out in the following pages, 
and having dealt with each 
sample in some detail, I do not 
intend to elaborate further. 
Readers will be able to decide 
for themselves which product 
will be best suited to their in-
dividual needs . 

Ken Dibble 

Grovepower TRF/570-NS 

Overall dimensions: 570mm x 177mm x 300mm depth 
Parameter Manufacturer's Rating Test Result 
Frequency Not stated Essentially as 
response drive unit to 

800Hz 
102dB averaged 
between 800Hz 
and 5kHz 

600Hz 600Hz 

Sensitivity Not stated 

cut-off 
frequency 
Polar response 100°H x 50°V 

unqualified 

Recommended Not stated 
cío 

This horn is the fore-runner of 
the many low-prices, molded 
and/or fiberglassed flat radial type 
horns now available on the market. 
It is molded in one piece from 
polyurethane foam and a machine 
turned, threaded steel ferrule is 
molded into the neck to accom-
modate any compression drive unit 
having the 1.362 x 18tpi standard 
threat coupling. 
A similar horn, model 

TRF/570-1 is available for moun-
ting to compression drive units 
employing the JBL 1" three-bolt 
entry, and a third type, model 
TRF/570-2, for the JBL 2" four-

96°H x 150°V 
@1kHz, 120°H 
x 84°V@2kHz, 
85°H x 60°V 
@4kHz, 49°H x 
46°H x 46°HV@ 
8kHz, included 
angle at — 6dB 
points. 
1.2kHz min. 
12dB/oct. 
2kHz if vertical 
control is important 

bolt entry. It would seem that all 
three types have very similar 
characteristics, and we have 
therefore reviewed the most 
popular version. All three are in-
tended to be mounted by means of 
a front flange into a cut-out at the 
top of a loudspeaker enclosure or 
into a separate housing, although I 
would be loathe to mount one of 
the very large, heavy JBL units 
such as the 2440 — on such a horn 
without additional rear support. 

Acoustically, the polyurethane 
foam from which the horn is mold-

, Vertical , 

----:----

e 

ed is substantially dead and this 
probably accounts for its freedom 
from any serious ringing 
characteristics — the main excep-
tiona being a small peak in 
response at 3kHz which coincides 
with a secondary resonance. 
Otherwise, its frequency response 
plot virtually followed that of the 
drive unit down to 800Hz where, 
after some deviation, it fell away 
rapidly below the horn's cut-off 
frequency of 600Hz. The polar 
response characteristic, although 

•••: 

not unusual for this type of horn, 
exhibited a marked lack of control 
in the vertical plane at frequencies 
below about 2kHz, and in any 
event bears little or no relationship 
to the somewhat ambiguous 
figures given by the manufacturer 
in this respect. Even so, above 
both vertical and horizonal planes. 
Sensitivity is about average for a 
small horn. 
The product is nicely presented 

in a matt black finish and is ex-
cellent value. 
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2709 Neptune 27-band Spectrum Analyser 
Giving 27-bands of display in ldb and 3db steps, with built in microphone 
amplifier, and pink noise generator. Like all Neptune products, fully balanced 
at around half the cost of other anarysers. 

2710 Neptune Electronics 27-band Graphic Equaliser 
All solid rate giving 'ir octave equaiisation at a very low cost and giving 
considerably higher output anc improved performance ar any sound 
system. Also available in 10-band stereo and mono versions. 

342 Neptune Stereo Parametric Equaliser 
Anew addition to the Neptune range for whica we are sole UK agents. 
This superb equaliser gives 4 overlapping bands which can be separately 
switched ir, and giving broadband equalisation covering lie entire audio 
spectrum in one sweep, down to an extremely sharp notch filter. Balanced 
and unbalanced. 

GE60 30-band Stereo Graphic Equaliser 
The ultimate eutraliser with 60-bands on ISO centre frequencies from 
25hz-20khz, up to 20db of gain, fully balanced with minimally flat filters 
allowing the urit to be used as a ' all cut' or ' all boost' equaliser 

EC2, 3,4 Constant Phase Electronic Crossover. 
2, 3, and 4 way electronic crossovers switchable to standard frequencies. 

COURT 
35/39 Britannia Row London NI 8QH f;i 01-359 0956 

Telex:268279 BRITRO G 

Circle 830 on Readier Service Card 
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2710 

342 

GE60 

EC2, 3, 4 
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.WAIILABLE UPON HEQUEST 

IME1)1111q.1?ED RESPONSE 
The state-of-the-art in cmpression 

drivers has reached a new high. 

Pure Beryllium Diaphragms and sur-

rounds that are extremely lightweight 
and rigid result in unsurpassed high 

frequency response and sensitivity. They 

are bonded to edgewound voice coils 

capable of withstanding temperatures of 

up to 400°C (752°F) 

Computer-Aidec Design and Laser 

Holographic Analysis have provided the 

flattest response and phase uniformity, 

givinc the TD -4001 unirecedented 

intelligibility. 

Precision Machining and Assembly of 
the highest quality materials result inr 

dependable, predictable performance. 

The TD-4001 driver meets the require-
ments of the uncompromising profes-

sional. For additional information, 

contact: 

Technical 
 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 
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Vitavox 550/311C 

Overall dimensions 387rrm x 130mm x 330mm 
Parameter Manufacturer's Rating 
Frequency Not stated 
response 

Sensitivity Not stated 

Cut-oft 
frequency 
Polar response 

550Hz 

20° per cell unqualified 

Recommended 1kHz@ 12dB / oct. 
c/o 

This is a superbly made 
miniature version of a genuine 
multicell horn. It consists of three 
separate square-section exponen-
tial horn flares combined into a 
common shell. 

The horn is certainly free of ring-
ing and self resonance down to 
2kHz and deviates only slightly 
below this — although the 
Grovepower TRF/ 570- NS is 
almost as good in this respect. As 
the results table shows, the 
horizontal control is exceptionally 
good, but so was the ASS420, 

depth 
Test Result 
Essentially as 
drive unit to 
800Hz 
104dB averaged 
between 800Hz 
and 5kHz 
580Hz 

88°H x 122°V@ 
1kHz, 72°H x 
120°V@2kHz, 
66°H x 50°V 
@4kHz, 68°H x 
34°V@8kHz, 
included angle at 
— 6dB points 
Above 1kHz@ 
12dB oct. 
3.5kHz if vertical 
control is important. 

which has a similar set of figures. 
In the vertical plane however, 
there is just no comparison bet-
ween the two, as the Vitavox 
three- cell maintains excellent con-
trol in this plane as well, while 
most other horns reviewed are all 
over the place at the all important 
mid band — the notable exception 
being the RCF4823, which, if 
anything offers better control in 
the respect. However, while the 
4823 relies on coloration for its 
higher sensitivity figures, the 
three- cell does not, and is certainly 

!KHz ; 8KHE 

Vwical 

,c. 
the most sensitive of all the horns 
tested. What then can we make of 
all this by way of a summary? 

Put simply, the multicell seems 
to combine ad the better points of 
all the horns included in this review 
and suffers few, if any, of the 
disadvantages associated with the 
more usual designs. Therefore, we 
must agree that it works. But these 
benefits obtained must be weighed 

n 
against the very high price - 
almost five times the average price 
.of the other horns reviewed. By 
careful selection of crossover fre-
quency, maybe the application of 
some acoustic dampening here 
and there, and by careful selection 
of the right horn for the job, an 
almost equal performance can be 
obtained using less sophisticated 
products. 
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Parameter 
Frequency 
response 
Sensitivity 

Cut-off 
frequency 
Polar response 

Speceedeck 
ASS is a British company 

without a formal US distributor, 
however, by circling the reader en-

ASS TRF/570-S 

quiry number on the reader en-
quiry form information about the 
product(s) will be mailed direct. 

Overall dimensions: 570mm x 177mm x 300mm depth 
Manufacturer's Rating 

Not stated 

600Hz 

100°H x 50°V 
unqualified 

Recommended Not stated 
do 

Except that it is layered up in 
Fiberglass instead of being molded 
in polyurethane foam, the ASS 
TRF/570-S is almost identical to 
the Grovepower horn model 
TR F/ 570-NS reviewed elsewhere 
in this issue, while the TRF/420-S 
is a scaled down replica. Both 
horns are nicely made, and have a 
substantial stiffening member 
down the top and bottom sections 
of the flare, which serves both to 
improve mechanical rigidity and to 
dampen resonances. A threaded 
steel sleeve is molded into the 
throat entry to reinforce the coupl-
ing with the drive unit, but this is 
not shouldered as in the 
Grovepower version. This results 
in the threaded boss of the drive 
unit couling being screwed against 
a Fiberglass shoulder when the 
unit is tightened, thefore putting 
stress on the Fiberglass to metal 
bond. Whether this is a weak point 
or not remains to be seen, but the 
Grovepower method certainly 
seems to be a better solution from 
an engineering standpoint. 

From a performance aspect, 

ASS TRF/420-S 

Test Result 

Essentially as 
drive unit to 
800Hz 
102dB averaged 
between 800Hz 
and 5kHz 
600Hz 
106°H x 194°V 
@1kHz, 104°H 
x 81°V@2kH , 
88°H x 62°V@ 
4kHz, 64°H x 
42°V@8kHz 
Above 1.5kHz® 
— 12dB/oct. 

both horns give a good account of 
themselves provided that the 
limitations are observed. Again, 
there is little vertical control below 
bout 2kHz in the case of the 507, 
or below 3/4 kHz with the 420, but 
above these critical frequencies, 
the horns behave very well indeed, 
and exhibit good vertical and 
horizontal control. Both horns 
deviate slightly from the drive unit 
frequency response: the 570 has a 
dip in response of about 5dB at 
1.2kHz, while the 420 has its dip at 
1.6kHz. These peculiarities do not 
seem to be related to any resonant 
condition and must therefore go 
unexplained for the time being. In 
any event, best overall results in 
terms of frequency and polar 
response will be obtained with 
crossover points above these fre-
quencies, and therefore these 
slight deviations will be of little real 
concern. 
While the 420 would seem to 

have the market to itself, the 570 
has a lot of competition — the 
Grovepower equivalent reviewed 
here costs less for a virtually iden-
.tical product. 

Overall dimensions: 420mm 127mm x 200mm 
Parameter Manufacturer's Rating 
Frequency 
response 
Sensitivity 

Cut-off 
frequency 
Polar response 

Recommended 
c/o 

84° H @ IkHz 
x160°V @ 2kHz 
88°H x 234°V 
@ 4 kHz, 88°H 84°V 
@ 8kHz 64°H 45°V 

depth 
Test Result 
Essentially as 
drive unit to 1kHz 
101dB averaged 
between 2kHz 
and 6kHz 
800Hz 

84°H x 160°H 
@1kHz, 88°H x 
234°V@2kHz, 88°H 
x 84°V@4kHz, 64°H x 
45°V@8kHz, included 
angle at — 6dB points 
3.5kHz@ — 12dB/oct. 

Vertical 

Circle 873 on Reader Service Card 

I Horizontal • 

1KHz 2kHz 
_ 

4KHz "KHz 

VIMPtied 

A 

Hodzonil , , 

11. 
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UNEQUALED PERFORMANCE 
Powerful Alnico Ring Magnets; select high 

Holo-

graphic enabled the product on of 

tolerances produce the strong linear fields 

necessary for demanding apolioations 

Computer-Aided Design and Laser Holo-

purity materials and precise machining 

true linear p ston motion assuring ow distor-

tion and controlled response. The resulting 

sound is smooth and uncolored at levels in 

excess of 120dB at one meter. 

High Power Voice Colis edgeiyound on four 

inch heat resistant glass fiber bobbins assure 

lonc-term dependability. 

Model TL-1601 is recommended where high 

level, low frequency sound is required. 

Model TL-1602 offers a carbon fiber blended 

cone and a wide 21 to 20001-1z bandwidth 

The TAD 15 INCH loudspeaKer meets the 

requiremerts of the urcompromising profes-

sional. For additional informatipn, contact: 

r, pi Technical 
  Audio Elavir.es 

A division of U.S. Pionee, Electronics Corp 
142 Redneck Ave., Moonachie, N J 07074 
(2011 440-8234 - Telex: 133484 PIC NERUSA MOON 
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RC F 4823 

Overall dimensions: 460mm x 248mm x 350mm depth 
Parameter 
Frequency 
response 

Sensitivity 

Cut-off 
frequency 

Polar response 

Manufacturer's Rating 
Not stated 

Not stated 

Not stated 

90°H x 40°V unqualified 

Recommended 400Hz 
co 

This is a nicely made cast alloy 
"sectoral" type.. Such a horn 
should not be confused with 
multicell types, as these are quite a 
different animal altogether and are 
usually very much more expensive. 
The directional control exhibited 

by this horn is surprisingly good. 
Although horizontal dispersion is 
not as wide as that of its com-
petitors the control provided by 
the horn is far more uniform. The 
same applies in the vertical plane, 
and even at 1kHz, the almost om-
nidirectional lobe evident on the 

Test Result 
Drive unit 
response 
modified by 
ringing 
104dB averaged 
between 800Hz 
and 5kHz 
Not clearly 
defined, but 
probably 500I- z 
78°H x lury 
@ikHz, 86011 
54°V@2kHz 
66'H x 46°V@ 
4kHz, 50°H@ 
40"V@8kHz, 
incfuding angle 
at - 6dB points 
Above 1kl-fz© 
12dB/oct. — 

molded/fiberglassed flat radial 
horns is considerably supressed. 
Also, while manufacturers persist' 
in ambiguity in respect of disper-
sion or polar response figures. I 
suppose that this comes are near 
as can reasonably be expected to 
the "90°H x 40°V" figure given. 
Unfortunately, however, there is 
considerable evidence of ringing 
resulting in the horn exhibiting a 
frequency response of its own 
rather than reflecting that of the 
compression drive unit. This is par-
ticularly apparent at 3kHz — which 

--;.: 
1kHz 

1KHz 2K14z 

IICH: 1kHz 

( Horizontal\ 

coincides with a secondary 
resonance at which point a peak of 
some 415dB is produced — and 
be,ow about 1.5kHz trte unit 
deviates noticeably. This is a 
shame as these characteristics 
spoil what would otherwise be a 
very useful horn. It would be an in-
teresting exercise to coat the ex 
tenor surfaces of the 4823 with 
bitumen or Acuplast to see 

whether these problems can be 
overcome by acoustic damping. 
The manufacturer's recom 

mended crossover frequency, of 
course, is utter nonsense, and 
should he totally disregarded as it 
is below the natural cut off f re-
quercy. For best results, it should 
not be crossed over below 2kHz 
but you would get away with 
1kHz or 1.5kHz at a pinch. 
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This amp isn't getting a lot of 
attention... it doesn't need ¡t. 
The Crown PSA-2 is the most reliable high-power 
professional power amplifier you can buy at any 
price. One reviewer described it as " indestructible," 
since the PSA-2 accepts seemingly impossible 
loads, and unlike many other amp designs, will con-
tinue to produce useable output power. 

PROOF OF PERFORMANCE 
Crown engineers devised a simple test to show how 
the PSA-2 operates. Two flat metal bars are wired 
into the output circuit of one channel of the amp, 
with a music signal input. The other input is con-
nected to a 11/2 volt battery, requiring the PSA-2 to 
deal also with a DC signai. A heavy round steel bar 
is laid across the speaker leads. The amp continues 
to produce useable power, and the metal bar be-
comes a transducer, producing small sounds from 
the output signal! 

ON-BOARD COMPUTING 
The PSA-2 uses its built-in computer logic and 
unique sensing systems to determine the limits of 
the safe operating area of the output transistors. 
The PSA-2 does not just thermal out or shut down 
as other designs tend to do under strange loads. 
It computes the level of output power at which it 
can continue to operate, and then orders itself to 
do that. 

Under normal load conditions, this on-board com-
puting makes it possible for the PSA-2 to use its 
output transistors more efficiently Than any other 
protection system. There are no arbitrary cut-off 

*Names on request. 

points, out a continuous computing of the conditions 
of the output devices, and an adjustment of output 
to the maximum comfortable level for the amp. 

NEW CONVENIENCE 
Versions of the PSA-2 are now available with a 
choice of front and rear pane' configurations. Users 
can select a model with on/off LED indicators for 
overload, signal and standby; or they can select the 
version equipped with the Crown " Dynamic Range 
Indicator," an LED array that displays peak/hold 
and instantaneous output for both channels. For the 
rear panel, a balanced input module (including 
variable gain and switchable hi/low Butterworth 
filters) is available, or unbalanced input only. 

FIELD TESTED 
The Crown PSA-2 amp has already proven its abil-
ity to require very little attention after it's been set 
up in the field. The PSA-2 has provided trouble-free 
power for several major touring setups, and it is 
now installec in a number of top-flight recording 
studios and auditoriums.* 

TOP QUALITY SOUND 
A bonus for users of the PSA-2 is its excellent sound 
quality. The amp proves that sonic quality, rugged-
ness and reliability can be combined in one amp. 

If you haven't already considered the PSA-2 for the 
systems you are current}, designing, write to Crown 
today. We'll send you a fully descriptive brochure 
and reprints of several reviews. They're worth your 
full attention. 

crown 
1718 W. Mishawaka Road, Elkhart, Indiana 46514 

Innovation. High technology. American. That's Crown. 

Circle 735 on Reader Service Card 
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Test-Bed Studio Update 

As the studio neared completion we rook the opportunity to take photograpns of the 
"works". The "active" ingredient acoustically- speaking is " hidden" in the fabric of the wall 
structures so we show here the rockwool panels used for the 3 coustic treatment without 
the covering fabric. Keith Spencer-Allen 
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Through Control Room window from studio area. 
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RECORDING SYNTHESISERS 
Part 2: MONO AND STEREO SIGNALS 

Last month I outlined the way in 
which a multi-track recording can be 
built up layer- by- layer, using two mono 
tape recorders. The same approach can 
be used whether recording synthesizers, 
other electronic instruments or acoustic 
instruments. As most people experimen-
ting with multi-tracking for the first time 
will be using mono or stereo recorders 
rather than a four-track machine, this 
month I am going to describe, without 
going into too much detail, exactly 
where on the tape the various sorts of 
mono and stereo recorders actually 
record their signals. Then I will introduce 
a particularly useful kind of stereo reel-
to-reel recorder which can be used alone 
to produce multi- track recordings. 

Tape heads 
Figure 1 shows the order in which the 

tape heads are positioned in a tape 
recorder. The tape first meets the erase 
head where previously recorded sounds 
are removed; it then moves to the record 
head where new sounds are recorded 
(when the tape recorder is set to 
"record"); and finally the tape reaches 
the playback head which picks-up 
previously recorded sounds. IN. B. 
Separate record and playback heads are 
now standard in good quality reel-to-reel 
recorders, and some three- head 
cassette recorders are also available. 
Cheaper reel-to-reel machines and most 
cassette recorders have only two heads, 
one for erasing, the other being used for 
both recording and playback). 

Tape speeds 
The tape is pulled across the heads by 

a rotating " capstan" ( see Fig. 1), being 
held against the capstan by a " pinch 
roller". The tape speed is always some 
multiple of inches per second ( i.p.s.) 
e.g. 1 Ye, 31/2 ( = 2 x 1 Y8), 7 1/2 l= 4x 1 7/13 
etc.) or 15 i.p.s. Cassette recorders use 
the lowest speed; reel-to-reel recorders 
generally use the higher speeds, with 15 
i.p.s, confined to semi-professionals 
and studio machines. 

Fig. 3 Three different track formats pro-
duced by stereo recorders: (a) half-
tracks stereo (reel-to-reel only); 
(b) quarter- track stereo (reel-to-reel); 
(c) quarter- track stereo (cassette). 

Fig. 1 Layout of erase, record and 
playback heads in a tape recorder. (In 
some recorders, one head serves for 
both recording and playback.) 

Fig. 2 Two different track formats pro-
duced by mono recorders: (a) full- track 
mono (reel-to-reel only); (b) half-track 
mono (reel-to-reel and cassette). 
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Delays 
Although for conventional usage the 

physical separation of the record and 
playback heads is advantageous from 
the point of view of sound quality, in 
some situations the time delay between 
the tape moving from the record to the 
playback head is a nuisance, particularly 
when multi-tracking on one recorder 
(see Fig. 1). This delay is not negligible, 
amounting to about 1/5 second at 7 'A 
i.p.s., but although it causes a few prob-
lems, the delay can be put to good use 
in producing echo effects as I will be ex-
plaining in a later article. 

Mono recorders 
Figure 2 shows the two different track 

formats produced by mono recorders. 
At the top ( Fig. 2a) a full-track recording 
is illustrated; the magnetization of the 
tape produced by the record head 
covers the full width of the tape and the 
entire tape is recorded in one direction 
only. This format was used on early reel-
to-reel machines and is now more or less 
obsolte. 

Figure 2b illustrates the half-track 
mono format, which is produced by 
mono reel-to-reel and cassette record-
ers. The recorded track covers just less 
than half the tape width, the active part 
of the record head being off-set towards 
the edge of the tape farthest from the 
plate on which the heads are mounted. 
Because the head is offset, the tape 
reels can be interchanged or the 
cassette turned over to record on the 
other half of the tape. 

Stereo recorders 
Figure 3a shows a front view of the 

tape heads in a half-track stereo 
recorder. This track format is founded 
only on reel-to-reel machines. The heads 
are designed so that sounds can be 
recorded on the upper and lower halves 
of the tape (without turning the tape 
over). 

Figure 3b shows the heads of a stereo 
reel-to-reel quarter- track recorder; the 
tracks are narrower, the two tracks of a 
stereo recording together filling only half 
the total width of the tape. The tape 
reels can therefore be turned over and 
another stereo recording produced in 
the remaining spaces. 

Figure 3c shows the three heads of a 
high-quality stereo cassette recorder, 
again producing a quarter-track format, 
but differing from the reel-to-reel 
quarter-track format in that the L and R 
tracks are adjacent (an enormous ad-

vantage enabling stereo recordings to be 
played on mono cassette recorders — 
see Fig. 2b). 

Independent recording 
on L and R tracks 

Irrespective of the track format, it is 
important to differentiate between two 
kinds of stereo recorder: those with 
which it is only possible to record on 
both left and right tracks at the same 
time; and those with which recordings 
can also be made independently on 
either track without changing the con-
tents of the other. The first kind, which 
includes some stereo reel-to-reel and all 
stereo cassette recorders is the simpler; 
it is a straight-forward stereo recorder 
which cannot be used alone to produce 
multi-track recordings The second kind 
(always a reel-to-reel machine) is much 
more versatile; provided it has three 
heads, it can be used to produce multi-
track recordings without involving 
another tape recorder by means of the 
"sound-on-sound" technique described 
below. 

Sound-on-sound 
Figure 4 shows how a multi-track 

recording is produced using the sound-
on-sound approach. The first step is to 
record one instrumenial part on, say the 
left track, automatically erasing what 
was there before. In he second step, a 
recording is made on the right track, the 
signal recorded being a mixture of the 
next instrumental part and the contents 
of the left track obtained from the 
playback head. The player would of 
course need to monitor the left track 
through headphones. ( N.B. The mixer 
and track selection may be built-in 
features of the recorder.) The third step 
involves recording a mixture of the third 
instrumental part and the contents of 
the right track, wh le monitoring the 
later ( which contains the first two in-
strumental parts). Steps 2 and 3 are then 
repeated until all the parts have been 
recorded. 

At each step the recording is physical-
ly displaced along the tape by the 
distance between the record and 
playback heads (see Fig. 1), so it is 
essential to transfer the previous parts 
when a new one (even the last) is added, 
and the end-product is necessarily a 
mono recording. 

Minimizing noise 
Every time a transfer from one track to 

another ( or one tape or another) is 

made, more noise is introduced into the 
recording. So from a noise point of 
view, it is better to start by recording 
those instrumental parts which in the 
end will be quietest ( always recording at 
the highest possible level), adding the 
parts in order of their relative loudness in 
the final recording. Then as the relative 
volumes of the "new" and "old" parts 
are adjusted in the mixer at each 
transfer, the noise contribution from the 
"old" parts is minimised. 

Next month I will be describing how 
the need to copy the existing parts when 
a new one is added is removed in four-
track recorders by using a simple techni-
que called "synchronisation". 

Tony Horsman 

Fig. 4 How to produce a multi-track 
recording with just one stereo recorder 
using the "sound-on-sound" technique. 
The recorder must be capable of playing 
back from one track while at the same 
time recording on another. 
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Fende reaks thrickeigh 
the brass barrier! 

Now—after five years of 
extensive laboratory 
research on brass alloys, 
finishes, designs— Fender 
introduces professional 
quality brass components. Major 
breakthroughs in crafting brass! 

Finish breakthrough 
M52 Epoxy. Brass is beautiful, but 
unfinished brass discolors. Most 
brass is coated with lacquers 
which deteriorate from scratches 
and body acids. Fender refused 
to make brass until this 
problem was solved. 
Every potential finish was 
tested against salt, acid, 
heat, abrasion. At last, Fender 

selected M52 Epoxy, 
high tech-
nology 
finish that 

keeps 
brass 

gleaming 
under all 

playing condi-

BASS BRIDGE 
ASSEMBLY 

r, 
BAS'. 

THJr.le, PES' 

UNIVERSAL BASS 
BRIDGE ASSEMBLY 

TELE BRIDGE 
ASSEMBLY 

• New...high technology. 
finish...advanced 
design brass components 

tions. Only M52 Epoxy is 
good enough for 
Fender brass. 

Design breakthrough 
—Resonance Bar. Most 

metal components on 
your Fender electric 

guitar or bass are 
now available in brass 
—plus several new de-
signs. Fender has created STRAT 

a universal bridge cic()IisroPB°` 
assembly with an 
exclusive reso-
nance bar which 
gives significant 
support to your 
instrument's sound. 

Adds to sustain. Ex-
pands tone color and 

volume. Extends volume range. 
Sensational in heavy brass! 
Super Pickups— another 

breakthrough. Now your hotter 
pickups can be Fender and 
totally hot. These new Fender 
Super Pickups are "overwound-

with extra wraps. They are more 
dynamic, responsive, sensitive— 
hotter. Give more volume; almost 
like having louder volume 
control. With Fender's Super 
Pickups you can even overdrive 
your amp's preamp stages. 
That's hot! 
Today...see what's really 

new...Fender 
Standard 
Brass, 
Fender 
Brassmaster, Super Pickups, 
and the full line of Fender 
accessories. They make a real 
difference. 

• 41. 

• 

SUPER PICKUP 

Change for the better. 

• 
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Translated from and reprinted with permission from West Germany's leading music magazine. 

MESA/BOOGIE Model Mark II 

The name MESA/Boogie is well 
known to many guitarists and many 
have heavy dreams how to manage 
to get one because they are hard to 
get. Of course there are shops 
where you can order but in Ger-
many it is sometimes another ques-
tion if you really will get it. 

Well I myself have got one after I 
had waited a half year from Ap-
plied Acoustics Bochum, and here 
that is an acceptable waiting time. 
The amp is a Mark II, a further de-

velopment of the Boogie Amp. The 
price including hardwood cabinet, 
flight case, shipping, duty and all 
other available options supercedes 
5000 DM and that's really a lot for a 
musician. I have spent all my money 
on this amp but on the other hand 
I'm proud and happy to own it be-
cause this amp is fantastic and hard 
to describe in words. During my 
tests I have never before used the 
word "perfect" but now I am sure to 
know what it means. 

This MESA/Boogie is an absolute-
ly perfect lead amplifier and there's 
nothing else like it on the world's 
market. And this is not exaggerated. 
The Mark I which I played for a 
while, already had me convinced 
but the Mark ll is even better. If this 
amp wasn't so heavy I would always 
have it with me. 

Like the Mark I, the Mark II Boog-

ie is an all tube type amplifier but 
with additional controls. This gives 
you more tone especially with the 
use of the overdrive channel. 
My Boogie is a 60/100 watt ver-

sion within a solid hardwood cab-
inet and with a 12" Altec loudspeak-
er. I prefer the 12" speaker to the 15" 
because it's not so boomy. But with 
the amp running in 100 watt posi-
tion you need an additional speak-
er. The Altec is a good speaker but I 
don't think that it is capable of 
handling 100 watts of Boogie power 
which is indeed more than 100 watts 
of Marshall power. The available 
Boogie extension speaker cabinets 
are slightly smaller and perfectly 
matched to the combo cabinet. 
Under aesthetic aspects also, the 
hardwood Boogie supercedes all 
other amps. New too is the fan in-
side the 100 watt models which 
cools the tubes. 

The Boogie's inside is done care-
fully by hand. Many electronic 
components are specially designed 
and unusual for musical instrument 
amplifiers and are of outstanding 
quality and carefully selected. 
One more optior is the 5-Band 

Graphic Equalizer wnich is good to 
further alter the tone. There are so 
many possibilities to vary the sound 
that you have to take some time to 
find the ones best for you. Again 

and again I am surprised by new 
tone settings. You can even get a 
good clear sound for playing an 
acoustic guitar through it, indeed 
you really get many, many 
sounds—for instance the old 
Fender sound which you can't get 
with the new Fender amps. 

It's surprising to see some new 
amps sounding much better than 
the new Fender itself and all date 
back in some way to the old Leo 
Fender amps. By the way, the devel-
opment of the MESA/Boogie com-
pany and their product is a very in-
teresting story too, which I will tell 
you about in one of our next issues. 
I hope you will enjoy it. 

But back to the Boogie amp. If 100 
watts Boogie power is not enough, 
you can use the Slave Out to plug in 
additional power amps or to plug 
directly into P.A. 
The Boogie is still handmade in 

the USA as it has always been and is 
not built on license in England or 
Japan as the story goes. There are 
still delivery times of several months 
and black market prices for getting 
it early, yet handmade perfection 
and individualism are rare and 
worth the price. 

During the last Frankfurt Spring 
Music Fair I was anxious to look for 
alternatives to the Boogie amps and 
indeed there were several manu-
facturers showing very similar 
looking products but the sound and 
quality were terrible compared to 
the Boogie, so you'd better forget it. 
To describe the Boogie's sound is 

difficult for me and for those of you 
who don't know, the most impres-
sive thing is to listen to musicians 
using the Boogie such as Joe Walsh, 
Carlos Santana and Frank Zappa for 
instance. And all of them have a dif-
ferent but typical sound . . . and 
what else can I say? 

Available Direct 
Send $1.00 for full information. 

1111)1Efflk 
ENGINEE:RING 

BOX 116 LAGUNITAS, CA 94938 
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Mick is a 17- year- old 
skinhead. He works as a van 
driver by day and at night dons 
pork pie hat and Ben Sherman 
shirt and trundles down to the 
local Palais. His favorite bands 
are the Specials and Selecter, 
and he scorns any band whose 
members are older than 30. 
Bands such as the Rolling 
Stones, who he regards as 
"boring old fossils who ought 
to be stored in a museum." 
Joe is Mick's 30- year-old 

brother-in-law. He works as a 
computer operator and slumps 
in front of the telly most even-
ings. But some weekends he 
goes out to parties, where he 
likes to get stoned and pull out 

old favorites from the record 
rack like the Stones High Tide 
and Green Grass, which are 
"great for dancing." 

Mick and Joe have lots of 
arguments about music when 
they see each other. Mick 
usually accuses his brother-in-
law of being stuck in a time 
warp, and Joe dismisses Two 
Tone music as being a passing 
fad. 

In fact both are incredibly 
short-sighted. If they could 
remove the plugs from their 
ears that cut out all music that 
isn't fashionable for their 
respective generations to like, 
then they might realise that 
there isn't such a gulf between 
bands like the Stones and the 
Specials. 
Take the Stones last album, 

Some Girls, for example — a 
record which returns a group 
of semi- retired tax exiles back 
to the rawness and excitement 
of their earlier work. And the 
Specials' first album — a ragg-
ed but unusually successfull 
transference of live "good-
time" energy to vinyl. 
And note that despite the 

superficial difference in the 
bands' styles, both are deeply 
rooted in ethnic black music, 
rhythm and blues and ska 
respectively. 

But there is a third connec-

The Producers 

DAVE JORDAN 

tion which suggests that the 
"live" sound of both records is 

not entirely accidental. For 
behind the controls in each 
case was engineer, Dave Jor-
dan, a man who believes 
strongly in a " rough" approach 

to recording and has suc-
cessfully put it into practice. 
He was the main engineer on 
the Specials' debut album and 
assisted Chris Kimsey on 
Some Girls. 

"I think the two styles of 
music, a!though they are dif-

ferent, are best suited to that 
sort of approach," Dave told 
me when I met him in the 
"boardroom" of Two Tone's 
London office — a stark white 
room dominated by a wooden 
table top hanging from the 
ceiling, a room that is in-
dicative of the Two Tone 
"back to the basics" approach. 
"The best way to record is for 
the bands to just play spon-
taneous:y, rough and ready, 
that's the only way to put the 
music across the way it should 
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be put across. You still can't 
capture the total feel once you 
put something down on the 
tape, but I think the best way 
to approach it is as a perfor-
mance rather than a backing 
track with overdubs, a less 
clinical and more mono ap-
proach, straight down onto the 
tape with all the mistakes as 
well. It doesn't matter — as 
long as it feels right." 

Dave became involved with 
the Stones when he worked as 
tape operator with Keith 
Howard, who was supposed to 
be engineering the album Love 
You Live. The night before the 
session was due to start 
Howard died and Dave took 
over. Keith Richards liked what 
he heard and invited Dave to 
New York to mix the album, 
then the Stones asked him to 
engineer Some Girls at EMI's 
Pathé Marconi 24- track studio 
in Paris. 

It soon becomes obvious, 
from the number of times the 
name crops up, that Richards 
is one of Dave's seminal in-
fluences. 

"I had an idea of how I 
thought the Stones should 
sound, which was how they 
sounded on their first five 
albums. At that time Richards 
had much more influence than 
he has now, for some reason, 
and his ideas were great. He 
put me on the right track, in 
that there's so much 
technology around nowadays, 
there are so many tracks 
available, but his idea was to 
forget all that. He reckoned 
that having so many tracks just 
delays your options, you're 
just putting off decisions. You 
start doing overdubs and 
you've got six tracks for the 
lead guitar solo, three tracks 
for the lead vocal, and you just 
make it more difficult for the 
mixing. 

"There were a couple of 
tracks where he went into the 
studio with Charlie Watts and 
put three mikes up scattered 



around the studio and did it 
more or less the way it used to 
be done in the garage stage. 
Then he overdubbed the bass 
and the vocals and that would 
be it. The end result was that 
when I listened back I preferred 
that kind of sound much more 
than the refined clinical 
sound." 

With the advent of digital 
recording, the trend is for ever 
increasing technical sophistica-
tion in studios. Not so for 
Dave, who went into 
paroxysms of delight over the 
Paris studio's vintage mixing 
desk, a real old crock by the 
sound of it. 

"They've got this really old 
EMI desk in the studio where 
we laid down the back tracks, 
it must have been from about 
the late Sixties. It was quite 
primitive. It was all valve 
amplifiers, each channel had 
so much fizz on it, it sounded 
great. That was one of the best 
things about the studio. I 
wasn't too happy when we 
moved into the other room to 
mix." 
The spontaneous feel of the 

album produced by the " Glim-
mer Twins". Richards and Jag-
ger, owes much to the way the 
songs were written. The band 
would go into the studio 
whenever tney felt like it, not 
caring about how much money 
they spent, and turn the tape 
machine on from the minute 
they started playing until they 
finished, maybe some eight 
hours later. 
"Somebody might have 

some lyrics or a riff that they 
hadn't put anything to yet and 
they'd mess around for a few 
hours and eventually they 
would get out of it a really 
good rhythm track. 

"It was more or less com-
posed in the studio. And once 
they'd got a good rnythm 
track, they'd go on late and 
finish a full set of lyrics instead 
of just repeating one verse over 
and over." 

 PECORDÍ-1  
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The Specials A 'V Jagger.. under the influence? 

The whole "rough" ap-
proach to recording was, Dave 
thinks, partly a response to the 
punk movement, whose shock 
waves reverberated far beyond 
the new bands eta exploded 
onto the scene in 1976, 
reaching even "dinosaurs" like 
the Stones. 

"Jagger was definitely in-
fluenced by punk. He was wor-
ried about it so he wanted to 
try and experiment with it to 
see what it was all about, to 
see if he still had it. Because 
they were the same when they 
started off in the Sixties, they 
had the same sort of approach. 
The punk bands went in and 
recorded on two and four track 
and recorded albums in about 
a week, and that attitude has 
opened a lot of people's 
minds, so that it is easier for a 
band like the Specials to come 
to prominence w th a raw 
bend of music now that might 
not have been acceptable in 
1975." 
Dave's association with the 

Specials started when he went 
to work at TW studios in 
Fulham, again a 24-track. He 
was interested in their music, 
having seen the band live, and 
having listened to bluebeat and 
ska when he was a 17- year-old 
mod -- the first time around. 
The band were interested in 
getting Dave to work on their 

mixing desk on tie road, and 
happened to ring up TW just 
by chance. When Elvis 
Costello, the album's pro-
ducer, found out Dave was 
working there he said it was 
too much of a coincidence and 
booked into the stud o for a 
rnorth. The recorc was record-
ed n only three weeks and 
mixed in eight days. 
"TW was one o those 

places held together with 
strirg, but the end result was 
right," said Dave. " The 
Specials came in, and instead 
of laying down a rhythm track 
and ther overdubbirg. 
Costello agreed ro the band 
going in and laying down 
everything at the same time, 
and it worked. 
"The only overdubs were 

tie 'toms and a couple of vocal 
tnings that didn't go down 
quita as well as they should 
have done. The only problem 
with putting down vocals live 
was the problem of leakage, 
with it being a small studio, but 
you can hardly notice it. 

"But nobody was bothered. 
That's the good thing about it, 
getting away from being too 
single minded about the way 
tie album should be recorded. 
If it's out then leave it, 
mistakes or not, which is a 
great thing. That's another 
thing I learned from Keith. He 
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played ne al' these Chess out-
takes of Chuck Berry sessions 
recorded with about three 
mikes, and they were great. 
They never got the chance to 
be released because they were 
a bit rougher than normal, but 
the feel on triem is amazing." 
The equipment used at TW 

was a 3M 24- track and an MCI 
Series 12 desk, which Dave 
says has " really good EQ — a 
lot of bottom end and a lot of 
top". 

Since Dave went into the 
recording business, because 
he "always felt that things 
could be done better if they 
were done my way", it would 
be logical to assume that the 
next step for him would be to 
go into producing — which is 
exactly what he is doing. He 
co- produced the Specials' 
single "Too Much Too Young" 
with the oand's keyboards 
player and Two Tone master-
mind Jerry Dammers, and will 
be co- producing their next 
album. He has also been in-
vited out to Jamaica to 
engineer and co- produce an 
album by Rico Rodriguez, the 
veterar ska trombonist who 
has played with the Specials, 
which will be released on Two 
Tone. 
He also keeps himself busy 

going out on the road with the 
SpeciaIs as their man at the 
mixing desk. In February Dave 
joined the band's successful 
American tour, and he feels 
optimistic about their chances 
of breaking there. 

"It's a young audience, a 
first time round concert going 
audience, it's not the people 
who've been going to see the 
Eagles for the last five years — 
it's their younger orothers and 
sisters. So there're fresh, 
they're not conditioned. They 
don't have to be Proken like a 
lot of the music buying public 
do in America." 

Dave sees the 'uture of the 
Specials' music as being 

Continued on page 88 



Ray Benson 
and 

Asleep at the Wheel 
play the best... 

GcIYlloN 
Guitars. 

tek» 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. 

( ......McKAY MUSIC MUSIC SHOP DADDY'S JUNKY MUSIC 
Sulpher Springs, TX Lakeland, FL Salem, NH 
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Lowell, MA Ft. Myers, FL Hollywood, San Diego, San Jose, 
THE FIFTH STRING PYRAMID SOUND San Francisco, CA & Chicago, IL 
Greenville, SC Milton, FL FRONTIER MUSIC 
MR. MUSIC, INC. FAZIO'!, FRETS AND Lawton, OK 
Allston, MA FRIENDS THOMPSON MUSIC 

Des Perrs, MO Indianapolis, IN 

...)\Ns... Li-nicer inc. PO BOX 8053 • WACO TEXAS 76710 • 817 772-4450 

DAVE 
JORDAN 
Continued from page 87 

assured, since all the members 
have differing musical in-
fluences which they bring to 
bear on the music. One 
possibility is the first ever rock 
Er roll toasting — a type of 
music created by certain 
Jamaican DJ's. 

"The DJ goes along to a 
dance with his own sound 
system, which might be big 
bass bins and loads of high 
tweeters, and he's got a little 
tape recorder and desk and 
echo unit. He'll put a rhythm 
track without any vocals on the 
turntable, put the mike into the 
amp with some echo on and 
start singing just whatever 
comes into his head. 
"One of the singers in the 

Specials is very influenced by 
that. He can make up words as 
he goes along and they rhyme 
and make sense. It doesn't 
have to be over a reggae 
rhythm, it could be over a rock 
Et roll rhythm, which would 
be very interesting." 

It's hardly surprising that 
Dave's favorite producer is 
Lee Perry: "Occasionally he 
does dub albums where he goes 
over the top with echo and ef-
fects. He takes an instrument 
after it's been recorded and 
changes it, and the sounds he 
comes up with are amazing. 
He's the best producer in the 
world as far as I'm concerned. 
"And an engineer that he 

admires is Nigel Gray, who has 
worked with the Police at Sur-
rey Sound Studio. "The band 
are credited with production, 
and I'm sure they do have a big 
say in the way it's produced, 
but the enginer also deserves a 
lot of credit because he gets a 
brilliant sound." 

But whatever he thinks of 
other people, something tells 
me that it won't be long before 
the name Dave Jordan starts 
cropping up in interviews with 
musicians, engineers and pro-
ducers. And with the number 
of bland- out production jobs 
still being churned out these 
days, that can be no bad thing. 

Circle 720 on Reader Service Card 



e \I 

0 ?‘ ieee 5‘ lerée'`e 
r to ee 'e 

coete e9e) e e° 

Now add a whole new dimension in sound to your playing at a I 
price that doesn't hurt your pocketbook! But, an ilexpensive 
price doesn't mean skimping on quality. Just 
check out these features and compare. 

101111 
A FULL 2 OCTAVE NECK! 
2 DiMARZIO MODEL "G" BASS P10<-UPS 111.0 
SCHAL_ER MACHINES 'Bea 1111111111 
LEO QUAN BRID3E .11111100 
BODIES OF HAND-SELECTED, FANCY GRADE rom wino 
WOODS 
POWER-FORGI-U NECK._ A SLIM FAST NECK 
SPECIALLY DESGNED TO WITHST 4ND TI- E 
TENSION OF 8 STRINGS WITHOUT BOWING 
MORE SUSTA N AND CLARITY THAN ANY 
OTHER 8 STRING IN THE ',NORLD 

Available in Maple we Walnut SiripeE, Walnut with Maple 
Stripes Black, and Cherry. 

Kramer 
GUITAR CORPCRATION, INC. 

Another 
quality music 

product fia 

P.O. Box 248, Neptune:NJ 07/58 • 2011r2-860C 
148 South Northwest Hwy., Sui:e. 107, Barringbn, IL 60010 

312/382-4282 Circle 731 on Reader Service C3rd íWARN I NG! Once you try a Kramer 
it's hard to go Da.:,-1.!  
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Wake up your 
music with 
Multivox's 
Big Jam. 

New pedals that add 
attention-getting 
sound effects 
to your music. 
Now musicians at all levels can create 
innovative sound, outstanding and unique 
musical effects with Big Jam Effect Pedals by 
Multivox. No other line of effect pedals provides the 
quality sound production or the special features that 
Big Jam delivers. 

3-function LED 
Our three phase LED permits instant recognition of 

operating mode regardless of how many 
Big Jam pedals are at your feet. Red 
indicates pedal on, effect off. Green, 
pedal and effect on. Flickering warns 
of weak battery. 

Recessed 
slide control. 
Big Jam slide controls make it 
easy to precisely control the 
sound produced. The controls 
are recessed in a rugged metal 
casing to avoid accidental 
movement. And each pedal 
has a non-slip rubber sole that 
prevents movement while in use. 

Noiseless 
electronic circuitry. 

?t, Don't be fooled by competitor's 
static claims about their effect 

a pedals being noiseless. Big Jam's 
state-of-the-art electronic cir-
cuitry and soft rubber cover 
eliminate irritating clicking and 

maintenance worries. With Big Jam, you get great 
sound ... not annoying noises. 
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The unique Big Jam 
belt attachment... 

Freedom of movement 
and precision control. 

(optional accessory) 

Only Big Jam puts great sound at your 
fingertips as well as at your feet. No one 
gives you the convenience or control of 
the Big Jam belt attachment even from 
across the stage. 

Add dramatic new dimensions to your guitar 
and keyboards with a Big Jam Phaser, Spit-
Wah, Compressor, Octave Box, Flanger, Six-
Band Graphic Equalizer, Analog Echo/Re-
verb. Distortion, Bi-Phase or Jazz Flanger. 

Step into your local music retailer and step on 
a Big Jam Effect Pedal. They'll wake your music 
up like never before. 

BIG JAM 
BY 
MULTIVOX 
370 Motor Parkway 
Hauppauge New York 11787 
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Have A Say In Your Sound. 
Experience the Roland Vocoder. It's 
the only highly sophiszicated v000der 
that doesn t corne highly pricei This 
vocal synthesizer translates spoken 
syllables into musical saunas. So yo 
can literally make your instrument 
speak. 
The voice is processed through ten 
variable, active f lters "or vowel 
sounds. And Roland adds an extra 
high slew rate 4iI1er to produce ex-
tremely crisp, hard consonts— 
somezhing even higher priced 
vocoders don / offer. Another Roland 
exclusive is a .1-fold action that locks ir 
on vowel sound quality and replays .1 
for you automatically (while you -Ake 

a breath). so words don't have to be 
continually repeated 
The Roland Vocoder has all the 
necessary extras that make it a work-
able addition to any stuck) or live 
performance ... like headphone and 
guitar amo outputs, as well as line 
outputs. lz allows tor Doth balanced 
and unbalanced program inputs and 
outputs and contains a specia guitar 
input that permits attenuation of the 
guitar's harmonics. The Vocoder also 
features the sourd-widening Ensem-
ble effect that turns c-ne voice nto a 
chorus. 
So have some say in your sounc. Add 
the Roland Vocoder to your present 

studio equiprr ent, o- combine it with 
any of he other thrteen components 
offered in the Roland Rack amplifica-
tion system. Either way, you'll be get-
ting an effect as impressive as it is 
expressive. 
The Ro and Vococer. When it comes 
to professional quality-per-dollar, it 
simply per:orris beyond words. 

Enclose $1.00 for a copy of the 
Roland Rack catalog. 

RolandCoip LIS, 2401 Saybrook Ave. 
Los Angeles, CA90040,1213) 685-5141 

k=).Roland 
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The DL-4 is a digital delay line 
aimed at the crossover market 
between lower priced studio 
equipment and high quality PA 
and stage equipment. This is 
certainly a growing area as the 
number of small studios con-
tinues to expand and mass 
production of what was con-
sidered high technology a few 
years ago, brings the price low 
enough to warrant considera-
tion for stage use. 
The unit is designed on a 19 

inch format and occupies only 
1 3/4 inches of rack space. The 
front panel contains all the 
operational controls while all 
the in and output sockets are 
situated on the rear panel. The 
finish on the front panel is dark 
blue with the differing controls 
boxed in light blue areas by 
functions and all the legends 
are silk screened in wnite. 

Starting on the left side of 

the panel, we have two col-
umns of LEDs labelled Peak 
and Slew Headroom. The 

LEDs are ma-ked 40dB ( green), 
20dB ( green), 20d8 ( yellow) 
and OdB ( red) and are intended 
to indicate the headroom 
available before peak and slew 
limiting occurs. When the OdB 
LED illuminates, there is still 
6dB of level in hand. This is 
followed by the input level 

control. 
The next box is titled Pro-

gram and contains three tog-
gle switches. The first is 
Repeat and switching it on 
mutes the input to the delay 
line and causes the signal pass-
ing through the delay at that 
moment to be repeatea in-
definitely until the switch is 
released. The direct signal 
however stil passes through 
the unit as normal. This control 
can be remoted on a foot 

switch and really it is the only 
way to use this effect when ac-
tually playing. Also this is only 
effective on the longer delay 
times — shorter oelays just 
create an unpleasant sound or 
a tone unrelated to the input. 
The Delay switch selects 

ON TEST: 
DeltaLab DL-4 
Time Line 

between manual control of the 
delay time or the auto function 
Where the delay is controlled by 
the selected VCO rate. This is 
followed by a three position 
switch to select the required 
Scale or multiplication for 

the selected delay. 
The next box is the actual 

selection of the delay time. 
Holding the Select switch to 
the left decreases the delay 
while to the right, increases it. 
The selected delay time is 
shown on one of 10 LEDs 
marked with the delay in m. 

The Reg2.neration box 
offers facilities to vary the 
amount of output of the delay 
line returned to the input to 
create a reverb sound or on 
longer delays, a multiple repeat 
echo. The maximum setting 
available is very close to 
oscillation. The character of 
this feedback may be altered 
by applying the high and low 
filters or the Phase reverse 
switch to the feedback. With 
this switch it is possible to 
create positive and negative 
flanging with feedback. 
The last box contains the 

Time Base Modulator. 
The first control is the Delay 
Factor which varies the 
clock frequency and so can be 
used to adjust the delay time 
selected by shortening it down 
to . 25 of its value. The Width 
control is next, varying the 
VCO sweep with the Speed 
control varying the rate of 
sweep. The last control in this 

• 

section is the Shape control 
which changes the control 
waveform from triangular to 
square wave passing through 
sine at its mid point. 
The only remaining front 

panel controls are a switch to 
reverse the phase of the 
delayed signal before mixing it 
with the direct, a mix control 
to vary the amount of direct 
signal to processed and a pair 
of LEDs to state whether the 
unit is in active or bypass 

modes. 
The rear panel contains two 

inputs lone of which has a 
20dB gain boost switch), an 
output with level control, a pair 
of send and return sockets for 
coupling up another DL-4, in 
and out access to the VCO, 

ard footswitch sockets for 
repeat, delay and bypass func-
tions. All these are jack 
sockets. 

Remaining on the rear is a 
five pin Switchcraft XLR type 
socket for the addition of an 
external memory. 

Access to the insides is easy 
and requires only the removal 

of six screws to remove the 
complete top panel. Internal 
construction is neat and 
robust. I liked the use of a 
silicon compound to secure 
any long wires and so prevent 
direct strain on soldered joints. 

In use, I found his a simple-
to- use design and I am sure 
that even a non- technical' 
musician would quickly get the 
feel of it. I found the 

CC 

Headroom LEDs very useful 
and a good warning but I never 
really experienced any 
overload trouble once I sorted 
out the relative levels on either 
side of the unit. 

All the expected sounds 
from a digital delay unit are 
here as well as a few others. 
The filters in the feedback 
chain and the two positions of 
phase reversing all add ver-
satility and interesting effects. 
When in the auto mode, if 

the VCO shape control is turn-
ed towards square wave and a 
medium speed selected, the 
resultant sound created by the 
staccato switching between 
delays is very effective with 
some styles of music. 

It is possble to plug a guitar 
straight into the rear of this 
unit and with the high sen-
sitivity input, there is ample 
gain for even a low output in-
strument. 
Some settings were slightly 

noisier than the low general 
noise level, such as turning the 
delay factor control towards 
maximum increased the level 
of hiss but still it was within 

acceptable values. 
One .tem I would like to see, 

not just on this item but on any 
similar effects unit, is the pro-
vision of a separate effect only 
output for use with a mixing 
console where it is easier to 
mix the dry and effect actually 
on the console safe from 
wandering fingers on the ef-
fect unit. 

Summary 
A good quality practical unit 
quite at home in the studio and 
on stage where it could replace 
quite a lot of those noisy bat-
tery operated effects and im-
prove quality no end. Its 
reasonable price means that a 
couple of DL-4s are still a 
reasonable proposition for the 
studio to replace tape delays 
without tying up their more 
sophisticated and expensive 
delay lires cn simple applica-
tions. 

Keith Spencer Allen 
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On The Record 
San Francisco 
Herbie Hancock is in at the Automatt 

where he's recording a follow-up to 
Monster, which was also recorded at the 
famed studios. The Tubes are adding 
their little bit of craziness to recording, 
sharing the facilities with San-
tana...Over at Wally Heider's Sammy 
Hagar is finishing up his latest... Bear 
West Studios is busy with Tye, John 
Wilde and David Haskell, all working 
on demo projects...With its new digitial 
system Different Fur is hosting 
Stoneground along with Michael Cot-
ton and Praire Prince. Also booking 
time at the studios has been German 
synthesizer wizard Michael Hoenig as 
well as new wavers Crime ... In 
Sausalito the Record Plant has Frankie 
Beverly and Maze in the studios while 
Mike Chapman is working with 
Michael Desbarres for the producer's 
own label Dreamland Records. Tower 
of Power is using their rehearsal 
facilities for their upcoming LP ... Idris 
Muhammed is finishing up his latest ef-
fort at the Fantasy Records 
Studios...Over at Sonoma Sound 
Recorders Elvin Bishop is working on a 
country- oriented project with Roger 
"Jellyroll" Troy producing, singing and 
playing bass. 

Nashville 
As of May 1, 1980, the Jack Clement 

Recording Studio is now known as the 
Sound Emporium, hopefully correcting 

a great deal of confusion concerning the 
studio's name since its ownership 

changed five years ago. The former 
name of the busy two- studio, 24- track 
facility originated with its 1969 opening 
by legendary writer/producer/happy 
maker Jack Clement. When it was 
bought by also- legendary producer 
Larry Butler and financial consultant Al 
Mifflin in 1975, the new owners decided 
to retain the goodwill of the Clement 
name for a while longer. So now it has 
been changed to Sound Emporium with 
no ownership, management or staff 
changes, and obviously no change in 
the busy schedule — Bobby Goldsboro 
has just an album for Warner/Curb with 
Larry Butler producing and Billy Sherrill 
engineering, and Jerry Reed has pro-
duced himself on some songs for the 
Smokey II soundtrack...At Richey 
House, Frontline Records president 

Tubes 

Charlie Underwood and producer Jack 
Gilmer have been finishing product on 
newcomer Bob Duncan and veteran 
Jack Greene; other projects at the 

studio include new Epic act 
Nightstreets and a Hank Cochran 
album with a harmony singer who 
sounds like Willie Nelson for the best 
reason you could imagine...The cur-
rent string quartet- plus keyboards con-
figuration of what is now called the Bud-
dy Spicher Band (" until we can come 
up with a better name") has cut three 
sides at Young'un Sound with more to 
come. The material was written by the 
piano player, Allan Greenberg, and 
producer/leader Spicher promises that 
the term "string quartet" may be 
misleading to some because the music 
and the attitudes of the players are fresh 
and energetic — " It's not just a lot of 
beautiful music flowing all over the 
place," he explains. Also at Young'un 
have been Nelson Larkin working on 
Freddie Hart mixes and Tony Brown 
and Ken Harding producing a Shirley 
Caesar album for Word. New 
Englander Big Al Downing has been 
down South to Woodland Sound for a 
session, along with a typical list of acts 
that scale huge ranges of the musical 
gamut, such as Joe Stampley, Freddie 
Hart, Johnny Wright, Carroll Baker, 
Margo Smith, Barbara Mandrell and 
Jerry Reed on various points of the 
country scale and the Swanee Quintet, 
the Savannah Community Choir, the 
Brothers, Salem Travellers and 
Supreme Angels on the gospel scale, 
along with Roger Bowling performing 
the theme for an upcoming film called 
The Exterminator. . . A similar balance 
between country and gospel has prevail-
ed as usual at Wax Works, what with 
Tommy Overstreet, Joe Sun, and the 
Cates and Terri Hart as well as PTL 
Club 'First Lady Tammy Faye Bakker. 
In addition, studio owner Gary Paxton 
has recorded a NAPA/Regal Ride shock 
absorber promotional record called "The 
Race Driver Song" that is showing 
likelihood of earning a million sales 
through NAPA stores alone! 

New York 
NYC — The onset of the summer 

months has caused a bit of a cutback in 
New York area recording, but Electric 
Lady (whose designer, John Storyk, is 

profiled in the June/July issues of 
IMRW/USA) continued to hold up its 
share of the load. Apparently, random 

Continued page 97 
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On The Record 
Continued from page 92 

Rolling Stones are still dropping in and 
out of the studio in an attempt to get the 
next LP mixed. The Clash stopped in to 
put down some tracks while passing 
through on a National tour ( w/ producer 
Bill Price). Other tenants in recent weeks 
include guitarist E.arl Klugh, Peppy 
Castro (formerly oa the Blues Magoos 
and Barnaby Bye), Ray Gomez (ex-
Stanley Clarke guitarist, Lenny White 
etc.), has wrapped his " rock Et roll" 
solo album — which features an in-
candescant re-think of the Lovin Spoon-

ful's " Summer In The City" ap-
propriately enough — for Columbia 
Records. Also in: Philip D'Arrow with 
producer Michael Fondelli. 

At Chelsea Sound: The 80s finishing 
up their CBS album with producer Peter 
Ker. Joey Er The Pets working on an LP 
for Atlantic with Blondie's Jimmy Destri 
at the console. Michael Kamen (NY. 
Rock Et Ro I quartet if you care to 
remember back that far) producing a 
reggae LP with Jamal for Atlantic. 

Speaking of Atlantic, their recording 
facilities are currently being used by the 
mega-popular Chic. At New York's 
Sigma Sound, Teddy Pendergrass is 
recording his new Phila. International 
LP with producers Ashford Et Simpson 
and engineer Michael Hutchinson. Also 
in: Roy Ayers, Patti Brooks, Jackie 
Moore and Secret Service. 

Los Angeles 
Out in Elay, where the agents roam, 

business has been brisk at the Record 
Plant where Eddie Money is putting 

together his latest for CBS. Michael 
Murphy, Chicago and Barry Mann are 
also in for LP work... At AEtM Recor-
ding Herb Alpert is rising again for a 
new LP while Joni Mitchell is putting 
together her latest for Elektra. Ray Con-
iff, the Carpenters and Julio Iglesias 
are also in the studios... Neil Young is 
ruling as solo artist in Gold Star Recor-

ding... Rick Nelson is back in the 
studios at Westlake Aud o where 
George Duke is producing a iew Taste 
of Honey LP. Angel City and Frannie 
Golde are also booking time... The 
Doobie Brothers are back for a minute-
by-minute session at Sunset Sound 
where Terry Desarrio, the Dirt Band 
and Moon Martin are cutting tracks. 

CHORUS 
Chorus / / n 

Something sung or uttered simultaneously by a 
number of persons or instruments. 

CHORUS MaZi 

DOD has redefined the chorus 
for musicians. The 21 milli• 
second delay gives effective 
doubling and the internal os-
cillators bend the pitch just 
enough to provide realistic 
multiple voices. We have in-
cluded a compandor for whis-
per quiet operation even at Erie 
levels, and the effect foot 
switch is actiJe so it switches 

quietly. There are two switch-
able speed controls that can 
speed up and slow down like a 
rotating speaker. However, the 
most dramatic feature is the 
synthesized stereo outputs. Go 
to your DOD ceale-, plug in 
two amplifiers, a guitar and 
listen to the fullest stereo 
guitar sound yot.'ve ever heard. 

Circle 825 on Re dur service Card 
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How serious are you about a synthesizer? 
Even if 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 musicians who evaluated our prototypes told us. And we listened. The 
result is a new line of affordable synthesizers from Yamaha built especial-
ly for live performances. 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 VCA. 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 foot-pedal control of the filter and 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 VCF EG NOTES 
DIGITAL 

MEMORIES 

CS-5 37 I I I I N/A 

CS- I5 37 2 2 2 1 NA 

CS-20M 37 2 1 2 I 8 

CS-40M 44 4 2 2 2 20 

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. 

For more information on the full line, write: Yamaha, Box 6600, Buena Park, CA 90622. (In Canada, 
write: 135 Milner Ave., Scarb., Ont. M1S 3R1.) 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. 

Circle 740 on Reeder Service Card 

OYAMAHA 
98 



ECORD11111 

John Storyk-Studio Designer 
Part II 

In the first part of our discussion, 
Storyk and I covered many general areas 
of studio architecture, design and con-
struction. This second part which con-
cludes the Storyk profile delves into 
more specific areas such as the symbiosis 
of design and technology, digital recor-
ding and its implications vis-à-vis 
studio design and the future of recor-
ding studios as embodied by sleek 
and compact audio/video studios that 
are already on the drawing boards. 

J-C Costa 

IMRW: While we're on the subject of 
recent studio technological innovations 
in both analog and digital recording, is 
your input ever required to match the 
facilities to a specific piece of equipment 
— as in designing a room around a Neve 
console as opposed to an MCI console, 

or vice-versa? 
Storyk: Yes, a little bit. We consciously 
don't sell equipment but we have to be 
constantly aware of virtually everything 
that's coming out. In fact, for a non 
Double- E person, I know a remarkably 
large amount about that kind of stuff 
now. Not so much from the standpoint 
of knowing how to hook it all up — 
althougn that does affect some things, 
whether we want to "trough" the room 
or conduit a room. Or, if someone wants 
to put in a faceted board as opposed to a 
big long Harrison "mirror"-type board, 
that may affect what I do on the ceiling. 
Some of the boards refleci light in a dif-
ferent way, so we may use a different 
fixture. It's one of- the first questions we 
ask. Other things like: Do you need two 
24's and two 3/4" decks and four two-
track decks? That is a high equipment 

complement and if you want that, I'd 
like to know about it before we lay out 
the room. As opposed to other studios 
where they don't want to see any tape 
machines. The record Plant in LA for a 
while only wanted to see the 24-track in 
the room, they had all of the other stuff 
in another room, it was kind of 
"magical". Actually it's all moving back 
that way because pretty soon there won't 
be any equipment in the room, 'cause 
there won't be that kind of equipment 
per se, it'll all be digital. 
IMRVV: Which conveniently leads into 
my next question, will digital have an 
impact on studio design in the future? 
Storyk: It's giant. An article in itself. 
Yes, it effects a lot. It effects our way of 
thinking about the layout of the room, 
the troughing and the movement of 

Continued over 



 RECORDTIE ORL: 
John Storyk- Studio Designer 

wires in the room. It effects the way we 
think about multi- studio complexes; we 
have already done a theoretical studio 
(Studio California) that could be built in 
LA — this is on our own not for a client. 

And although we're not saying this is 
necessarily the " studio- of- the- future", 
we wanted to see what would happen 
when we put two control rooms back to 

back on a common machine room. No 
more tape machines, hard- disc drive and 
digitally- addressed consoles. And things 
like can an analog room become a digital 
room? Can we get into it? How many 
doors do we need? Although this is a 
good two to three years away, I'm 
lookin' at it already. And any aduio 
studio designer who thinks he's real 

The Affordable Pro-Mixer 
by Carvin 

No one can 
match the quality 
and features now off - 
ered in the new CAR VIN 
MX Series Pro Board at our 
low price! Features like — 

4b. it% 

111"tb e% gilt% 

• .1 11 

• • -s 
•••.„. • e -1) 

• • . 

" 

' 

•;, 

f.1 

• Professional V.U. Meters with • Talkback System 
on board calibration controls • 3 Band active channel 

• 5 Balanced Outputs for, A-B Stereo, equalizers 
Monitors 1 & 2, and Mono A + B • Optional 9 Band Graphic E0 

• Large 90 mm recording type Faders for main outputs or reassignment 
• Direct Channel Outputs and Interrupt to channels 

Jacks for recording and channel patching • Available in 12 or 16 channel models 
• Selectable"Control Room"monitoring of all 5 buses 
• On-board Phantom Power + 48V for condenser mics 

• Independent channel "Soloing" with noiseless J•Fet switching 
• Dual reading LED Channel Peak Indicators that read both channel overloading and EC) overloading 

More important than features, you are buying quality! All wiring is done with a military type wiring 
harness. The steel chassis is precision formed and assembled in a modular fashion designed to eliminate 
strong RF fields. All P.C. Boards are super strong G-10 epoxy fiberglass. All components are securely an-
chored. If the board is dropped, it's still going to work. 

All components used are of the highest quality obtainable like — Switchcraft connectors, Centralab 
switches, CTS sealed controls, low noise high slew rate Op-Amps and Discrete amplifiers. Even the sides 
are 1" thick solid Walnut. The entire board is backed by a 1 YEAR Warranty. 

The MX board has proven itself on numerous concert tours. It's been put to the test by professionals and 
they are raving about its performance. 

The best part are the factory prices that won't I9ave you broke. We currently sell the 12 Ch MX1202 for 
$1095 and the 16 Ch MX1602 for $1495. (Add $250 for the opt ional Four 9 Band E0). Road cases by Anvil' are 
available at $ 195 and $215 respectively. 

You are probably asking "How do we do it for the price?" It's simple. We build and sell direct to you 
without any retail markup or commission. 

Write for your FREE 64 pageColor Catalog or Call TOLL-FREE 800-854-2235(714-747-1710 in CA) for more 
information or to place your order. Use your Master Charge or VISA as a deposit and the balance will be 
shipped COD. As always, if within 10 days you are not 100% satisfied, your money will be refunded. 

Carvin Dept IM32, 1155 Industrial Ave., Escondido, CA 92025 

smart should spend his time looking at 
Video studios, which is what we've been 
doing. In fact, we're doing three video 
studios — we're finishing up Todd Run-
dgren's studio in Bearsville ( New York), 
we're doing Boston's largest post-
production center, Syntel (sic), we're 
working on National's giant project over 
on the west side — they're moving all of 
their operation, over 50,000 square feet. 
So we're looking at a lot of video equip-
ment too. For two reasons: they're 
ahead ( video) of us technically speaking, 
and they're "getting married" in the 
Eighties. By 1983 studios will have new 
names like The California Audio/Video 
studio. 

I think studios are going to get 
smaller. They'll have less equipment in 
them. They'll have no equipment in 
them eventually, just whatever you need 
to digitally address the storage medium. 
If you ever been into a CMX room in a 
video house — it's pretty small, but next 
door there's a pile of equipment like 
NASA. The basic common denominator 
of all of the control rooms is that you're 
carrying everything in the control room. 
And it's really kind of silly to do that. 
IMRW: To wrap things up, I was 
curious as to whether or not you think 
that studio architecture will actually be 
taught as a separate discipline? In a way, 
you're pioneering in a field that never 
existed per se. Will there be enough de-
mand to create a need for this? 
Storyk: Probably not, no. But General 
Acoustics is taught and that's simply a 
cross between physics and architecture. 
Studio architecture per se, for recording 
studios, is really not taught. There is text 
on it which gets worked into courses. 
There are "hands-on" audio schools 
which are dabbling in it, some of them 
have even been smart enough to ask me 
to lecture on the topic ( laughter). But 
there's not enough text on it because it's 
moving too fast, changing too quickly. 
It's the same situation as something 
specialized like Hospital Architecture. 
There have been lectures and seminars 
on the subject. Actually, the number of 
people who've done a hundred or more 
real studios, really done them, is thin. 
Five, six or eight people, a real 
small number of people. I'm just getting 
to the point where I'm beginning to feel 
comfortable doing lectures and inter-
views. 
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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. Penruno 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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"I use my Washburn Eagle for 
"Straight On" and get a real 
clean Strat sound... the next 
song is "Even it up" where I 

need a real dirty sustaining 
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OME GOOD THING LEADS TO ANOTHER! 

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 ot 
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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MUSIC MAN, INC. 
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A Giant Step Toward 

Realistic Sound 
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2618-22 WEST 59th STREET • CHICAGO, ILLINOIS 60629 • (312)475-4702-3 

Circle 832 on Reader Service Card 

Visit us at NAMM Show Booth 2036 

East Coast Distributor: 

F.M. MUSICAL INSTRUMENT INC. 

914 21st Street 
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The basis of the transport 
used in the 667 was originally 
used in the Revox A700 but a 
closer examination reveals that 
as the deck developed through 
the A67 to the B67, many 
changes have taken place. The 
tape path and shape of the 
headblock are still similar but 
the materials used have been 
extensively professionalized. 
The electronics however are a 
completely separate develop-
ment. 

There are a wide variety of 
permutations available to suit 
many different recording and 
broadcasting requirements. 
The model under review was a 
7 1/2 115/30 ips stereo machine 
in a pedestal mounted console 
with a VU penthouse. The 
transport and electronics can 
be quite compactly mounted in 
some formats but in this style 
they are quite sizeable for a 
stereo machine. The width is 
27 1/2 inches, 2334 inches deep 
with a height of 43 1/2 inches to 
the top of the penthouse and 
32 1/2 inches to the deck. 

The Transport 
The deck is able to accept 

reels of up to 10 1/2 inch 
diameter and has a DIN centre 
spindle but is supplied with a 
apir of NAB adaptors. 
The tape path is symmetrical 

about the headlock. Leaving 
the supply reel, the tape first 
passes over a sprung tape ten-
sion sensor and then a rotating 
roller before entering the 
headblock. On the other side 
of the headblock is an idler 
roller with a rubberized strip in 
contact with the tape to 
minimize slip. This acts as the 
tape motion sensor, having a 
toothed wheel under the desk 
reflecting an infra- red source 
which is then detected by sen-
sors and the information pass-
ed to the transport logic. 
Before the take-up reel, the 
tape passed over the second 
tape tension sensor. 

ON TEST 

STUDER B67 
Access to the deck is easy 

and requires only a few 
screws. The headlock can be 
removed by three screws. 
The headlock contains three 

heads all well screened with 
the play head having a 
manually- operated head 
shield. There is a manually-
operated tape lifter as well as 
the automatic that can be used 
to lift the tape from the erase 
and record heads. In addition, 
there is a knife edge that can 
be used for cutting tape while 
it is still laced up. It would im-
possible to do this accidentally 
as the level is behind the 
headblock and requires a very 
positive action. Mounted on 
top of the headblock is an 
editing block should you prefer 
to use it. 
The deck controls are 

straight forward and include all 
the normal functions with a 
few extras. 
"MOT. Off" turns off the 

take-up motor for editing and 
disables the fast wind modes. 
The " Repeat" button puts the 
machine into rewind while 
your finger depresses the but-
ton but when released puts the 
machine into play. This is very 
useful when editing or analys-
ing a sectin of tape. 
The "Auto" button has two 

possible operations. It can be 
pressed in play or record and 
when the tape reaches a 
transparent leader, it will be 
wound back to the start and 
stop. The other operation is 
the same except having re-
wound it will go into the 
previous mode — play or 
record and keep the "Auto" 
function going. The choice of 
operation is programmed inter-
nally by a jumper on the tape 
transport control board. 
"Fader Start" puts the 

machine into the stop mode 
and it requires an external 
signal to start the deck. This is 
often used in broadcasting ap-
plications where the machine is 
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required to star: playirg as a 
fader is raised — cued by the 
internal switch in the fader. 

Remaining is the "Pause' 
button which holds the 
play/record mode while it is 
depressed as it does not latch. 
The tape counter shows 

tape running time in hours, 
minutes and seconds. What is 
actually displayed can also be 
controlled internally but our 
version was able to show a 
minus value up to 59 min 59 
sec if rewound beyond the 
zero point which I found 
useful. The counter was pretty 
accurate and stopped im-
mediately the tape tension was 
removed even if the tape mo-
tion sensor roller was still spin-
ning after fast wind. 
The transport functioned 

very well and I have no com-
plaints at all. The rewind time 
on 2,400 feet of tape I found to 
be well below Studer's figure 
of 120 seconds for 2,300 feet, 
but maybe a little less speed 
would be beneficial as the 
wind on the tape ( Ampex 456) 
is a little rougher than we have 
come to expect from modem 
machines with matt backed 
tapes. 

The Electronics 
The penthouse is dominated 

by a pair of VU meters with 3 1/2 
inch scales with peak reading 
LEDs. The meters may be in-
ternally switched to read 
+ 4dBm/ + 8dBm. Below each 
meter is a stereo headphone 
jack socket. 
The controls for the left and 

right channels are on either 
side of the meters and consist 
of two concentric knobs for 
record and reproduce level 
with the inner knob being 
selected by pushing the "Un-
call" switch and so making 
short term alterations to record 
and play levels possible. There 
are fish-eye switches for in-
put/reproduce selection and 
for safe/ready status. 

Circle 872 on Reader Service Card 

The right side of the pen-
thouse contains a five by three-
inch elliptical speaker with a 
panel containing a volume con-
trol, phones socket, repro/in-
put select and to select chan-
nel 1, 2, 1 + 2 input to the 
speaker. There is ample 
volume from this speaker for 
editing and other machine local 
operations but I found it very 
easy to leave it on and not 
realize that I could still hear it 
while sitting in front of the 
studio monitors and so color 

what I was hearing. A case for 
strict operational discipline. 

Both the panels in the pen-
thouse are hinged and can be 
swung down to inspect the 
electronics etc. which are all 
on PCBs with connectors 
enabling easy removal. 
The channel amplifiers and 

transport electronics are 
situated under the front of the 
deck but access involves 
unscrewing two hinged 
panels. All the amplifiers are on 
separate cards offering the 

usual wide range of Studer 
alignment adjustment. 
The supplied manual is ex-

cellent with clear diagrams for 
maintenance and operating in-
structions. 

Summary 
A good tape machine that 

has rightly found much accep-
tance in a wide variety of ap-
plications. 

Keith Spencer- Allen 
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machine heads 
flow 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. 

Schaffer Electronic Pfinzingstrasse 2,8501 Feucht, West Germany 
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THE VERY BEST 
FOR UNSURPASSED TRANSIENT RESPONSE AND 
LOWEST DISTORTION IN COMPRESSION DRIVERS, 

EXPONENTIAL HORNS AND NETWORKS. 
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RENKUS-HEINZ, INC. 
17891 Sky Park Circle • Irvine CA 92715 • USA • 714/540-3154 I 
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LEFT HAND go? 
iMmorirrrtg, 

WORLDS LARGEST" 

BUY • TRADE • SELL 
LOCATE 

LEFT HAND INSTRUMENTS 

INQUIRE ABOUT OUR OWN CUSTOM LINE 

AND CIAJB MEMBERSHIP 

CATALOG $ 1.00 

LEFT HAND GUITAR SHOP 
6421 LIGNUM STREET 

SPRINGFIELD VIRGINIA 22150 
(703) 971-4818 

SERVICES FOR LEFTIES 
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TUNE YOUR 
GUITAR 

ELECTRONICALLY 

New Aural Tune is the world's 
first low-cost electronic tuner. 

It tells you when each string 

is on pitch. Fast, easy, 

guaranteed. 

$29.95 pod 
See your dealer or order 
from: 

SID KLEINER MUSIC INC. 

3701 25th Ave., SW 

Naples, FL 33999 

New Fake Books TM? 
▪ LEGIT PRO FAKE BOOK: New' 1,010 old & new I 
• best jazz & pops, All styles, 480 pages  $24.95 

' LEGAL FAKE BOOK: 700 more goodies, $14.95 I 
1,012 JAZZ TUNES FAKE BOOK: Best seller, Tcp 
stars, All styles, 550 pages, Use on Jobs,For 

▪ reading.Improyising ideas, Great+   $24.95 
• Add 75e Postage To Total Order. Money Back Offer • 
Li al IMPERIAL Box 66-MR N.Y. N.Y. 10022 

You'll Sound Like A Combo' 
Use on Jobs Or For Practice' a 
Select 8 Rhythms & 11 Tempos'. 

Jazz- Latin-Rock-Waltz- March- II 

Bosse Nova- Disco 8 Beguine • 

Use 1 Batteries or Free Adapter II Use with any amp Its the best" 

TRY 10 DAYS . MONEY BACK GUARANTEE III 

( ) New Super MICRO-RHYTHMER  $119 951 

Order Now: IMPERIAL CREATIONS : 

lain Box 66-MR. N.Y., N.Y 10022 MIMS 

SOPRANO SAXES—$219 
Bb Straight Imperial Special Top players like d' 

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-= NY NY 10022 

Rhythm Box 
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Currently on test I have a selec-
tion of Shure microphones in-
tended primarily for studio use. 
One of these mikes, however, 
is quite different from the 
others in that it is extremely 
small and has been designed 
for use with acoustic stringed 
instruments by mounting on 
them, although it does have 
other uses. It is known as the 
SM17. 
The SM17 is certainty small 

— 3.75cm long includ no the 
cable strain relief and 1 5cm in 
diameter, or in other words 
about half the size of an XLR 
plug. It is supplied with about 
three meters of lightweight 
two core screened cable which 
is terminated at the open end 
by a switchcraft male XLR con-
nector with a special strain 
relief to grip the narrow cable. 
At the other end the cable is 
mounted directly into the 
microphone and is not 
detachable except for replace-
ment. Due to its small diameter 
(about 2mm) the cable is rather 
prone to tangle particularly 
when new as it is supplied 
tightly coiled in a plastic wallet, 
but this can be lived with. 
The microphone disassembles 

by unscrewing the grill and ap-
plying gentle pressure on the 
cable to push the diaphragm 
assembly up above the body 
shell. This exposes a well 
designed cable grip which effec-
tively relieves al strain on the 

ECORDIrIE 

ON TEST: 

Shure SM 17 
diaphragm assembly. The casing 
is made from aluminum and is 
finished in a grey enamel finish. 
It appears to be fairy robust 
despite its weight — again only 
about half that of an XLR plug. 

Mounting on Plugs 
The kit supplied with the 

SM17 includes two fixing 
mechanisms for mounting the 
mike onto musical in-
struments. To mount it on 
violin, viola or ' cello, there is an 
expansion mount which fits in-
to one of the str:ng holes on 
the tailpieces. It is then 
tightened gently till the rubber 
bushing expanding to hold the 
mounting fi -mly in place. Three 
sizes of bushings are included 
to ensure an exact fit. The 
shock mount then slips over 
the arm on the expansion 
mount and the microphone 
slips into this. It car then be 
swivelled into the exact posi-
tion required. 
To mount it on a guitar or a 

similar instrument a clip is pro-
vided that looks something like 
a tie clip ard the shock mount 
slips over the non-sprung arm. 
This clip then goes round the 
sound hole with the 
microphore in the shock 
mount being either on top of 
the sound board or actually in-
side the guitar. 

Both these mountings are 
easy to remove from the instru-
ment and as every surface that 
comes in contact with the in-
strument is rubber sleeved, no 
mark or damage is done to the 
instrument finish. The clip on 
the shock mount, however, 
slightly marks the microphone 
finish every time it is clipped in. 
If the mike is going to be 
removed frequently from the 
mount, then perhaps a thin 
layer of felt or similar inside the 
clip would be a good idea to 
prevent this occuring. Lastly 
two adhesive cable clips are 
supplied to secure the cable 
across the body of the instru-
ment. 

Preliminary Test 
I always like to test a 

microphone initially with own 

voice, not for any narcissistic 
reasons, but because it is the 
sound I am most familiar with 
so one can immediately 
recognise any changes sup-
plied by a microphone when 
using a known monitoring 
system. 
My initial response was that-

the SM17 has a gent e bass 
roll- off starting at a fairly high 

bass frequency and also a high 
treble peak. Not an unpleasant 
sound at all and my findings 
tally with the frequency 
respcnse curve supplied by 
Shure for the SM17. 

I found the SM17 to be only 
average in its susceptibility to 
"pops" but resistant to other 
voice troubles. The polar 
response is fairly gooc omni-
direciloral and is consistent in 
frequency response after a 
slight treble and bass :oss on 
moving off the front axis. 
The microphone is resistant 

to some handling noises such 
as knocks but rubbing a finger 

along the casing caused a 
great deal of noise. I was sur-
prised that even very vigorous 
movement of the cable caused 
no noise at all. The cable may 
be thin but it is obviously of 
high quality. 

Clip attachment 

Musical Use 
I first clipped the mike onto a 

guitar above the sound board 
and recorded -he output. On 
play back I was really quite sur-
prised. The reasons for the fre-
quency response I found 
previously were explained. The 
sound was very close to the 
original acoustic sound — 
rather like one would achieve 
with a good studio mike if it 
could be put that close to the 
guitar without getting in the 
way. The SM17's bass roll- off 
eliminated all boom normally 
found in mik ng this close, 
while the treble peak gave a 
bright edge to the sound --
perhaps a little too much for 
my taste but easy to remove 
with a little EQ. 

Mecharical noise from the 
guitar did not Pother the mike 
and knocking the gu tar body 
just produced the acoustic 
sound via the microphone. 
With the microphone being 

closest to the top E string, 
there was a slight emphasis to 
the treble strings although only 
slight and it made chords 
sound very " tight". 

Placing the SM17 inside the 
sound hole altered the sound 
giving a round bassier sound 
with slighly more emphasis to 
the bass strings. The final 
sound from this position 
depends a lot on the instru-
ment used but I think it would 
sound good when used, say, 
for finger picl.ing accompani-
ment to a solo voice where a 
warmth and ullness without 
boom is required. Cont'd 110 
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ON TEST: 
Shure SM 17 

Plugging the mike into an 
amplifier gave good results but 
of course we are limited in 
volume before feedback sets 
in. The room I was testing in 
was small, so feedback set in 
before too much volume was 
realised but in a larger room I 
have every reason to believe 
that it would be perfectly good 
for stage work. Placing the 
mike inside the body, however, 
renders it very liable to feed-
back. 

Aside from the guitar, I tried 
it on a variety of other in-
struments and I got results of 
varying degrees of success but 
I know that at certain times I 
may need a sound like that. 
The microphone's small size 
seems to suggest unusual ap-
plications. I managed to record 
a hand bell being shaken 
"town crier" style by clipping 
the mike onto the bell and so 
achieving a very close sound. 
This would not be possible 
with a stationary mike. Other 
ideas I would like to try include 
miking drums with lots of 
SM17s — say two on each tom 
tom might give an interesting 
sound. How about an entire 
orchestra individually miked up 
with SM17s? Not very purist I 
agree, but I'd love to hear the 
results. The only instrument I 
found that did not work too 
well was a harmonica played 
blues style with the mike held 
inside cupped hands while 
playing. The sound pressure 
here caused the mike to 
overload, but it was about the 
only case I found. 

Conclusion 
I think this is a very useful 

mike and full of possibilities for 
experimenting. Its small size 
means that it can be visually 
"lost" on an instrument and 
not get in the way of the 
player. The sound quality on 
most applications is very good. 
On stage it may lose out to 
contact pickups over feedback 
but if an acoustic sound is re-
quired this mike has many 
things going for it. 

Keith Spencer-Allen 

Circle 760 on Reader Service Card 
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ANNOUNCES ANOTHER IMPORTANT OFFERING 

Following the complete success of the limited edition Reissue 1934 Martin Herrirgbone 

and continuing in our efforts to make available the finest guitars, banjos and mandolins . 

*The Reissue 1939 Martin D-45* 
If you could find for sale one of the 91 legendary C F Martin D-45 guitars made between 1933 

and 1942, it would cost you over S10,000.00. MANDOLIN BROS. LTD., through an 

EXCLUSIVE arrangement with C F MARTIN ORGANISATION, is producing a limited 

edition of 91 pre-war style D -15 guitars - the first since 1942 to have scalloped braces, and 

many other original appointments, including: 

Diamond & Snowflake Fingerboard Inlays 

Tortoise Shell type Peghead Overlay & Pickguard 

Grained lvoroid Binding, Heel Cap and End Piece 

"V" Neck Shape 

Square Headstock Design 

Lightly Stained Top 

Gold Mini-Shaller Keys 

Maple Bridge Plate 

Abalone Inlaid Top, Back & Sides 

[he guitar you've aluays drcaired of owning is now affordable: S2S00. Including liard shell ease 

RESERVE YOURS NOW! SUPPLY IS LIMITED 

With a geld plated brass 
plate on the neck block 
engraved 

C F MARTIN 
EXCLUSIVE SERIE 

MADE FOR 

MANDOLIN BROS. L D. 

CUSTONI NG OF 9 
SERIAL No. — 

The 1934 Reissue HD-28 sold out in four months) 

Only From MANDOLIN BROS. Ltd., 629 Forest Avenue, Staten Islard, 10310 

TOLL FREE 800 221-6928 Mon-Sat 11 5. NY State/Outside USA 212 981-3226 

Deposit will secure order. We ship everywhere. Send for complete ree stock and price list. 
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ACOUSTIC & ELECTRIC 
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Pt17 HEAR FACINGS 

I did not go into much detail about 
making and fitting a wooden head fac-
ing, so here are some pictures which 
should help to explain the process. If 
you have completed this part suc-
cessfully, don't worry. If you have not, 
read the next few paragraphs. 
Although it is preferable to fit the 

head facing before the fingerboard, I 
usually find myself left with this job still 
to do at about this stage. I usually make 
the head facing from a scrap of the same 
wood which I used for the fingerboard. I 
you are lucky, there will also be enough 
for a heel cap at the body end of the 
neck. The scrap of wood needs to be 
just more than half the width of the head 
at its widest point. 
You need enough extra to allow for 

planing the centre joint between the two 
halves of the facing. You do not need 
machines to cut a small piece of very 
hard wood into thin slices. I find the job 

quicker by hand. Photo 1 shows a piece 
of Madagascar rosewood held in the 
bench vise, a marking gauge, a finely-
set plane and a frame saw. This is not a 
'bow saw' as found in the better tool 
shops, although it works on exactly the 
same principle. 
You can use a sharp carpenters' rip-

saw, but the frame saw only requires 
about one third of the effort for the 
same cutting speed. My saw was 
made from pieces of an old desk, a bit of 
cabbage box, assorted screws and 
washers and a piece of string. It has had 
five years' use and it is just beginning to 
show signs of wear. 

The blade is a piece of half- used Star-
trite metal cutting bandsaw blade. It is a 
'skip tooth' blade with 3 or 4 points to 
the inch. This blade is thicker and stiffer 
than most bandsaw blades, and is 
necessary if you intend to cut in a 
straight line. One blade should last you 

for ever, as my saw still has the original 
part- used blade and it is still very sharp. 
This sort of saw requires some practice 
before it will work for you, and on soft-
woods has a habit of jumping out of the 
cut and slicing your hand. Carpenters' 
saws are more suitable here. However, if 
you ever have to deal with a block of 
hard Rosewood or Lignum, or if you 
have to cut any hard or resinous wood 
along the grain, you need this sort of 
frame saw. It has been in use at least 
since the Middle Ages, and is so effi-
cient that no one has really been able to 
improve on the design in that time. 

In theory, it cuts on the ' pull' stroke; 
however, I find mine slower but more 
accurate if I turn it round to cut on the 
push stroke like most saws. The saw in 
the photograph is arranged in this way, 
and the user would be on the left of the 
picture. These saws require very little 
downwards pressure while cutting. If 
you apply too much, they bite into the 
wood inaccurately, and eventually 
become stuck. Large pieces of very hard 
wood need about as much down-
pressure as an ordinary saw when cut-
ting hardboard ( Masonite). 

Plane one face and all edges of the 
scrap of wood for the facing, mark a pair 
of lines around the edges, indicating a 
slice about 4mm thick plus a space bet-
ween the lines just more than the width 
of a saw cut. Start the saw carefully 
across one corner between the pair of 
lines. Saw down until the saw hits the 
other corner as shown in photo 1. Turn 
the wood round and continue the cut at 
the same angle from the other side. 
When the far side of the saw reaches 

the level of your original cut, turn the 
wood round again. Repeat until the 
bench gets in the way of the saw and 
then turn the wood top to bottom. Cut 
in the same way from the other end of 
the piece, to meet in the middle. This 
cutting at an angle, from alternate sides, 
reduces the risk of the far end of the saw 
going off course. Even so, I would sug-
gest you look frequently at the back of 
the cut. If it is going wrong, turn the 
wood round immediately and gently pull 
the cut back into line. You will only need 
2mm of the 4mm thick slice eventually, 
so it is no disaster if you just go over the 
line. 
When the slice is cut off, plane its 

newly sawn face, and also the new face 
of the remaining piece of wood. Re-
mark, and cut off another slice. If the 
slices are not long enough to make a 
head facing and a heel cap, take a third, 
thinner slice, just enough for the heel. 
Plane the back of the second ( and third) 
slice(s). You will need to plane both 
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slices so that they are the same 
thickness, between 3 and 4mm. Arrange 
the two pieces edge to edge so the grain 
produces a pleasing symmetrical pat-
tern. Plane the joining edges so that 
they fit, and so that no light comes 
through the joint when held up against a 
window. 

Glue the two halves of the facing on a 
piece of paper on a flat bit of bench and 
table. Photo 2 shows a suitable clamp-
ing arrangement, though you may get 
away with a ' rubbed' joint ana a brick on 
top. Leave about 12 hours. Scrape off 
the paper and surplus glue, and plane 
the facing down to between 2 and 
2.5mm. Line it up centrally on the head 
and against the end of the fingerboard 
and draw round the outside of the head 
and the inside of the machine-head 
holes. 

Carefully saw round the outline with a 
fine fretsaw blade or a medium piercing 
saw blade as described for cutting out 
the template for the head. Leave about 
1mm margin. Saw ou the machine 
head holes in the facing about 2mm 
undersize. I usually cut out the hole for 
:he truss rod adjuster as well, but it re-
quires careful suport and a fine saw 
blade to avoid cracking the facing. A 
perfectly good alternative is to draw the 
position of the opening needed for the 
adjuster in pencil and then drill the 
largest round hole possible within this 
area. Use a ' Lip and Spur' machine bit ci 
a Forstner bit. A large size of Engineers' 
drill or Carpenters' spiral-nose bit would 
probably split the facing into pieces. The 
adjustment hole can be marked, but left 
uncut, until the facing is glued on. This 
is the safest way: you may take some 
cnips out of your cutting toos on the 
concealed end of the truss rod when 
cutting it out later, but this only means 
that you would have to re-sharpen a 
knife and a chisel once or twice, which is 
no great disadvantage. 
You can glue the facing on with 

almost any woodworking adhesive. I 
prefer hide glue but unless you are doing 
the job in the summer, you will need one 

of the prepared varieties which remains 
liquid when only moderately warm. Do 
not urderestimate the force with which 
the facing and the head will curl away 
from each other when wet. Wetting the 
other side of the facing causes cracks 
later. 
The solution is a thick rigid clamping 

block against the facing, with a sheet of 
paper for easy release later, and lots of 
clamps around the edges. See Photo 3. 
With fewer clamps than this, I usually 
find that some corner or edge of the fac-
ing has pulled away from the head, leav-
ing a gap or a thick glue-line. Leave for 
12 hours. Remove clamps and block and 
paper and leave for another 12 hours in a 
dry, comfortably warm room. After this, 
the facing can be trimmed to fit the 
head, and the various holes enlarged to 
their proper size. Use chisel/knife gouge 
for the truss rod hole. 

For the machine head holes, use a 
small coarse round file, from the front, 
until the facing holes are nearly to size, 
and then finish off with a 13/32 inch 
Taper Pin Reamer from the back, if you 
have one. Otherwise use sandpaper 
round a dowel, again working from the 
front. If you find soft or wet glue around 
the holes or edges, leave the head a little 
longer to dry before continuing. 

At some stage, you can if you wish, 
make a little cap for the heel where the 
neck joins the body. You can see this in 
photo 3. About 1.5 to 2m is about right 
and you may need to cut a correspon-
ding amount off the heel with a sharp 
chisel. It looks nice if the heel cap slopes 
down slightly from the body to the back 
of the neck. This heel cap will try to 
warp when glued, like the head facing. 
The best cure is an accurate joint and a 
clamping block with a slightly hollow 
surface so it only presses on the outside 
3 or 4mm around the edge of the cap. 
To prevent the cap sliding off, the 

clamp will need to be a slight angle to it 
so as to pull the cap against the end of 
the guitar body. You will need a packing 
block underneath to protect the frets 

anyway, so put some grooves in it to fit 
over the frets, and cut the other side at 
slightly more of an angle than the heel 
cap. Then the clamp can sit securely at 
just the right angle to hold the heel cap 
in place. Don't use more glue than you 
have to under the heel cap. In particular, 
try to keep glue away from the end grain 
where the body curves down to meet 
the pack of the neck. End grain wood 
stains easily, and it will not be easy to 
sand this bit clean later. 

Heads with a ' facing' of 
black paint 
Many commercial guitars are done 

this way. If you have chosen to make 
the head thicker, and to paint the front 
black, don't paint it yet. The black paint 
will soak into the edges of the head mak-
ing a ragged edge, and may be impossi-
ble to remove. Get at least two sealing 
coats of clear on the whole guitar first, 
as described later on. Then mask 
everything but the front of the head with 
masking tape and a big plastic bag, and 
give the head three thin coats of Black 
Cellulose from a spray can. Do not use 
black enamel which is also available in 
spray cans. Leave 2 hours between 
coats of black. Leave 2 weeks after the 
third coat before applying more clear In-
ternational polyurethane, then spray 
several very thin coats at first. 
Polyurethane on top of cellulose re-
quires that the cellulose coat is thin, and 
fully dried hard. ( If you are spraying clear 
cellulose onto the black then 2 days will 
be enough drying time for the black 
paint.) If you have to apply the clear 
polyurethane by brush, leave the black 
for at least 2 weeks, then quickly apply 
one unthinned coat of clear to the front 
of the head with as little over-bnishing 
as possible, and leave it alone until next 
day. Repeat twice. After this you can 
"flat" it lghtly to remove lumps and 
continue finishing the whole guitar. 
Whichever way you do it, don't flat or 
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Continued from page 113 
sandpaper the black pant. Don't put 
fingerprints on it, put the clear lacquer 
directly on top. 

Natural finish heed 
If you find all this troublesome, and 

you have chosen the thicker head, 
without a wooden facing, you don't 
have to paint it black — or any other col-
or. It will look nice left natural like the 
rest of the head and neck, and you will 
save yourself a lot of trouble. The guitar 
shown on page 52 of the May issue is 
finished this way. 

Head with fancy 
wooden facings 
Once again, no problems. Wipe any 

free color out of the wood with solvent 
on a clean rag, as described for the 
edges of the fingerboard, and then treat 
the head exactly as the rest of the guitar. 
You can only face the head this way if 
you originally made this decision while 
cutting out the thickness of the head. If 
you put a thick facing on a head intend-
ed for paint or for no facing at all, the 
total thickness will be too great for most 
machine heads, If you use a very thin 
wood veneer facing, it is likely to pull the 
face of the head hollowmthe glue dries. 
You really have to abide by your original 
decision about the head, but you can 
see what a rosewood facing on the head 
looks like in photo 4. This does match 
the fingerboard, which is covered with 
masking tape at the moment. 

Finishing the guitar 
You will need somewhere with good 

even lighting where the guitar can be 
lacquered, and where it can hang un-
disturbed to dry between coats. As you 
will see from photo 4, I have found a 
small whitewashed room adjacent to my 
workshop in which I hang up guitars to 
dry. For reasons which should be quite 
apparent, it is about the least suitable 
place to leave a sticky guitar. However, 
it is the only part of my workshop which 
can be kept free from sawdust. It also 
has good ventilation, separate from the 
rest of the shop. A clean spare room or 
garage would be a better choice. Try not 
to leave sweaty fingerprints on the 
guitar at any stage during finishing. If 
necessary, wear thin white cotton 
gloves. These are sometimes used in 
factories for handling goods which are 
later to be painted. 

Brush finishing 
Get a very good brush. A Hamiltons 

ULRMAfE 
SUPFCRr 
SYSFEMS 

'Namelvar' or ' Albion' if they still make 
these. If you like a slightly softer brush, 
Rekab make a flat brush used as a filling-
in brush by signwriters. It is made from a 
sort of ox- hair. Useful sizes are 1 1/2 and 
13/4 inch. Squirrel hair brushes are usual-
ly too soft for polyurethanes, even when 
well thinned. Flat with 400 wet and dry 
paper and White Spirit between coats. 
Flat very thoroughly with paper and a 
cork block every 3 or 4 coats. You will 
probably •ieed 8 to 10 thin coats. Leave 

2 weeks to dry. Flat with 600 paper, and 
White Spirit, wipe clean and leave 2 
days. Burnish with " T-Cut" and an ex-
hausting amount of very hard rubbing. 
T- Cut is a UK product for restoring auto 
paint finishes. It is ptobably similar to 
US Mirrorglass polish. A useful hint is to 
use a cloth moistened with White Spirit 
for applying the T- Cut. It is easier to rub, 
and it doesn't dry out on the cloth so 
quickly. Use a dry cloth to polish off. 

After each flatting down, and before 

IT. 
KS-30 
TRIPLE 
KEYBOARD 
STAND 

HOLD di 
SYNTHESIZERS, ORGANS, ELECTRIC PIANOS, 
STRING ENSEMBLES, CLAVINETS, VOCODERS, 
RHYTHM MACHINES, DIGITAL SEQUENCERS 

ON 
STAGE FLOORS, MOUNTAIN TOPS, AUDITORIUM FLOORS, 

STUDIO FLOORS, LIVING ROOM FLOORS, 
DESERT ISLANDS, DISPLAY ROOM FLOORS 

FOR 
CONCERTS, CLUBS, WORK, CONVENTIONS, 
PERFORMANCES, PRACTICE, RECREATION, 

RECORDING SESSIONS. 

KS-15 
SINGLE 
KEYBOARD 
STAND 

THE ULTIMATE KEYBOARD STANDS FROM ULTIMATE SUPPORT SYSTEMS. 

Distributed by Roland Corp. US. 2401 Saybrook Ave.. Los Angeles, CA 90040 ( 213) 685-5141 

Circle 752 on Reader Service Card 

115 



• 

re-coating, wipe the guitar all over with 
a 'tack rag'. The subsequent coat will be 
less lumpy. 

Spray finishing 
Correct thinning for the particular gun 

and air pressure in use is the secret. The 
rest you can learn from one of several 
books on the subject in your Public 
Library. Remember if you spray Interna-

1 tional Polyurethane, that there are max. 

and min. re-coat times, and that each 
coat will take longer to be touch-dry 
than in the case of Cellulose lacquers. It 
will also eventually 'sink' less than 
Cellulose. 

Base Coats and/or 
Grainfillers 
Use what the lacquer maker recom-

mends, and follow the directions exact-
ly. They are all different. Even within 

0811 () 41114 Aln01111111111% 
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The next time your instruments and sound 
gear hit the road, protect them with The 
SHOCK ABSORBERS"' from ANVIL.. . To give 
your gear the extra protection it needs when 
it's on the road, ANVIL"s SHOCK ABSORBERS'" 
Transit Cases are built to exceed rigid 
specifications established by the Airline 
Transport Association to assure safe 
transport of delicate equipment. 

Outside, your gear gets the protection of 
sturdy, top-grade plywood sidewalls 
covered with gouge and scuff- resistant ABS 
plastic. Plus a strong, lightweight aluminum 
outer frame. And ANVIL' machine-driven, 
split-steel rivets and steel hardware. 

Inside, your gear is cushioned with a 
custom-fit protective layer of foam padding. 
So even if your SHOCK ABSORBERS'" shake, 

rattle and roll on their way to the gig, your 
gear inside won't. 

The SHOCK ABSORBERS'". Because when it 
comes down to cases, nobody builds them 
like ANVIL. 

ANVIL' CASES. Inc 4128 Temple City Blvd 
Rosemead, CA 91770 ( 213) 575-8614 
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If it doesn't have an ANVIL' ... you don't have a case. 

one company's products, some base 
boats/fillers may not be compatible with 
some lacquers. The only exception I 
would make concerns 'paste' grain 
fillers. Some makers recommend wiping 
off with a coarse cloth and then spraying 
over when dry. I find this gives a very 
muddy appearance to the wood. I prefer 
to sand the filler off the surface when it 
is dry, leaving it only in the pores of the 
wood. 
You don't have to use a grain filler, 

particularly with sycamore and maple, 
but on porous woods such as mahogany 
it will save you many times its cost in 
time and lacquer saved. Filler should 
match maple and sycamore, but may be 
a shade darker and colder than 
mahogany and walnut. Some fillers 
won't set on some rosewood. Hill Son 
and Wallace's ' Thixo' filler will set on 
practically any wood. Sherwin Williams 
paste filler is often recommended in 
USA. Also try Star Chemical, Constan-
tine, and Behler for lacquers and thin-
ners. 

Stephen Delft 
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When you get right down to it, all that equipment you spent all that 
money on can only sand as good as the signal it receives. And for those 
of you who are depending on PASSIVE electronics to tell your amp and 
effects what to sound like. . well, we at Power Pots sympathize with you. 
That's why we developed our Professional Onboard Electronics Group, 
to solve the problem that today's guitarist is faced with. We know that most 
guitarists are not technicaIly oriented and that the highly technical 
question of how to get the signal down the cord to the amp without 
adding noise and unnatural frequency response is not one that is easily 
solved — especially when long battery life and smal size is of paramount 
importance. So when the people at Power Pots set out to solve these 
problems, we contracted the services of Craig Anderton, nationally-known 
author on the subject of guitar electronics. The final result is a line of 
onboard electronics for guitar and bass that gives the guitarist sound that 
he never realized his guitar was making because of the common problem 
of signal degradation. But don't take our word for it. Contact your local 
dealer and ask him for a Power Pots demonstration. You won't believe 
your ears. Write us for our free catalog. 
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ON BOARD ELECTRONICS FOR ODAY'S GUITARIST 
P.O. Box 896, West Covina, Cali ornia 91793, U.S.A. 

(213) 339-8 89 
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Craig Chaquico ( pronounced Cha-
key-so) picked up his first guitar at the 
age of ten, learning some simple rock Er 
roll songs after first experimenting with 
an accordion for a while. As he got 
older, he and his friends would head 
down to San Francisco on weekends, to 
the Fillmore and Avalon Ballrooms, 
where he was first exposed to the 
psychedelic rock Er roll music of Jorma 
Kaukonen, John Cippolina, Eric Clap-
ton and other virtuoso guitarists that 
were to be the cornerstone of his playing 
style. 
A high-speed, head-on automobile col-

lision at the age of 14 nearly ended his 
career. But a combination of determina-
tion and guts overcame two broken 
wrists, and two years later he made his 
recording debut on Sunfighter 
specifically on the track entitled Earth-
mover; a song written by his English 

teacher Jack Traylor, who also happen-
ed to be a friend of Paul Kantner's. 
A year later Chaquico was back in the 

studio again, this time with the group 
Steel Wind, fronted by Jack Traylor. He 
was also sitting in on sessions for Paul 
Kantner and Grace Slick's album, Baron 
Von Tollbooth and the Chrome Nun. 
The sessions were originally slated for 
Jerry Garcia, who was reputedly quoted 
as saying after hearing Craig play, " Let 
the kid play them." Craig next appeared 
on Grace's solo album, Manhole later 
that same year. 

It was about this time that Paul and 
Grace decided to put a touring band 
together, and since Jorma was busy with 
Hot Tuna, Craig became the natural 
choice to fill the lead guitar slot. 
When Jefferson Starship became a 

concrete reality instead of being just a 
pick-up band, Craig had no problem at 
all making it as lead guitarist, although 
he had to turn down an art shcolarship 
to college. Today — six years, four 
platinum and two gold albums later, he 
is gaining more and more recognition 
beyond the " Heavy Metal Whiz Kid" 
reputation that he has garnered over the 
past six years. And although he's not 
what one might call an "eclectic" 
guitarist, Craig's name keeps cropping 
up on more and more reader's and 
critic's polls every year. 

Chaquico attributes a lot of his 
musical growth to the new cohesiveness 
that the Starship has been exhibiting 
since the addition of vocalist Mickey 
Thomas, formerly with Elvin Bishop's 
Band, and perhaps the quintessential 
rock drummer, Aynsley "The Hawk" 
Dunbar, ace drummer with everyone 
from John Mayall to Frank Zappa. 

Dunbar, along with his long time 
friend and Starship bassist, Pete Sears, 
make up what Craig likes to call, " Your 
basic English rhythm section." He con-
tinues, " It's exciting, as a guitarist and 

as a soloist, to play over inat kind of 
foundation. It's much more inspiring 
because you can really feel it." 

Craig also claims these new additions 
have given the band a much more 
unified sense of direction. The bands 
sound, as exemplified on its latest 
album, Freedom at Point Zero, is a 
harder, razor-sharp harkening back to 
the halcyon days of the original Jeffer-
son Airplane, as opposed to the more re-
cent, ballad-oriented Starship. 

A list of the gurars and basses stolen from the Starship 

after the disastrous concert at Lorelei n West Ger 

many. If a reader has any information as to their 

where:moue, the Starship may be contacted at 

2400 Fultosi Street, 

San Francisco, CA 94118 

I'm sure that he inforrnatior will be most hberally 

rewarded. 

Make Model Serial 

Number 

Guild F.50 AD 336 

Guild F-412 OB 116 

Gibson Les Paul 92180 

Gibson Les Paul 131263 

Gibson Les Paul 78767 

Gibson Les Paul 78793 

Gibson Les Paul 814506 

Gibson Frebird III 215292 

Gibson L-65 184294 

Gibson SG 632153 

Gibson Les Paul 3 

Fender Stratocaster 17391 

Fende Stratocaster 371961 

Fender Stratocaster 371595 

Rickenbacker Twelve String H0656 

Rickenbacker Twelve String GL4854 

Fender Precision TI 

Bass 

Fender Precision 715 

Bass 

Fender Precision 589867 

Bass 

Ibanez Double neck 

Gibson L-5S 

D. Irwin Bass 

Remarks 

'59 Cherry 

Sunburst 

Black 

Custon• 

57 Goldtop 

'63 

Sunburst 

'76 The 

Les Paul 

White 

'57 

'76 Cherry 

Sunburst 

Custom bass 

An important tool that Chaquico has 
developed in this growth as a musicians 
and guitarist, is his home eight-track 
studio. From a chair situated in the mid-
dle of a room in his house, located on 
the side of Mt Tamalapais in Martin 
County, California, he can record an 
"idea", and complete with drum, 
keyboard and bass tracks, mix it down, 
and make a number of dubs on cassettes 
— all within an hour's time span. 

Craig believes that his studio saves 
him and the band a lot of time and 
money, "because by the time you get in-
to the studio, you know about 90 per-
cent of what you want to have happen-
ing. It also makes it a lot easier to show 
up at a rehearsal with a cassette of basic 
ideas. Then everyone can say, ' Oh, I see 
what he wants.' Then, the rest of the 
band can come up up with their own 
ideas and interpretations of their parts." 

His studio equipment consists of a 
TEAC 80-8 eight-track recorder, a 
Biamp 12-channel mixer, a DBX unit, a 
tri-amp power system for the different 
units, a Nakamichi cassette recorder, 
two cassette recorders for dubs, a 
graphic equalizer, a crossover circuit, a 
patch board, a Roland Guitar Syn-
thesizer, a CAT keyboard synthesizer, 
an IDP Space Echo, an Ibanez Digital 
Delay Unit, a Roland Cornpu-Rhythm 
and a small drum kit. 

Another influence on Chaquico's 
maturation as a guitarist and musician 
has been the Starship's latest producer, 
Ron Nevison. Nevison, who used to mix 
the Jefferson Airplane's sound, is today 
a veteran hard rock producer with three 
Bad Company albums, a couple of Led 
Zeppelin LPs, The Who, Dave Mason, 
UFO and the Babys all to his credit, and 
Craig sees him as a perfect match for the 
Starship's and his evolving, " Hard 
Rocking" style. 

Craig recounts, " During the recor-
ding of Freedom at Point Zero, Ron wis 
constantly moving back and forth from 
the control room to the studio while I 
was playing, and adjusting the tone con-
trols on my ( Mesa) Booçjies until he 
came up with a sound that he liked. 
"Ron was a lot more familiar with the 

tonal capabilities of the Boogie than I 
was, and he was able to come up with a 
sound that was a whole lot better than 
what I'd been able to come up with 
before. On our earlier albums I'd been 
entirely responsible for the tone of my 
guitar, whereas on this album, I have to 
give at least 25 per cent of the credit, to 
Ron. As a matter of fact, Ron was able 
to capture the Starship sound on tape 
the way we've always wanted to record 
it." 
The Mesa/Boogie amplifier has been 

the backbone of Craig's amplitcation 
system since his original system of old 

Continued on page 120 
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CRAIG CHAQUICO 
Continued from page 119 

Fender tweed Bassman bottoms and 
Gallien-Kruger power heads was totally 
destroyed during a riot at the Lorelei 
Amphitheatre in West Germany, during 
the Starship's 1977 European tour. He 
now uses two of the older 60/100 watt 
12" Boogie models wihtout the graphic 
equalizer, equipped with one 12" Altec 
speaker per cabinet. 

He uses both amps in the studio and 
on stage, though for live work he will 
augment these with an additional stack 
of Marshall cabinets for increased 
volume, as well as monitor cabinets on 
either side of the stage. He also has the 
entire system miked through the PA 
system for added control and balance. 

His system is unique in the fact that he 
has one Boogie's controls set for rhythm 
tones (which is constantly in use) while 
the second Boogie's controls are set for 
lead tones, which he switches on and off 
by way of a modified De Armond 
Volume Control pedal. The pedal, 
which was modified for him by Good 
Karma Electronics of Mill Valley, CA, 
has two outputs ( one for each of the 
amplifiers) and when the lead amp is ac-
tivated a red LED lights up, indicating 
that the lead amp is on, as well as the 
rhythm amplifier. 
The rest of his effects have also been 

modified by adding LED mode in-
dicators and by wiring them to a board 
for external power. His effects board 
was also built by Good Karma and con-
sists of an FET booster, a Cry Baby 
VVah-Wah, an MXR Dyna-Comp, an 
MXR Flanger, an MXR Phase 90 and a 
volume pedal. After his guitar signal is 
run through this series, it is then sent to 
a splitter box which in turn sends the 
signal out to his amplifers and his 
monitoring system. 

Chaquico's guitar collection at one 
time consisted of a ' 57 Goldtop Les 
Paul, a ' 59 Cherry Sunburst Les Paul, 
an Ibanez double neck, a '63 Sunburst 
Firebird Ill and as a couple of vintage 
Stratocasters, but all of these were stolen 
after the debacle at Lorelei, along with a 
few other guitars that belonged to other 
members of the band. (See insert box.) 
Today, his collection consists of 

another ' 57 Gold top Les Paul ( his main 
axe), '72 Goldtop Les Paul, a Yamaha 
SG-2000 and a ' 57 Sunburst Strato-
caster, one of the few guitars from his 
original collection he didn't take to Ger-
many. He also owns a left-handed 

12, 
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Stratocaster that he strings upside down, 
similar to the way that Jimi Hendrix 
would string his right-handed Strats. He 
also has a Fender Precision Bass that 
uses in his home studio, and two B.C. 
Rich " Bich" 10- string guitars strung 
with six strings. He strings all of his 
guitars with Ernie Ball strings that run 
(high to low) . 010, . 013, . 017, . 030, . 042, 
and . 056. 

Craig's basic picking style is flat-
picking, with an occasional use of a 
finger or two for color or emphasis. His 
style and attack have become very 
deliberate, he picks and chooses his 
notes with care. Craig attributes this to 
accuracy. "I've gotten a lot more ac-
curate ( laughter). I usually hit the string 
I'm aiming for these days." 
On stage, he is the most visible 

member of the Starship crew. A fiery 
dynamo, he is constantly moving, jump-
ing and pin- wheeling his arms, 
Townsend- like; or playing behind his 
head, with his teeth or with a mikestand, 
in emulation of Hendrix. 

Chaquico has also been involved in 
the development of a device to help the 
active guitarist who keeps loosing his 
strap, and who inadvertently might 
damage or even destroy a favorite or 
rare guitar. He and the Starship's guitar 
repairman, Jeff Grace, set out to 
develop an entirely new system to 
remedy this problem. This innovative 
but simple system is called " Rubbers", 
and is currently under a Patent Pending 
in Washington, DC. 

"Rubbers" simply consists of two 
rubber washers that fit snugly over the 
strap of any guitar and orno the guitar's 
strap pegs, effectively holding them 
tightly in place. Craig says they are ex-
tremely affordable too, at only $2.00 per 
set. 

Off stage and outside of the studio, 
Craig spends most of his free time play-
ing music with friends and other 
members of Starship. He also has more 
than an passing interest in skateboar-
ding, making a cameo appearance in the 
movie, Skateboard a few yeas back. 

Heavy touring comm tments over the 
past year have kept Craig both on the 
road and on stage — places where you 
really get your chops down not been cut-
ting classes. His future looks to be 
nothing but bright as he and the new 
Starship add light years to an already im-
pressive musical history. 

It's tne outdoor amp with big sound, 
small size, and the built-in rechargeable 
power pack ... so it won't gobble 
batteries like a pig. It's small enough to 
go wherever you go... yet The Mouse 
roars when you get there. 
No wonder The Mouse is owned by 
some of the best musicians in the field. 

Meitg Lectrosonies 
Albuquerque, NM 87195 505-831-1010 
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Jte/st ,A betccetiu 
Abercombie Quartet (ECM) 

It seems necessary consider-
ing the veritable flood of 
creative work that comes from 
ECM, that something be said 
about the similarities inherent 
in the company's catalogue. 

There can be little doubt that 
ECM is an excellent lable, but 
oo many of its releases are 
similar in sound, feel, texture 
and composition. It seems only 
those with an incredibly strong 
sense for melody can rise 
above the "sameness" of ECM 
product. A little fresh blood in 
the family may break up the in-
cestuous nature of the work. 

It is this similarity which 
permeates every track on 
Abercombie Quartet which im-
mediately evokes this com-
ment. Often when the com-
positions are extremely tex-
tural, the melody a mere trickle 
in the undercurrent of sound, 
any semblance of continuity 
seems to disappear and the. 
common thread of the com-
position becomes lost. 
These are not meant to be 

disparaging remarks against 
the ability of the musicians, but 
on the often self-indulgent 
nature of composers. In the 
opening track, " Blue Wolf", 
we are treated to the mood of 
what becomes the entire 
album; a highly emotive timbre 
expressed throughout a com-
position often punctuated by 
brilliant passages from each 
player ( Abercombie, guitars; 
Richard Beirach, piano; 
George Mraz, bass; Peter 
Donald, drums). Indeed, Aber-
combie's single note runs leave 
little doubt as to his chops, but 
as a composer his pieces seem 
fractured and unwieldy. 
Beirach, however, displays a 
keen compositional sense. 
Credited with three of the six 
tracks, he manages to dabble 
in the esoteric without losing 
sight of the common link. 
With the piano as the 

"brightest" instrument in the 
quartet and Abercombie op-
ting for a wafting, somewhat 

ethereal sound not dissimilar to 
that of Pat Metheny, the album 
is overshadowed by Beirach. 
Despite everything, Abercom-
bie Quartet still has its 
monents of brilliance as the 
musicians stretch out. 

Bill Stephen 

Recorded at Talen Studio, 
Oslo. 

Produced by Manfred Eicher 
and engineered by Jan Erik 

Kongshaug. 

irst Flight (Savoy) 

Modern jazz guitarists could 
find much of interest in this 
albLm if they can lose the no-
tion that the guitar is an instru-
ment reserved for single- note 
playing and rhythm accom-
paniment. In First Flight, 
recorded some 23 years ago, 
Charlie Byrd definitively ex-

Charlie Byrd 
plores the use of acoustic 
guitar within the jazz mode by 
reaching for a more melodic 
and compositionally- oriented 
sound employing the 
characteristic Spanish 
flourishes of the classical 
guitar while incorporating 
various time signatures and 
idiosyncratic formulas com-
mon to jazz. 

Leading from the somewhat 
sombre and sinply classical 
solo piece ' Prelude", the 
ablum progresses methodically 
through a series of solo guitar 
works, two duets and a 
culmination of uptempo 
quartet pieces 

Side 1 develops a particular 
sense of calm and richness 
easily evoked from the timbre 
of the classical guitar. Con-
tributing to the pace are three 
ballads by Rodgers and Hart 
("My Funny Valentine", " Little 
Girl Blue" and " My Heart 
Stood Still"). Each of these 

tunes displays the 
characteristic Byrd style of 
stating the melody and then 
embellishing it with the 
richness of chordal passages 
intensified by the deep 
resonance of the acoustic in-
strument. The timbre adds 
significance to each tune, but 
every composition still 
develops separately through 
skillful arranging and masterful 
execution. 

"Little Girl Blue" reveals 
Bryd's dexterity with an in-
credibly difficult and gorgeous 
chord change — "My Heart 
Stood Still" moves through 
various tempos within a realm 
of acoustic elegance. " In-
terlude" closes the side; a 
pastoral duet ( Tommy 
Newsom on flute) than 
enhances the total concept of 
Side 1. 

Another Rodgers and Hart 
tune, " Spring is Here", opens 
the second side and although 
at times the execution seems 
labored, the instrinsic relation-
ship between harmony and 
melody strongly supports the 
piece. On "A Foggy Day", the 
duet of Newsom and Byrd 
once again develops a keen 
sense of textures while mixing 
styles and tempos; Bobby 
Donaldson enters with a great 
hi- hat touch and Al Lucas pro-
duces a complimenting bass. 

With what has evolved as a 
definitive sound/style 

throughout the album, Byrd 
enters " Spanish Guitar Blues" 
with a flourish, musically 
stating that he's got the chops 
for uptempo, single- note play-
ing too. The fullness of the 
quartet breaks from the mood 
of the album by swinging into 
two uptempo numbers, 
"Chuck- A- Stuck", and 

"Homage to Charlie 
Christian." 
On both of these tunes, we 

hear Byrd's electric guitar 
sound. Distinctive and full-
bodied, he dazzles us with an 
array of rich, melodic runs 
punctuated with harmonics 
and vamping chordal breaks. 

That this album is 23 years 
old says something about the 

progress of the guitar as an ins-
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trument unto itself. Byrd ex-
plored its "total-ness" on this 
album, but a regression of 
style seems to have led to the 
narrower concept of today's 
players. 

Bill Stephen 

Recorded in Hackensack 
2/4/57 

by Rudy Van Ge/der. 

PM. 
1 Arlola (UK) 
I approached this record like I 
might approach a Christmas 
present from an auntie — lots 
of gift wrapping and tinsel, but 
with the possibility of just a 
pair of plain Sears Et Roebuck 
socks inside. 

However, I was pleasantly 
surprised — to find not a pair 
of plain socks at all, but a pair 
of Day-Glo socks, very well 
made, and evidently from 
some kind of Santa Monica 
boutique. 
PM is the new band from 

Carl Palmer, erstwhile drum-
mer of mega-rockers ELP, the 
band that died to the lack of in-
terest from its constituent 
parts. 

Palmer has dipped heavily 
into his considerable personal 
fortune to finance this outfit, 
the members of which are all 
American boys save for the 
leader, and come from such 
diverse parts of the USA as 
California and Texas. What 
they collectively produce is a 
kind of mid-West rockaboogie, 
heavy on the vocal harmonies 
and certainly listenable. It's 
medium weight rhythm and 
melody, with plenty of synth 
flourishes in glorious stereo. 
Some of the ponderous nature 
of ELP's keyboards are ap-
parent, meshing uneasily with 
the slick and polished music 
that backs it. 

A brass section would've 
been better employed to fill out 
the sound, as the texture of all-
electric music tends to become 
a mite tedious, Ike a straight 

diet of MacDonald's ham-
burgers. 

Half way through side one 
the ideas begin to run out, and 
arrangements of vocals and ins-
truments begin to repeat, and 
this trend is further evident on 
side two. Lyrics tend to 
become crass and chat..vinistic. 
With the punchy brass, 

raunchy guitar, driving drums, 
and the whole package plus 
vocals sounding very Aphex-
ed, listening to this music 
blindfold could remind the 
listener of Styx, or Bcston, or 
Heart, or Starship — i.e. 
bland-out rock aimea at the 
dead heart of American FM 
consumerism. 
What is apparent is that all 

the musicians have been hired, 
filling uneasily a role between 
session men and members of a 
real band. They play with a 
lack of conviction and soul that 
they might achieve by the third 
album if they get that far. The 
music is pretty in places, rocky 
in others, but comes over with 
the same impact as Charlie's 
Angels. 

Perhaps what Mr Palmer 
needs to do is give all his 
money away and join a bar 
band for a few years to get his 
creative spark back — after all, 
anybody who once played with 
The Crazy World of Arthur 
Brown and Atomic Rooster 
must be able to come up with 
the goods if the righ: motiva-
tion is there. 

Let's not be too harsh, 
however. This is definitely a 
step in the right direction for 
the likes of Mr. Palmer. It'd do 
a few other "tired" rock stars 
good to start gigging again 
with some fresh faces and 
some fresh songs. At least he's 
giving it a try. Perhaps when 
he's finished wooing the au-
diences of the Yankee Super 
Bowls he'll come up with some 
meaningful music. 

Steve Brennan 

Produced by PM. 
Recorded at 

Country Lane Studios, 
Munich. 

Engineered by John Timperley 
and Steve Churchyard. 

God Save The Queen/Under 
Heavy Manners (EG/Polyclér) 
It's high time Fripp owned up. 
His so-called innovations with 
"Frippertronics" are no more 
than a direct lift of what 
Amelican minimalist Terry 
Riley was doing with tape 
delay in the late Sixties. 
The album opens with 

familiar fare — layers of sus-
tained guitar fed through a 
tape delay system. This sound-
ed fresh and exciting when he 
recorded No Pussyfooting 
with Eno eight years ago. Now 
it has just become a Fripp 
cliché, although admittedly it 
does become a little more in-
teresting when sudden disloca-
tions occur, similar to the 
opening of Riley's " Poppy 
Nogood." Is this the drive to 
1972? 
The rest of side one con-

tinues in the same vein, with 
our small, intelligent, mobile 
unit wringing more mileage out 
of his intro to Peter Gabriel's 
"Games Without Frontiers." 

Bob Fripp 

Thankfully, Fripp has decided 
to say something new with his 
"Discotronics" on side two. 
"Under Heavy Manners" 
features the strained vocalizing 
of Talking Heads' David Byrne 
to a repetetive funky beat. It's 
like a disco version of the Bon-
zo's "The Intro and The 
Outro" — the listener keeps 
waiting for a song to appear, 
but it doesn't. Strangely 
mesmerizing. 
The final long track "The 

Zero of the Signified", is the 
one that makes the album wor-
thwhile. Again, driven along 
by a disco beat, it is underpinn-
ed by a constantly iepeating 
fast guita• riff that subtlely 
changes throughout the piece 
without a pause for breath. In 
this case Fripp has successfully 
emulated the hypnotic effect 
of Riley's music without resor-
ting to direct copying. 

Hear before you buy. 
Lynden Barber 

Produced by Robert Fripp. 
Engineered by Ed Sprigg at the 

Hit Factory, New York. 
Side One recorded live in 

Berkeley, California. 
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The Sunn 
Professional Guitarists 

Sound Check 

a 
3 

Can you select either or both 
channels without disturbing 
preset controls? 

Are you sure of the same re-
sponse at all volume levels? 

Does your footswitch have 
L.E.D. and memory? 

Do you have individual 
channel volume controls and 
master volume control? 

Circle 739 on Reader Service Card 

5 Does your amp have C-MOS 

9 drive control? 

Are you effectively patching in 
effects and/or other amps? 

Can you combine the best of 
tube and solid state sound? 

1 Ols your amp really portable? 

coloration you want? 11 7 Can you achieve the tonal 

8 
Do your tone controls wash 
out at high levels? 

Can you control channel in-
teraction so that when you turn 
treble up, midrange and bass 
are not affected? 

itCan you use reverb without 
interference from your tone 
controls? 

If you can't do all this and more with your present amplifier then 
you're limiting your potential performance ability. 
The Sunn Beta Series can do it for you. See your Sunn Dealer and 

make a sound investment in your performance. 

The Beta Series 
sunn 

Sunn Musical Equipment Company • A Hartzell Corporation Company • Amburn Industrial Park • Tualatin, Oregon 97062 
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New 
Products 
Magnasound Contact 
Microphone 

Bill Wellings of D.I. Tapes 
Ltd, London, England, 
designer of the revolutionary 
new Magnasound Condenser 
Contact Microphone, has 
recently signed an exclusive 
export agreement with Graham 
Blyth and Richard Sanders of 
Musico Marketing, Duckets 
House, Steeple Aston, Oxford-
shire, England. 
The Magnasound device 

uses the principle of the 
capacitor microphone in a 
novel configuration (patented 
in the UK, USA and pending in 
Japan) and claims to have a 
more natural sound and better 
transient response than ex-
isting contact pickups. It is a 
flat strip approximately 3" long 

by 1" wide and contains an 
FET preamp, providing low im-
pedance output to its D.I. box, 
thus reducing the risk of in-
terference due to stage lighting 
etc. The D.I.Box supplied with 
the unit contains a balanced 
microphone level output that 
can be phantom-powered from 
the mixing console and an in-
strument amplifier level output 
on 3/4 " jack that also switches 
on internal battery power ( if 
batteries are fitted). 

Originally designed for the 
piano and already being used 
by such notables as Elton 
John Rod Stewart and the 

Rolling Stones, the Magna-
sound is particularly effective 
as an acoustic guitar pickup 
and Musico Marketing expect 
this to be its largest applica-
tion. The Magnasound is 
already available in Europe, 
Australia, Canada and Japan. 
Graham Blyth, in his capacity 
as Technical Director of 
Soundcraft, will be at the 
NAMM ( Summer) Show to in-
troduce it to the American 
market, together with a 
demonstration cassette show-
ing various applications. In-
quiries are welcome from 
dealers and potential 
distributors. 

VERI-SONIC 

Made in U.S.A. 

e 

DRUM STICKS 

SOLD WORLD-WIDE 

See your local dealer or wholesaler 

VERI-SONIC, INC. • 1662 M 

LAKEWOOD, OHIO • 
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E. 

THE 
Ithodie 

Dealer Inquiries Invited 

R.A. Gresco Guitar Works 
P.O. Box 2332, W. Covina, Calif. 91793 
(213) 966-7172 

is a direct retrofit active tone control 
kit for your Rhodes* 73 and 88 key 
stage piano. Now you can replace 

your old passive circuitry with 15dB 
of boost and cut on both treble and 
bass with just a pair of pliers and a 

screw driver. Special circuitry allows 
the Rhodie to deliver distortion-free 
control with just one 9 volt battery 

and no external power supply. See it 
at your dealer's or write for more 

information. 

'Rhodes is a registered Trade Mark of CBS, nc 
"Patent Pen(fing -

Circle 831 on Reader Service Card 
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BAG END MODULAR SOUND SYSTEMS 

Even 
experienced 

musicians can 
sound pretty bad 

if they are not playing in tune or if their instruments 
are not adjusted to play in tune. Peterson Tuners will help 
you sound better...much better! 

MODEL 100 GUITAR TUNER 

Model 100 is a precision lightweight instrument 
designed especially for tuning guitars and other 
fretted instruments. 

Operation of the Model 100 is very simple since 
it is only necessary to rotate the Note Selector 
to the appropriate note and then tune. Tuning is 
quick and precise. The tuner can be used to 
tune bass guitars by moving the Range Switch 
to Low position. The Model 100 can also be 
used for the adjustment of the guitar bridge, 
permitting, the guitarist to play fretted notes 
with maximum accuracy. 

Electric instruments are tuned by plugging their 

output directly into the tuner input without the 
need for amplification. Acoustic instruments re-
quire a microphone or pickup. An extra jack is 
provided for coupling the tuner to an amplifier, 
thus the tuner can be left continuously con-
nected to the guitar during a performance. 

MODEL 420 STROBE TUNER 

The Peterson Model 420 Strobe Tuner is the 
most accurate tuning device available. It is cap-
able of tuning any musical instrument easily and 
accurately. A must for any group 

Circle 758 on Reader Service Card 

Find Out NOW how you and your group can sound better SEE YOUR MUSIC DEALER OR WRITE TODAY 

MODEL 100 GUITAR TUNER 

MODEL 420 STROBE TUNER 

The Professional choice in Tuners. 

13121 388-3311 

Peterson 
ELECTRO-MUSICAL PRODUCTS WORTH. ILLINOIS 3.0482 

ULTIMATE VERSATILITY IN ALL FREQUENCY RANGES 

• MUSICAL INSTRUMENT 

SYSTEMS 

• SOUND REINFORCEMENT 

APPLICATIONS 

• HI- FIDELITY ACOUSTICAL 

DESIGN 

• STATE OF THE ART 

CONSTRUCTION 

• EFFICIENT FOR COLUMN 

STACKING 

Barrington, Illinois 60010 Phone: (312) 382-4550 

1 
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Alan Holmes 

Continued from page 15 

technology which will tell you the truth about your tuning 
without fear or favor which is more than can be said for a 
guitarist who has spent too many years in front of a 200-watt 
stack. 

I refer to the tuning meter of the type made by Korg or Pearl 
which enables you to set the note you wish to test and then 
measure the degree of sharpness or flatness on the meter. 
You will then discover, should you have access to a suitably 
tolerant music shop, that it is essential to average out the 
sharpness at the top of the range with the flatness at the bot-
tom, so that the note to which you normally tune may then 
show up as "out" on the meter but the average pitch will be 
equally each side of zero at the top and bottom. It is, of 
course, necessary to warm the instrument up to a good play-
ing temperature so that when you put your mark on the cork 
for the average pitch position it will be of use under actual 
playing conditions. 

Having established a mark for average pitch land this «is how 
you should tune all saxes, preferably to at least four notes: in 
sax pitch, low F sharp, middle B second octave F sharp high B, 
high El there are other factors to consider. Should one note 
appear to be more out of tune than the ones immediately adja-
cent then the cause could be the height of the pad above the 
hole not being consistent with the others. Should this note be 
middle D land thus a fault common to the whole saxophone 
family), then usually it is the height of the C pad above the 
hole that is too close, or rarely, too open. A duff note can also 
be just poor quality or old design but sometimes can be im-
proved by a change of reed. This is a fact well-known to oboe 
players that the reed can control the tuning of certain notes 
because of the way it is cut and if a change of reed does no 
good a change of brand might. It could also be due to the 
mouthpiece and in particular, the bore. 

It is essential that the mouthpiece not only produces the 
right tone, and is able to range from high to low with a consis-
tent resonance, but that it matches the instrument for the pur-
poses of tuning. I took the easy way out and got a Selmer Mk6 
soprano and a Selmer metal ' E' mouthpiece which is made 
specifically to suit it. Should you own an instrument whose 
bore does not suit Selmer mouthpieces then you should first 
try a standard Lawton soprano mouthpiece which Mr Lawton 
has spent a lot of time on experimenting, to refine the bore 
and produce ease of blowing. He makes high-precision 
mouthpieces by hand and if you have a particularly difficult 
instrument, may modify :he bore to suit it as a special order. 
Both of these mouthpieces are metal and I feel that as an 
oboist I really don't want the kind of tone that ebonite 
mouthpieces produce on soprano. A somewhat nasal effect 
and perhaps too much "edge" and you are stuck with that 
oriental tinge mentioned earlier. How do you know that the 
mouthpiece bore is wrong for the instrument? — By not being 
able to get the tuning within acceptable limits. 

If a professional-quality saxophone were to be blown by a 
robot then certain notes would be sharp and others flat. This is 
due to the inevitable compromise of tuning that must take 
place in the manufacture of any wind instrument. Yamaha 
have set new standards in this respect by using computers to 
assist in the design and then, when the optimum has been 

reached, mass producing to very high accuracy not possible by 
hand so that they are all alike. Selmers suffer more from being 
made by hand, which means that they are all slightly different 
and in extreme cases can have duff notes and a totally different 
tone to another of the same batch. Cheaper makes even more 
so, as standards of precision drop. 
The truth is this: Even the world's finest saxophone only sets 

up the possibility of being within acceptable tuning limits. It 
does not guarantee it. That is entirely up to the talent of the 
performer. 

Yes, there is still no substitute for talent, even though it is 
now fashionable to scorn technical skill and launch oneself 
upon an undiscerning public who often happily pay money to 
hear someone giving a very convincing impression of a cat 
with its tail caught in a door. I am happy to be able to report 
that a beginner on the sax will sound like one for at least a year 
or more and that the ability to tell whether a note is likely to be 
slightly sharp or flat before it is played is essential if a profes-
sional standard is to be reached. 

It is a source of comfort to me, even though I admit to mak-
ing more money when I couldn't play so well, that the cloth-
eared and tone-deaf will not be able to bullshit their way 
through the violin, trumpet, trombone, French horn, oboe or 
soprano saxophone — which may resist their attempts to pro-
duce music with a most discordant protest which says more 
about them than can cash ever can. 
You may well buy a Marshall stack, a shiny Fender/Gibson 

and within a week play your three power chords at full steam, 
sounding almost identical to a popular guitar hero, but even 
the most expensive soprano wil not make music for a beginner. 
You have to master the alto or tenor first and then try the 
tricky little straight version. 

Alan Holmes is a top session reedman who plays soprano, alto 
tenor and baritone saxes, and just about every wind 
instrument. He played on the Beatles' Sgt. Pepper album and 
for four years was a member of the Kinks. He now leads his 
own jazz-rock group, called Flyer. 

On Syntiv 

Continued from page 23 

because they are fingering it in 
an awkward manner. Scale 
and arpeggio practice in every 
key ( major and minor) will 
gradually build up a facility for 
natural fingering and also 
develop harmonic sense plus a 
better change of being fluent 
in awkward keys without hay- 
ing to reort to detuning the in- 
strument, (or van-speeding the 
track!) 
A word here for the often 

neglected and much abused 
pedals on the piano. Used pro- 
perly the pedals can inject a lot 
of interest in a performance, 

but pedalling cannot be learn-
ed from a text-book — it's 
more a case of being naturally 
sensitive. 

In conclusion it must be said 
that if you are serious about 
your playing then you must 
work at it — all the great 
players do! One hour's concen 
trated work per day will very 
quickly show an improvement 
but the important thing is to 
admit to having areas in which 
you are not so hot, and work 
until they match the rest of 
your technique. 

Mike Moran 
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A success story: 
You, your TAPCO dealer and a little TLC*. 

*TAPCO Lovin' Care 

Whether it's information or equipment 
you need, your TAPCO TLC dealer 

should be your first stop.The TLC decal 
on his window or door means he has 

been specially selected by TAPCO be-
cause of his ability to supply you with 

product, service and support materials 
that you need. 

A TLC dealer is at the top of TAPCO's 

list. When a new product comes out, your 
TLC dealer will be the first to have it. 

When you need that new amp by 
Saturday night, it's time to visit your 

TLC dealer. Because your dealer gets 
top priority, you get top priority. 

Your TLC dealer has priority access to 
training by TAPCO factory personnel. 
TAPCO has ensured that when you need 

the most up-to-date information regard-
ing sound reinforcement applications, 

your TLC dealer will have the answer. 

Additionally, your TAPCO TLC dealer 

has educational, application-oriented 

material available for you to take with 

you. Need help on equalization? Your 
TLC dealer has a free eight-page bro-
chure on the subject, that is yours for 

the asking. 

He also has a full line of TAPCO sound 
reinforcement equipment that's known 

for reliability, performance and price. 

Even if your TLC dealer could only offer 
you the product, it would make sense to 
see him first. When he can offer you all 

the rest, you won't have to search any 

further. When you need the best equip-

ment available and the best factory and 
dealer support, see your TAPCO TLC 

dealer. He's the best there is. 

TAPCCI 
a QUItill company 

3810 148th Ave., N.E., Redmond, WA 98052 
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Visit your favorite TAPCO 'TLC' Dealer... He's there to help! 

ALABAMA 

Hartselle 
Ram Audio 

Huntsville 
Robbins Music Center 

ARKANSAS 

Ft Smith 
Sigler Music 

Jonesboro 
Jonesboro Studio 

Magnolia 
Custom Products 

CALIFORNIA 

Bakersfield 
Stockdale Music 

Garden Grove 
Stonebrige Music Co. 

Hollywood 
ACl/Filmways 
Ametron 

Guitar Center 

La Habra 
La Habra Music 

Los Angeles 
Betnun Music 

Modesto 
Barker's Music 

Modesto Music 

Oakland 
Leo's Music 

Placentia 
Jim's House of Music 

Redwood City 
Gelb Music Company 

Sacramento 
WAN Sound 

San Diego 
Guitar Center 

San Francisco 
Guitar Center 

San Jose 
Century Music, Inc. 
Guitar Center 
Guitar Showcase 

San Luis Obispo 
Music Factory 

San Rafael 
Bananas At Large 

Santa Rosa 
Stanroy Music Center 

Stockton 
Miracle Music 

Whittier 
Whittier Music 

COLORADO 

Colorado Springs 
Colorado Springs Music Co 

Denver 
Sound Lab 

Englewood 
Melody Music 

Longmont 
Longmont Music 

CONNECTICUT 

Ansonia 
Bankos House Of Music 

Danbury 
Danbury Electronic Music 

New Haven 
Brian Guitars 

Stamford 
Everett Hall Associates 

West Hartford 
La Salle Music 

DELAWARE 

Newark 
Sound Board 

FLORIDA 

Ft Lauderdale 
Modern Music 

Jacksonville 
Music City 

Merritt Island 
Smith Brothers Music 

North Miami 
ACE Music 

Orlando 
Music City 

Pensacola 
ZoeIlner's Music 

Plantation 
Modern Music West 

Tampa 
Thoroughbred Music Shop 

Venice 
Thoroughbred Music Shop 

GEORGIA 

Atlanta 
Atlanta Sound Works 

Buford 
OAP Audio 

Smyrna 
Music Mart 

HAWAII 

Honolulu 
Harry's Music Store 

ILLINOIS 

Arlington Heights 
Roy Baumann Music 

Chicago 
Chicago Music Company 
Guitar Center 
Music Dealer Service 
Two Brothers Music 

Collinsville 
AAA Swing City 

Harvey 
Bridgewater Custom Sound 

Naperville 
Naperville Music 

Palos Hills 
Gill Custom House 

Roselle 
Roselle Music 

INDIANA 

Anderson 
The Top In Sound Inc. 

Evansville 
ABC Music 

New Haven 
HJS Sound Equipment 

Inc. 

Noblesville 
Vic Zinn Music 

South Bend 
Drum ville Guitarland 

IOWA 

Des Moines 
Des Moines Music 
House 

Dubuque 
George Rondinelli Music 
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KANSAS 

Lawrence 
Steve Mason Music 

Overland Park 
Irish Music 

Wichita 
Superior Sound 

LOUISIANA 

Lake Charles 
Lake Charles Music 

MAINE 

Auburn 
Carroll's Music Center 

MARYLAND 

Baltimore 
Gordon Miller Music 

Rockville 
Veneman Music 

Wheaton 
Washington Music 
Center 

MASSACHUSETTS 

Boston 
Sid Stone Sound, Inc 

Lawrence 
Ma/co Electronics 

Springfield 
Baystate Sound & 

Recording 

MICHIGAN 

Alma 
Cook Christian Supply 

Ann Arbor 
Al Nalli Music 
Company 

Canton 
Arnoldt Williams 

Flint 
Ferguson Sound Systems 

J. Ruppell inst. 

Fraser 
Massimino Music Studio 

Grand Rapids 
Audio Distributors Inc. 

Livonia 
Audiolight Inc. 

Pontiac 
Pontiac Music 

Saginaw 
Watermelon Sugar 

St. Clair Shores 
Guitar & Drum Center 

Warren 
Zoppi Music 

MINNESOTA 
Bloomington 

James Berns Music 

Duluth 
Show Pro 

Minneapolis 
Team Central, nc. 

Moorhead 
Marguerite's Music 

MISSISSIPPI 

Cleveland 
Morrison Brothers Music 

Southhaven 
Good Vibrations Music 

Tupelo 
Map Electronics 

MISSOURI 

Independence 
Mica( Professional Audio 

Kansas 
Superior Sound 

Springfield 
Mr Music Rock Shop. Inc. 

St Louis 
Cliff Cave Music Co. 

NEBRASKA 

Omaha 
Rainbow Recording Studio 

Sound Show 

NEW HAMPSHIRE 

Manchester 
Ted Herbert ; Music Mart 

NEW JERSEY 

Belleville 
Muscara Music 

Maple Shade 
Star Tech 

Northfield 
Gilday's Music Center 

Paramus 
Sam Ash Music 

Pitman 
Music Museum 

Tom's River 
Silverton Music 

NEW MEXICO 

Albuquerque 
Multi Media Inc 

Luchetti Drum 

NEW YORK 

Bayside 
Wachuwan Musical Inst. 

Brooklyn 
AST 

Buffalo 
Unistage, Inc. 

Clarence 
VSM Leasing 

Glendale 
Rayburn Electronics 

Hempstead 
Sam Ash Music 

Holbrook 
The Norman Robert Group 

Lindenhurst 
Music Land 

New York 
Andrews Audio 
Sam Ash Music 
AST 
Harvey Professional 

Products Division 
Manny's Music 

Martin Audio Video Corp. 

Patchogue 
Square Deal Radio & T.V. 

Rochester 
Whirlwind Audio 

Schenectady 
Drome Sound 

Syracuse 
Bonne Music Company 

Union 
Rondo Music 

White Plains 
Sam Ash Music 

In Canada: 
Gulton Industries Ltd. 
345 Herbert Street 
Gananoque, Ontario K7G 2V1 

NORTH CAROLINA 

Asheboro 
Sound Engineering 

Asheville 
Dunham's Music House, 

Inc 

Gastonia 
Howren Music 

Greensboro 
Carey Sound 

Shelby 
Appletree Music 

Winston-Salem 
Duncan Professional Sound 

OHIO 

Canton 
Gattuso's Music 

Cincinnati 
Midwest Music Disributor 

Cleveland 
P. I. Corporation 

Columbus 
Newcome Sound Inc. 
Swallens Inc. 

Dayton 
Hauer Music House, Inc. 

Elyria 
Doman's Music Land 

Richmond Heights 
Sod¡a Music 

Toledo 
Heyday Sound 

OKLAHOMA 

Oklahoma 
Ford Audio & Accoustics 

UTAH 

Centerville 
Guitar City 

Salt Lake City 
Wagstalf Music 

OREGON 

Gresham 
H. I S. Sound 

Portland 
Horseshoe Music Company 

Showcase Music and Sound 

PENNSYLVANIA 

Allentown 
National Noise Shoppe 

Beaver Falls 
Sounder Inc. 

Bryn Mawr 
Medley Music 

Ephrata 
Music Center 

Greensburg 
Music City 

McKees Rock 
Hollowood Music 

Philadelphia 
Cintioli Music Center 

Eight Street Music 

Zap l's Music 

Reading 
Fred's Music Shop 

Schnecksville 
Sight ljt, Sound Systems 

Scranton 
Dickstein Dist. Co 

Throop 
Shehadi Bros 

SOUTH CAROLINA 

Columgia 
Dixie Communications 
Systems, Inc. 

Greenville 
Custom Recording 8, Sound 

Spartanburg 
Dixie Electronics 

SOUTH DEKOTA 

Sioux Falls 
Gourley Dist laro Audio 

TENNESSEE 

Chattanooga 
Sound Post 

Memphis 
Strings 6 Things 

Nashville 
Nicholson 's H gh Fidel-1y 

Center 

Carlo Sound lrc 

TEXAS 

Austin 
Heart Or Texas 

Galveston 
Music Soeciahes 

Garland 
Arnold 6 Morgan Music 

Houston 
Charlie Cosh's Music Co. 
Lyn- Del Music 

Texas Tom 

Laredo 
Roli's Music 

Port Arthur 
Port Arthur Music 

San Antonio 
River City Mu sic 

VERMONT 

Burlington 
The Miring Board 

VIRGINIA 

Falls Chruch 
Rolls Music Co 

Springfield 
Venem.in Music 

WASHINGTON 

BelleyLe 
Bandstand Music 
Seattle 
American Music 
Guitar Cente. 
Kenneiley Keys 
Pro Audio 
RMS 

Tacoma 
Puget Sound Audio 

WEST VIRGINIA 

Huntington 
The Pied Piper 

WISCONSIN 

Eau Clair 
UMS Pro Audio 

Milwaukee 
Uncle Bob's Music 

Racin.?, 
The Music Store 

In Europe: In Australia: 
EVSA Electro Voice Australia PTY- Ltd. 
Romerstrasse 3 174 Taren Point Road 
Nidau, Switzerland Taren Point, Australia ?. 229 



SUPER-SYNTACCORDION! 

FARFISA MUSIC, Inc. 
135 Foster Avenue 
Bensenville, IL 60106 
312-595-2500 

In Canada: 

J. M. Greene Music Co. Ltd. 
395 Steelcose Rd E. 
Morknom, Ontario L3R 1G3 

• Accordion with 4 treble and 

4 bass reeds 

• Synthesizer with mono and 

poli presets 

• Organ with 9 flute pitches 

• Strings, Brass, Reeds, Piano, 
Percussion, Marimba, Vibes 

• Gold Medal Winner, 
1978 Leipzig Music Fair 

Lti: MESA 
FARFISA S.p.A. is a subsidiary 
of Lear Siegler, Inc 112 

Circle 755 on Reader Service Card 
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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 Stratocastee 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 

Circle 746 on Reader Service Card 
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L. 

Standard 

- 

Why are you 
fretting? 

Pro-Bass 

S.D. Cunee U.S.A. has 
a fretless model just right 
for you. 

With Dimarzio P-bass 
- J-bass pickups, har-
monically arranged with 
S.D. Curlee's own exclu-
sive pickup mounting. 
All our models come with 
Grovers, brass hardware 
and optional active elec-
tronics. 

Stop fretting - choose 
from a wide selection of 
S.D. Cunee fretless 
models. 

21750 Main Street 
Matteson, Illinois 60443 

Telephone: (312) 481-6940 

Butcher 

Curbeck 
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