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Introducing 

Korg's 
KM- 77 

Programmable 
Rhythmer 

With these features, 
it really gives you rhythm, 

without the blues. 

KORE ...we put it all together 

Exclusively distributed by Unicord, Westbury, N.Y. 11590 

For KPR-77 literature call or write: Unicord, 89 Frost St., Westbury, 
N.Y. 11590. For demo record and full Korg catalog write, enclosing $3.00. 

c Unicord 1982 

Until the KPR-77, if you wanted a full-
featured rhythmer you had to spend over 
$1,000. So Korg developed a programmable 
at a price guaranteed to cheer you up. And 
the advanced micro-computer technology 
from their market-leading keyboards gives it 
all the features of the expensive units. Fea-
tures like: 

Programming Ease—Lets you program all 
instruments at the same time, in real or step 
time, simplifying the creation of more com-
plex and realistic drum patterns. Advanced 
LCD Display gives you all the information 
you need, all the time. 

Cassette Interface—For unlimited storage 
and fast retrieval of patterns, complete 
songs and full sets. 

Greater Storage—Up to 48 two-measure 
patterns, and six 256-measure chains, 
which can be paired for 512-measure 
capability. 

Edit Capability—lndividuail instrument edit-
ing in real or step time, and simplified chain 
ed ,t functions. 

8 Realistic Sounds—(including hand claps) 
Advanced circuitry creates incredibly realistic 

parable to far more expensive 
units. Includes bass 

rum, snare, open 
d closed high 
hat, cymbal, 

d high and 
w toms. 

Plus the KPR-77 
allows you to interface with 

esizers and other effects, offers 
programmable time signature, battery-

protected memory, resolution up to 12 divi-
sions per beat with a combinedl function for 
extended length patterns, selectable tom 
flam, mono and stereo outputs, program-
mable trigger outputs, sync in/out, seven 
channel mixer, accent and a whole lot more. 
It adds up to sound, features and price that 
really beat the blues. 

For the name of your nearest Korg 
dealer, call (800) 645-3188 today. 
In N.Y., (516) 333-9100. 

I 
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IN MIXING CONSOLES 

IS HERE 

• • • • • • 
d darde d 
dedd d d 

16x4x2 
At last! A professional console At home in a club or in a studio 
at an affordable price. 
When we say "Professional'Ç we mean "Professional features" like: 

Input Channels 
• MICILINE switching plus separate pad switch 
• Parametric EQ (sweepable MID and Bass controls) 
• EQ Defeat (to mix or remix absolutely flat) 
• 3 auxiliaries with PrePost switching 
• Independent channel assigns 
• Full length 100mm faders 

Sub Groups— Main Outs 
• Slate tone for lineup 
• Tape monitoring for remix built in! 
• 2 track remix monitoring built in! 
• Talkback 
• Auxiliaries 1 and 2 with assignment switches! (allows you to punch 
in or out effects for subgroups or mair outs) 

• - 4 or - 10 on main outputs 
• Phantom Power 48v 

The Studiomaster 16x4x2 has all the important recording features 
necessary to do quality masters. The Studiomaster 16x4x2 has all the 
important features (and then some) to do quality live mixing. The 
end result is a true crossover mixer! 

The 16x4x2 sounds good! 
One thing overlooked in most advertising on mixers is a discussion 
on "sound quality" and the "actual sound': To ensure sound quality, 
we use expensive high quality components. 

Actual Sound 
Power Amps— Mixers— Guitar Amplifiers All Sound Different! 

Sound or tonality is designed into electronic products. Some 
mixers sound narsh or brittle— some sound warm. For example, 
equalization is the most important area for tone coloration. 
Studiomasters Parametric E.Q. gives you full sound control that 
comes on and comes out warm and full, Listen to any of our mixers 
or ask a Studiomaster owner about the sound of our E.Q. 

Remember, all that you nave to sell is your sound! No motter how 
well you or your band play, the final sound is what the audience or 
the tape recorder hears. The 16x4x2's suggested retail price is 
S3,000. Now you can afiord Studiomaster! 

YOUR TALENT AND OUR MIXER MAKE IT ALL POSSIBLE! 

Yieedenaeet ( 

A DIVISION OF 

1316 E. LANCASTER ST PO. BOX 2 344 FORT WORTH, TEXAS 76113 PHONE: ( 817) 336-5114 CABLE:INTLMUSIC TELEX:2 0 3936 IMCTX UP. 
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Editorial 
MICHAEL SCHENK 

electrified audiences since 
phenomenon with U.F.O. 
survived alcohol and drug 
hospitalized him, and a re 
which has followed him fo 
Chris Watts talks to the m 
current MICHAEL SCHE 
We have a North Ameni 

issue that we're pretty exci 
look at JIMMY PAGE's g 
at Page's home in England 
not a bad batch of axes at 
Our Focus Feature this 

cussion instruments, and t 
more interesting, we're givi 
ble SYNDRUMS. Just fill 
that appears in this issue (i 
your fingers. Four lucky w 
to their hearts' content. 
As usual, a barrage of t 

the MEMORYMOOG, R 
new KPR-77 RHYTHME 
STUDIOMASTER's new 
AMP, just to name a few. 

CORRECTION: In the M 
our review of the Chromati 
was the only chromatic tun 
a Headphone Out jack— th 
has this feature, as well as 
market. Our apologies. 

's unique guitar style has 
is debut as a teenage 
n 1974. Since that time, he's 
roblems which eventually 
utation as a prima donna 
years. British journalist 
n about his career and his 
KER GROUP. 
an exclusive feature in this 
ed about—a behind-the-scene 
itar collection, photographed 
As one would expect, it's 

onth covers electronic per-
make the whole thing even 
g away FOUR sets of dou-
ut the Percussion Survey 
full—no cheating) and cross 

nners will be banging away 

hnical tests are offered— 
AND JUNO 60, KORG's 

, the LINNDRUM, 
OS FET 1000 POWER 

SD 

ch 1983 issue, we stated in 
a Tuner on page 110 that it 
r on the market that features 
is not true. KORG's WT-12 
me other units on the 

Steve Gadd's 
reasons for 
playing Yamaha 
System Drums. 

Because I've always been 
very concerned with the 
quality of sound in a drum. 
I use the Recording Custom 
Series drums, with these 
beautiful all-birch shells 
and a black piano finish. 
They give me a very con-
trolled resonance with a lot 
of tone. They let me relax 
with the music, so I can 
adjust my touch to any vol-
ume requirements. Yamaha 
drums are very sensitive, 
and there's always a reserve 
of sound. 

I've always tended to go 
for simple equipment like 
the Tour Series snare 
drum with eight lugs, be-
cause it's easier for me to 
get the sound Same thing 
goes for my hardware, which 
is why I like the 7 Series 
hardware. I don't require 
really heavy leg bracing so 
the lightweight stands are 
just fine; very quiet, too. 
For more information. write: 
Yamaha Musical Products. 
A Division of Yamaha Inter-
national Corp. Box 7271. 
Grand Rapids. MI 49510_ 

*YAMAHA 
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eg, 

• 6-voice polyphonic synthesizer (two 
oscillators per voice) using the same stable 
oscillators and accurate computer tuning 
as the Prophet-5, the industry standard 

• 100 programs which can be modified or 
replaced by your own sounds 

• New filter circuit which delivers 
exceptionally full tone colors while 
maintaining the classic Prophet sound 

• Real-time, non-volatile polyphonic 
sequencer 

• Dual-mode arpeggiator: up/down or 
assignable 

• Chord tracking 
• Cassette interface 
• Computer interface — MIDI 

(Musical Instrument Digital lnterfac 

j -7,- C. ouznziat_ 
•••• cict.liz.. inc. 

We think you'll agree that t, 
instrument. Compare it to 
the market. Based on Sequt 
innovation, the PROPHET-6C 
that offers the professional fe 
for S I 995. Experience counts 

puorku 

For a complete SCI product catalog, including decals, send S2. 



ew Prophet is one hell of an 
polyphonic synthesizer on 
Circuits' years of successful 

:he only instrument available 
s and bold sound of a Prophet 

zrua)D 
Sequential Circuits, 3051 N First Sr., San Jose, CA 95134. 

f 
Sequential Circuits, in conjunction with sev-
eral other manufacturers, has pioneered tre 
development of an easy-to-use system for in-
terfacing synthesizers with one another and 
with home computers. The MIDI-equipped 
PROPHET-600 can be connected with ore 
cable to any other MIDI-equipped instrument. 
For example, when two PROPHET-600's are 
interfaced, either keyboard can control both 

synthesizers, allowing four oscillators per 
voice and two different programs sounding 
simultaneously! The MIDI is also compatibie 
with home computers fcr program storage, 
patch print-out, music notation, sequencing, 
and multi-keyboard orchestration. 

pre _pbc--__er - 6c,_)c) 



The STIX Programma from Sound Master is a completely new 
rhythm bachine. The STIX offers such realism of sound and versatility 
of programming that you can actually use it to accompany other 
musicians—including a drummer—on stage or on demo. 

You can build up almost any drum pattern using the STIX' bass 
drum, high and low tom tom, snare drum, high hat (open and closed), 
cymbal, and accent. 

Sixteen different rhythms, twelve in 4/4 and four in 3/4 or 6/8 time, 
can be memorized, using all or as many of the eight sounds as you 
require. Additionally, you can write "fill-in" variations to play after 
every other bar or after four, eight, or sixteen bars. 
The tempo control gives precise adjustment regardless of the speed 

at which you programmed the pattern, and an LED indicator shows the 
beginning of each bar. 

Versatility, however, sums up the STIX Programma best. The seven 
individual outputs (open/closed high hat share an output) can be 
connected to a mixer or any other external device. Alternatively, when 
operating through the master output the volume of each instrument can 
be adiusted by its own slide control. The trigger input allows syn-
chronized operation from another unit, while an "S.O." output gives the 
pulse written into the accent sound. 

All this, plus instant clear button for-unwanted rhythms, stop/start 
switches with optional remote tootswitch and fully variable tone circuit 
rotary control, all operating on four flashlight batteries or an external 
6-volt AC power adaptor. The Sound Master factory even pre-
programmed five sample rhythms to get you started! 

For a complete demonstration of the sensibly priced STIX 
Programma, see your closest STIX/Sound Master dealer. For more in-
formation, write JIG of NASHVILLE. 

While you're checking out the new STIX Programma, ask 
your dealer about our economy rhythmer, 
the SR-88. The SR-88 features 8-position 
2-track rhythm selector (12 for 16 step, 
4 for 12 step); totally programmable 
bass drum, snare, high hat, and 
cymbal; fill-in variations; tempo, 
tone and volume controls plus 
trigger outputs. 

111)"9 
JTG OF NASHVILLE lulkeeA 

Drums courtesy of The Drum Shop, Nashville, TNI. 
1024C 18th Ave. S., Nashville, TN 37212 615 329.3036 



Take me to your leader. 

Your I der needs me to 
perform with hi 

I kno 
lama Bose Model 802 Loud-

speaker. 
I am the product of an advanced 

technological society 
The beings who designed me 

thougnt of even,thing. 
I can b hung, cradled, olacect on 

a stand or stac ed with others of my kind. 
I can iriitate the sounds of your 

musical instrurrents precisely. 
I can s und like a piano, or a guitar, 

or even like the ylinders you calf 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 -leard by multitudes. 
I am vinually indestructible, but 

also extremely I ght and compact. 
The beings who fabricated me are 

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

panying stars and the rising comets 
destined to become stars. 

Do not hesitate. 
Take me to your leader. 

.1,15151 
&Ater bur,nd ,rough research. 

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

Please send me a copy of the Bose Profes-
sional Products Catalog and a complete 
deaer 

Narre .  

Address  -

City  

State:  

Tele.phone 

Zip-

)  

Caverna oy p ¡tart r,jhts issued ana. or priding 
0 Copviet 15Ei0 by Bose Corporal on 



Letters 

Oh, You Would, 
Would You? 

Dear Editor, 
In your November 1982 

issue, an article by John 
Stix entitled "A Good Hard 
Listen" suggested that Glen 
Tilbrook and Chris Difford 
are considered by many as 
the finest song-writing 
team around. 
As I am an amateur 

songwriter who would like 
to break into the 
professional world, I 

(Ed Reply: I'm sure that 
Messrs Difford and 
Tilbrook are far too busy 
with their own projects to 
take the time to look at 
yours, Victor. However, my 
brother-in-law informs me 
he would be happy to listen 
to your songs and try to 

wonder if Messrs Tilbrook 
and Difford could perhaps 
view some of my material 
and/or refer me to the 
proper channels who can 
assist me in having my 
songs placed on the 
market. 
Looking forward to your 

reply and thanks for the 
assistance. 

Victor D. Carroll 
Freeport, Bahamas 

assist you in getting them 
published or recorded. He's 
a carpenter up in 
Framingham, MA, and 
though he's pretty short on 
contacts in the music 
publishing business, he's 
got a real good ear.) 

High Times 

Dear Editor, 
I notice that almost none 

of the musicians and 
recording artists you 
interview ever discuss their 
feelings about drugs, or 
performing while high on 
one substance or another. 
Is this intentional? I mean, 
is it a policy of your 
magazine not to raise this 
topic with the musicians 
you interview? I really 
can't believe that all these 
guys are straight and don't 
use any drugs when they 
perform. I'm a keyboard 

(Ed. Reply: Actually, we 
get stoned at the magazine 
all the time. In fact, I'm 
really messed up right now 
and fgthy ghy theerum 

player and I find that my 
hands move with a lot 
more dexterity when I'm 
cruising on a good jolt of 
coke. Similarly, when I 
play Jazz or Blues, I enjoy 
smoking a lot of opium 
beforehand and then 
playing the way I'm feeling 
— cool and loose and 
dreamy. I can't believe I'm 
alone in these feelings. 
Doesn't anybody get blown 
away anymore? 

Name and Address 
Withheld by Request 

thhhhhhhhhhhh... 
yuehrthtnmmn kyouju 
ploliu. You know what I 
mean?) 
(Speak for yourseV boss!) 

What The Hell Was That? 

Dear Editor, 
Thanks very much for 

your Stanley Clarke article 
— I was wondering what 
Stanley had been up to 
lately, and was very, very 
pleased to hear that Return 
To Forever, that 
quintessential Jazz/Rock 
ensemble is reforming and 
planning to tour. They 
were sorely missed, at least 
by myself. 
One thing — when you 

asked Stanley about his 
instrument s, he mentioned 
that he uses Alembic basses 
only, aside from his 
uprights, of course. Now, 
when I saw the New 
Barbarians in concert, 
Stanley came out at the 

(Ed. Reply: You're both 
wrong. But, if it makes you 
fret any better, you're a bit 
more correet than your 
buddy, Rich. The bass was 
a custom-made in 
put together for Stanley by 
Ken Smith of New York 
City. The model is not in 

end of the show with a 
very strange looking bass — 
a Flying V-shaped number 
— that resembled no 
Alembic I've ever seen. 
What the hell was it? None 
of my friends recognized 
the bass either, and we 
were all guessing about it 
on the way home. Can you 
help settle a bet? I say it 
was strictly a custom-made 
job, probably concocted by 
one of those off-the-wall 
California luthiers out in 
Big Sur or someplace, and 
my friend says that it was 
an Alembic that had been 
customized. Which is it? 

Rich Siegel 
Chicago, IL 

the standard Ken Smith 
Basses, Inc. catalogue, but 
was built as per Stanley's 
specifications instead. 
Because of its rather 
unwieldy weight and size, 
Stanley uses it usually 
only as a showpiece during 
encores.) Continued on page 88.. . 
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CHOOS WEAPON. 

No matter what you choose to-carve out your place in 
today's musical arena, Altec Lansing Loudspeakers can 
help you sound better doing it. 
When we developed our new generation of Musical 

Instrument and Sound Fteinforcement Loudspeakers, we 
did it with the performing musician very much in mind. 

During the early stage e of prototype design of these 
rugged, high performance drivers, 
we used the same instruments, 
power levels and prograrn sources 
you'll be using. Our design 
engineers formulated the most 
demanding performance criberia 
they could come up with, then built 
loudspeakers tomeet or exceed 
those standards of high power 
handling, optimum sound quality 
and near-indestructible mechanical 
construction. 

- 

If your weapon-df-chipice is guitar, 13ass, keyboards 
or full-range PA, Altec Lansing tias serfs professional-
caliber hardware you'll want to listen to. From brilliant 
high-end, high efficiency guitar drivers to the low-
frequency punch of our 18-inch behegnouths, we can 
arm you with the kind of acoustic firepower that blows 
any other speaker away. 

For compiete information on 
Altec Lansing's arsenal of 
products for the professional 
performer, see your Authorized 
Altec Lansing Musical Sound 
Dealer, or contact Altec Lansing, 
1515 South Manchester Avenue, 
Anaheim, CA, 92803; 714-774-2900. 

A LrEC 
LANSING' 

c A:tec Corporetion 



Product News 
GUITAR 
Phantom Of The Hamer 
Hamer has unveiled a new model, 

the Phantom A5, which features a 
radical new pickup system offering 
excellent versatility of tonal 
combinations. The guitar, which was 
developed with the input of Andy 
Summers, is the final result of a 
year-long testing involving five 
prototype models, which Summers 
evaluated in the studio and on stage 
with the Police. Among its many 
features, the Phantom A5 sports a 
mahogany body and neck; rosewood 
fingerboard, 'Hamerlock' tuning 
machines built by Schaller; a 
'Lubitrak' nut, constructed of a new 
synthetic material permanently 
impregnated with a lubricant that 
eliminates nut friction; two single 
coil Hamer `Slammer' pickups and a 
humbucking double-coil 'Slammer'; 
coil-tap and pickup-selector toggle 
switches; choice of a variety of hand-
buffed, 12-coat lacquer finishes, and 
more. 

Versatile tonal combinations from 
the Phantom 

Look for an upcoming test as soon 
as we can get our hot little hands on 
it. For info, contact Hamer at 835 
West University Dr., Arlington 
Heights, IL 60004, tel: (312) 255-
6112. 

A real classic from Guiterras del 
Brazos 

Top-Of-The-Line Classic 
The GBM-100 is the top model in 

the Guiterras del Brazos family of 
classic guitars. The back and sides 
are constructed of rosewood, and the 
top is available either in German 
spruce or solid cedar, depending on 
the tonal choice of the individual 
guitarist. The GMB-100 also features 
a mahogany neck, ebony fingerboard 
and bridge, and gold-plated tuning 
machines. Suggested retail is 
$1195.00. Contact MCI, Inc., 7400 
Imperial Dr., Box 8053, Waco, TX 
76710, tel: (817) 772-4450. 

Stretch Out With Fender 
Fender proves that good things do 

come in small packages. One of the 
biggest drags about putting on a new 
set of strings is waiting for them to 
get fully stretched. When you put on 
a new string, or a whole set, the 
string will stretch gradually, of 
course, but this takes time, and you 
have to put up with de-tuning and 
poor clarity until the string has fully 
stretched. Fender's new String 
Stretcher clips onto the string, and is 
moved back and forth along the 
length of the string, eliminating the 
stretchiness. A great little helper for 
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a small but annoying problem. List 
price is $3.98, from Fender, 1300 E. 
Valencia Dr., Fullerton, CA 92634, 
tel: (714) 879-8080. 

PERCUSSION 

Zildjian Thins The Crash 
Zildjian has added a new cymbal to 

the line, the Paper Thin Crash 
Cymbal. It's designed to provide a 
thinner, quicker-responding cymbal, 
and utilizes a cup size similar to the 
existing Zildjian Thin Crash, but is 
slightly flatter with a more fluid 
taper. The Paper Thin Crash is 
available in 14, 15, 16, and 17" sizes. 
Contact Zildjian for information at 
Longwater Dr., Norwell, MA 02061. 

KEYBOARD 
Just Put Your Lips 
Together and Blow . . . 
Here's something we guarantee 

you've never seen before — a wind 
driver synthesizer. The Starwind is 
actually an electronic synthesizer 
that is activated by breath control. A 
light breath activates the keyboard, 
and loudness and tonal color are 
controlled by the intensity of the 
breath. Each note in the keyboard 
responds to finger pressure as well as 
breath intensity. The Starwind 
encompasses a 5-octave range and 
features a VCO, VCA, VCF, as well 
as a breath controlled envelope 
generator and a suboctave oscillator. 
Starwind is manufactured by the 
same people who brought us the 
Synare electronic drums, Star 
Instruments, Stafford Springs, CT 
06076, tel: (203) 4258. Suggested 
retail for the Starwind is $ 195. 
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THE SUNN SL SERIES: 
PERFORMANCE TO TAKE 

THE IMITATORS BY SURPRISE 

Features: 

High and Low Gain Inputs 
Footswrchable Channels 
Reverb with Level Control 
Headphone Jack 
Einte Switch 
Externa: Speaker Jack 
Master Level Control 
Footswitch with LED Channel ndicato4s 
Accessory Patch Loop ( pre aril() out, Opower 
amp iro 

Ch A Level Control 
Ch B Drive and Level Controls 
C-mos Limiting 
Active Variable O Equalization 
Cascaded C-mos Drive 

Specifications: 
Power 

surin((e, 

SL 160 
60 Watts RMS 90 Watts Maximum 
Continuous (Square Wave) 

80 
2 

Bass, Mid, Mid Freq. Treble 

1-12" 

160 

560 Micovolts at 1K hz 

High Gain 331/h ohms. Low Gain. 330h ohms. 
Power Amp: 12K ohms 

Line out 150 ohms. 
Headphones 330 ohms 

38 lbs. 17.2 kg 

4114.,à‘ 

SL 260 
50 Watts RMS 90 Watts Maximum 
Continuous (Same Wave. 

an 
2 
Eass Mid. Mid Peg Treble 

2-12" 

300 

.Z0 Microvolts at 1K hz 

high Gain 330K ohms. Low Gain: 330K ohrrts. 
Power Amp: 12K ohms  

Line Out: 150 ohms. 
Headphones 330 ohms 

93 lbs. 24 kg 

18 x 9V: x 26Vii in 
45.7 x 24.'3 x 66 36 cm 

Load  

Charnels  

Equalization 

Size & No. of Speakers 

Speaker Models  

Input Senstwity  

Input Impedance 

Outpot Impedance 

Weight 

Dimensions' Ht. x Depths Width 18 x 9V: x 19+ in. 
457 x 2313 x 4921 cm 

Sunn has developed and is now producing a remarkable 
advancement in guitar amplification. After extensive experi-
mentation, the professionals at Sunn have achieved a major 
breakthrough in solid state technology. The result is a series of 
products so refined they actuality sound better than any tube, 
solid state or hybrid circuit amplifier currently available. 

Sunn's new SL Series inc rporales cascaded C-MOS overdrive 
interactions to create a .ftexi ility in sound selections never 
before possible. This. e.xclusiire Sunn original will soon encourage 
competitors to begin promoting imitations. And while imitation is 
the sincerest form of flattery we urge you to try the best before 
you see the rest. Audition the new Sunn SL amplifiers at your 
local Sunn dealer today. 

sunnO) 
g -4e ,Vizirne bit 

tie* doyezd_019ekets, 
Sunn Musical Equiomen1Company 
A Hartzell Corporation Company 
19350 SW 89th Avenue 
Tualatin, OR 97062 



Product News 
. . . Continued 

Two New Ones from Korg 
Korg has just announced the 

introduction of two brand new 
keyboards. The first, the Poly-61, is a 
6-voice, two-oscillator per voice 
programmable polyphonic synth. It 
features a 64 program memory with 
full Edit and Program Move 
capabilities; polyphonic and chord 
memory/unison playing modes; high 
speed tape interface with interactive 
display; and an arpeggiator with a 
memory latch mode. More important, 
it boasts all this with a suggested 
retail price of just under $ 1500. 

80S Symphonic Piano 

Poly — 61 

Next, Korg has the SP-80. This is a 
'symphonic piano', designed for both 
home and pro use. It features a 76 
note touch-sensitive weighted 
keyboard, built-in stereo speakers, 
and true portability. The SP-80 also 
features six voices (acoustic pianos, 
electric piano, vibes, harpsichord, 
clavichords), and tremolo and chorus 
effects. There is a version of the SP-
80 that also features a string section 
(the SP-80S) which can be played 
separately or in conjunction with the 
piano section for layering effects. 
This string section has two mixable 
voices, two-speed Attack, two-speed 
Sustain, and a separate volume 
control. 
The SP-80 and the SP-80S each 

weigh just 371bs. Contact Unicord for 
more information at 89 Frost Street, 
Westbury, NY 11590, tel: (516) 333-
9100. 

PRO SOUND 

Furman — The Great 
Equalizer 

Furman's new SG- 10 is a sweep 
graphic equalizer with 10 bands and 
also a preamp with lo-cut filters for 
both left and right channels, dual 
input volume controls, and LED 
indicators for overloaded inputs. The 
front panel features 10 slider 
controls graded from - 15 to + 15d13. 
Below each fader, a 5-position knob 
controls parametric Eq functions. 
Thus the SG- 10 offers the best of 

Three new ones from Ibanez 

Ibanez has now announced that 
there are three new instrument 
microphones they've introduced to 
the market: 
The IM70 — super cardioid dynamic, 
lightweight cartridge diaphragm. For 
snare, mounted toms, and brass. 
The IM-76 — also cardioid dynamic. 
Diaphragm is double-domed. For 
kick, floor toms, bass. 
The IM-80 — cardioid condenser mic. 
Flat response, good high-end. For 
overhead cymbals, hi hat, acoustic 
guitar, piano, and woods. 
Contact, Ibanez at PO Box 886, 1716 
Winchester Road, Bensalem, PA 
19020. tel: (215) 638-8670. 

In The Bag 
Bag End, well known among top 

pros, has just announced their TA- 12 
Continued. . . 

Sweep Graphic & Preamp for studio o; d P1 

both worlds. Furman suggests that 
some of the best applications of their 
unit may lie in use as outboard Eq in 
a recording studio, or as the master 
Eq for a PA rig, although the SG- 10 
is, of course, at home in a wide 
variety of situations. Contact Furman 
Sound, 30 Rich St., Greenbrae, CA 
94904, tel: (415) 927-1225. 

Ibanez Goes One Better 
As a follow-up to the vocal mics 

they surprised us with last year, Bag End's TA-12 
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TASCAM. 

DESIGNED B1 
POPULAR 
COMPLAINT: 

Because we know that a complaint is often an 
axpression of a real need, we listen and respond. 
By listening to the complaints voiced in the working 
environments of today, we can then convert them 
into the professional recording tools of tomorrow. 

Creative attitudes and ambitions change rapidly. 
Consequently, so do the demands on equipment. 
By listening to what you're saying, product develop-
ment at TASCAM will continue to give you what you 
need to get the job done. With TASCAM Production 
Products, you can buy only what you need and 
expand its use as your requirements change. 

At TASCAM, we believe that listening to your 
complaints, then going to work, is the only system 
that makes sense for both of us. 

fre£L,4 u.r.alairkar 7..UnZEleaca ciII Qí) 

ThISCPel 
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A Pulsar rear riew 

Time-Align loudspeaker system. It's a 
2-way system with a 300 watt 
capability that produces 103dB SPL, 
one meter, one watt. Bag End has 
dealt with time offset correction 
with a system of filter networks and 
exacting speaker placement that are 
meant to ensure that the sound from 
both drivers reaches the listeners' 
ear simultaneously. The TA-12 comes 
in both floor monitor or rectangular 
cabinet configurations, as well as a 
five year warranty. 
Contact Modular Sound Systems, 

PO Box 488, Barrington, IL 60010. 

New Board From Biamp 
The 883B is a new addition to 

Biamp's 83B Series mixing consoles. 
The compact board features eight 
input channels and new system 
architecture and circuit topology 
which has resulted in considerable 
noise reduction. The 883B also 
features floating and balanced 
outputs, metering on all outputs, 
separate reverb control in the 
monitor, 3-band Eq, and a 10-
segment LED output display. Contact 
Biamp at PO Box 728, Beaverton, OR 
97075, tel: (503) 641-6767. 

Smart Amps 
Pulsar is billing their new amps as 

"the most intelligent amps ever 
built", and the list of features 
designed into them is indeed 
impressive. To begin with, the amps 
are designed for future interfacing 
with a digital communications link; 
in fact, they are the only amps that 
can be monitored and controlled 
from remote location, such as a 
mixing console. They're also modular 
and the circuit boards completely 
technician-replaceable without 
soldering. To make things easier in 

the event of a repair job, one 
driver/output module will fit all amp 
models, both left and right channels. 
The amps come with a three year 
warranty, and heavy-duty analog 
computer protection circuitry. 
Contact Pulsar Labs, 3200 Gilchrist 
Rd., Mogadore, OH 44260, tel: (216) 
784-8022. 

Introducing 8 new 
affordable musi-

cians' instrument speaker systems 
— from Gauss. 

High quality Gauss at an 
affordable price? Right! Through 
creative engineering design, the 4 
systems here are actually 8. This 
innovative math makes it possible 
for us to price all these cost effec-
tively. The product hasn't changed. 
Each still has the same superior 
power handling, efficiency, and 
5-year speaker warranty. Plus, all 
8 have parallel phone jacks and 8 
Ohm nominal impedance. 

Hearing the product and the 
price will make you a believer in our 
math. Hear Gauss at your nearest 
dealer — the price is right. 

5181 

teat 

rice 
1 ge 5120 12" Rhythm or Lead L. Guitar with open back. 
150 Watts RMS. OR: Mid-high element 
to use with Bass. Infinite baffle 
closed back. 

5120 

3M 5110 Double 10" Rhythm or Lead Guitar 
with open back. 300 Watts RMS. 
OR: Mid-high element to use 
with Bass. Infinite battle closed 
back. 

5110 7 5180 18" Bass reflex Bass 
Guitar Bottom. 200 Watts RMS. 

55181 18" Slot- loaded horn 
Bass Guitar Bottom 

400 Watts RMS 

G511015181 Low/Mid-high 
Bass Guitar System. 

85110/5180 Low/Mid-high Bass 
Guitar System. 

Cetec Gauss 
9130 Glenoaks Boulevard 
Sun Valley, CA 91352 
(213) 875-1900 
Telex: 194989 

In Canada: 

Omnimedia 
9653 Cote De Liesse 
Dorval, Quebec H9P 1A3 
(514) 636-9971 



For every drummer who 
wishes his inputs were as great as his output... 

the Drummer's Mixer from Shure. 
Drummers now have the freedom to mike their drums 

any way they want, without worrying about taking up too 
many channels on the main board. With the M268 from 
Shure, you can plug in up to eight microphones, mix them 
any way you want, and use only one channel of your band's 
PA. And you'll get the same great sound as if your micro-
phones were plugged directly into the main board. 

Best of all, the M268 includes several design features that 
will be especially appreciated by drummers. The mixer has 
four microphone/instrument channels. Each features an 
XLR-type connector and a I 4- phone jack to handle either 
low or high impedance microphones and 
instruments. All of the connectors can be 
used simultaneously, providing a total of 
eight inputs. Phantom (simplex) power is 

provided to eliminate the need for a separate power 
supply for condenser microphones. 

What's more, there's never a problem with distortion 
since active gain controls handle even the hottest sounds 
from your microphones without overloading. 
And, for easy expansion as your drum kit grows, each 

unit also features a mix bus so an additional M268 Mixer 
can be connected for even more inputs. 
The Drummer's Mixer from Shure—all the inputs your 

playing ever needs. 
For more information on the Drummer's 

URE
® Mixer, call or write Shure Brothers Inc., 222 

Hartrey Ave., Evanston, IL 60204. ( 312) 
866-2553.  

THE SOUND OF THE PROFESSIONALS .WORLDWIDE 



Transcriptions 

"It's You Or No One" 
Solo by Pat Martino 

This month, I've transcribed Pat Martino's solo on "It's 
You Or No One", from Don Patterson's album, Funk You, 
on the Prestige label. Normally, I wouldn't transcribe a solo 
like this. My experience with studying other people's solos 
is that it's only the harmonically interesting ones that really 
give you something you can use in your own playing. 
Melodic or rhythmic inventiveness isn't something you can 
learn from a transcription, but a new harmonic idea can be 
incorporated into your own style. That's why, in the past, I 

have transcribed solos by John Coltrane, McCoy Tyner, and 
Herbie Hancock. 
This is a very good solo, but harmonically it is quite 

standard. However, I think it will be useful to musicians 
who are just getting into Jazz to help them get a handle on 
some of the basic approaches to playing chord changes. 

Dan Petrow 

i  0 g  L  PHI 

I  
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New MU Omni: 
six of the most-used 
effects in a versatile 
rack mount unit 
• Sustain • Distortion • Equalizer 
• Delay • Flanger/Chorus • Semi-
programmable from the footswitch 
• FET switching for zero noise 
• Complete with rack unit, foot-
switch, 12-ft. low-noise guitar cord 
• Ideal for guitar, bass, keyboard 
• Exclusive MXR one-yeatr full warranty. 

(New from MXR . . the 0111`41 . . six of our most 
popular pedal effects, rtdesigned into an extremely 
versatile rack mount good enough for studio work, 
rugged enough for the road. 
The result is OMNI, and it's everything you'd ex-

pect from the world leader in effects. Full front 
panel controls with no annoying dead spots allow 
precise tailoring of your sound. The effects are 
clean, crisp, totally transparent. What your audi-
ence hears is what you want them to hear. There are 
no surprises with the 01INI: the sound you set up is 
exactly what you get out. Combine that surgically 
clean control with MXR's legendary attention to 
quality, and you have a multi-effects unit that is 
absolutely reliable. Check out these features . 

...the musician/engineers 

MXR Innovations (Europe) Ltd., 1 Wallace We, 
tlitchin, Herts., England 5034 OSE Tel: 0462 31513 Telex: 826967 
Copyright 1982 Mfg Innovations, Inc. 

Full Control. Each of the six ef-
fects provides full control func-
tions that are easy to use, quickly 
accessible. A unique D-.EQ/ 
EQ-q3 switch lets you reverse the 
signal path of Distortion and 
Equalizer effects, giving you some 
very interesting sound possi-
bilities. Go from Flanging to 
Chorus with a single switch. Insert 
single or multiple external effects 
chains after Sustain, Distortion, 
Equalizer or Delay with just two 
front panel switches. 

Remote Programmability with the FET foot-
switch. Remote effect selection is fast and vir-
tually foolproof, even under the pressures of a live 
performance. Push the Master Bypass to take air 
effects out of the chain. Select the ones you wanton 
the footswitch ... the LEDs come to half brightness. 
Push the Master Bypass again and they're in, with 
the LEDs at full brightness. There's never anfdoubt 
about what's in and what's not. And you catfeontrol 
the External Loop effects from the potswitch 
too...an exclusive MXR feature in rae mount ef-
fects...and a very useful one when ygnire live. 

OMNI . . . packed with features antt flexibility that 
help you create music . . . not Jusj play it. Send for 
FREE specification sheet now. Oreetter yet, try it at 
your MXR dealer today. 
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Please send free OMNI data. 

Name 

Address 



Every five years or so, 
a new guitar hero is launched 

into the demanding public eye, 
whether it be a Page, a Hendrix, or a 
Beck. Sometimes the process is faster 
than other times — it has taken 
Michael Schenker all of eight years 
to reach that stage, and, even so, 
he's not quite there yet, despite the 
fact that his guitar accomplishments 
have been immortalized in die-hard 
fanatics' archives the world over 
since Schenker burst on the scene at 
the age of 18 with the UFO album. 

Phenomenon 
In many ways, it was Schenker's 

melodic, biting compositions that 
heralded UFO's rise to critical 
acclaim, and although he was given 
the nod of approval as far his precise 
and fluid soloing, he was still a long 
way off from being worshipped. 
Perhaps part of the delay came from 
Schenker's reluctance to ape the 
stage antics of his more flamboyant 
competition, tending to appear 
somewhat static and uncomfortable 
in front of audiences who demanded 
more acrobatic flash. Still, his 
straightforward and seductive solos 
transformed otherwise mundane 
tracks such as "Rock Bottom", 
"Lights Out", and "Born To Lose" 

22 April 1983 IM&RW 

into masterpieces that, though they 
have been copied by almost every 
hard Rock band in clubdom, still 
belong to the one man who can play 
them as they were intended to be 
played. 
The obligatory double live album, 

Strangers In the Night, marked the 
untimely end of Schenker's career 
with UFO in 1979, and with the 
coming of his replacement, Paul 
Chapman, many considered it to be' 
the demise of UFO itself. It was 
considered a distinct possibility, 
though, that he might return — 
Schenker had earned himself a 
reputation over the years as someone 
with the tendency to wander off in 
the middle of projects and then to 
reappear and continue, with 
stubborn silence. His reputation for 
nomadicism proved to be for real this 
time, though. 
"As far as the UFO thing goes," he 

says, "It was getting to the stage 
where I just couldn't work with Phil 
(Hogg) anymore. I just couldn't go 
on, and it was affecting the whole 
band." 
With a helping hand from oldell 

brother Rudolph (guitarist and 
founder of Scoprions), Michael 
managed to pull through various 
drug and drink problems. He even 
made a few stage appearances with 
his brother, for he was still unable to 



find his direction. 
"People say all sorts of things 

without any knowledge, btr., to tell 
you the truth, I was totally screwed 
up. Totally. I was in and out of the 
hospital like it was nothing. I was 
really stupid." 
Something was obvimsly ieeded to 

put the boy in shape. Then, literally 
out of the blue, MSG I materialized 
with an album that not only received 
overwhelming critical acclaim but 
was also the most accurate portrayal, 
up until that time, of Schen:cer's 
particular talents. With vocalist Gary 
Barden's lyrical sense coupled to 
Michael's collosal guitar work, from 
the rumbling chords of " Vic :im of 
Illusion", to the menacing glee of 
"Lost Horizons", it was a yardstick 
album. 

"I just wanted to get something 
out after UFO to prove I was still 
around. I had a collection of musical 
ideas that I had accumulated], and I 
just had to play what was in my 
hands. I originally wanted Martin 
Birch, but I fucked it up when I 
came out of the hospital. Still, I was 
really happy with the record mg of 
that album because it only tcok 
something like six weeks to record, 
and Roger (Glover's) recordir g was 
pleasing. All the material was fresh, 
and I think it really came over." 

In fact, what MSG achieved was te 

showcase Michael's talents for all to 
see, and implore people to take his 
playing in its own right. It was an 
album that earned him a new and 
even more devoted cult following. 
But, the quest on remained. Could 
Schenker maintain the standards 
that he had optimistically set for 
himself? Well, yes and no. Holding 
vocalist Barden to the mic, he 
gathered up fellow UFO man Paul 
Raymond on keyboards and rhythm 
guitar, Chris Gien from the Alex 
Harvey band, and Cozy Powell, to 
record MSG II. A string of successful 
tours was set up to promote the new 
band. All went well until American 
producer Ron Nevison turned up to 
lend a hand. 

"It was a disaster! Whereas MSG I 
took six weeks to make, MSG II took 
six months! I think the trouble, if 
you could call it that, was that MSG 
II contained the better material, but 
also the awful production, which 
resulted in everyone being made 
much poorer. I personally preferred 
the songs on MSG II to those of MSG 
I, but everyone was just very, very 
annoyed at Ron Nevison for basically 
just fucking the whole thing up. He 
was so bad I just can't even talk 
about it without becoming angry." 
Schenker and Nevison had met 

before, though in not nearly so 
hostile an atmosphere. The first time 

came during the making of the most 
successful UFO studio album, Lights 
Out. On that disc, the title track and 
the song Love to Love were featured 
alongside Michael's personal solo 
favorite of that era, "Try Me", 
although it's not likely that the two 
will eer work together in a studio 
again. 

In spite of all the hassles, MSG II 
was a fine album in its own right, 
and material such as the grandiose 
"Attack of the Mad Axeman" and 
"But I Want More" gave vent to 
Michael's melodic playing and this, 
coupled with the undeniable talents 
of the band made the record a 
powerhouse of ideas. 
"You may disagree, but I think 

that what I came out with after UFO 
was not really all that different than 
what I was doing before. I was doing 
a lot of roller-skating, swimming, 
jogging, and things like that, so I was 
really fresh and straight, and I think 
it was a very fresh album in a way. 
MSG I and II were very different, I 
think MSG I was more clinical, but it 
was more spontaneous somehow — 
more free." 
Schenker is one of the few 

guitarists whose style is immediately 
recognizable — a catchy, squeezed 
and wrenched collection of almost 
Classical runs and thundering power 
chords, with subtle undertones that 
defy classification. Try the 
deceptively simple outburst in 
"Looking For Love" or the 

mesmerizing "On And 
On", and you'll come to 

appreciate Schenker 's 
aptitude for putting melody 

and emotion within the 
often staid and 
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. . . Continued 

heartless boundaries of hard Rock. 
When asked how his style developed, 
Schenker had this to say: 

"I've worked hard to get my style, 
and I'm happy with it at the moment 
because, as you say, it's immediately 
recognizable. You gather a lot of 
influence over the years, and mine 
are nothing special. I started 
listening to the Shadows' albums and 
playing along with them when I was 
about nine years old. At that time, I 
knew nothing about guitars. I 
learned the songs, like, note for note 
on a little record player — starting, 
stopping, playing back, and so on to 
see if I was playing the right notes. 
Maybe I was lucky, or just patient, 
but I managed to play the whole of 
an album without too much trouble, 
note for note." 
We asked about formal training. 

"No, never. I was influenced by 
the Beatles and all music around that 
era, as well as my brother Rudi, 
because it was he that introduced me 
to the guitar. Without him I would 
not be here today. I suppose my two 
greatest idols in those days were Jeff 
Beck and Jimmy Page — sort of a 
mixture of those two. But Rudi was 
the one who actually physically 
started me off." 
The black and white Flying Vee has 

now become Schenker's trademark. 
What made him so attached to the 
guitar? 
"When I started playing, I always 

used my brother's guitar. There was 
this one gig we did in Germany with 
the Scorpions, where I played a Les 
Paul — a Custom, I think. I broke a 
string, and my brother was playing 
the Flying Vee that I'm now using." 
He points to the familiar 

instrument standing in the corner of 

'1,r7re.t,' 

the room. It's one-fourth of his 
entire collection, the remaining three 
being another, almost-identical "V", 
a Les Paul Standard, and a strange 
custom-built affair by Martin Woods 
of Denmark Street in London, 
England. For acoustic work, he has 
to beg, borrow and steal. 
"Anyway", he continues, 

"Because we were both playing lead, 
we had to swap back and forth very 
quickly, so I was playing through 
Ruth's Marshall with his guitar all 
night long. At the end of the gig, I 
said to him 'Sorry, Rudi, but I can't 
give it back to you' — it was that 
good. He accepted that, and sold me 
the guitar, and I still use it to this 
day. It's strange — I've tried it with 
a 100 watt Marshall instead of my 
usual 50 watt, and it just didn't work 
half as well." 
Schenker pauses, considering. 

"I've never been one to walk into 
music shops and try thousands of 
different guitars and different 
amplifiers. Still, I can say that 
judging from my own experience, 
which isn't much, that a Les Paul 
sounds better with a 100 watt rather 
than a 50 watt Marshall, but the 
Flying Vee sounds 20 times better 
with a 50 watt. I have no idea why 
— I just find it to be true. The 100 
watt goes on for ages — the 
projection, if you like — whereas the 
50 watt goes a few feet, and then 
drops off. But it sings much better, 
and that's what I'm after." 
As far as the actual tone of 
Schenker's guitar, it is a very 
piercing and clean sound, though it is 
also obviously distorted. The 
overriding quality is its fluidity. We 
asked him how he achieves the 
various trademark tones. 

"I put it down to how you come 
across with a wah-wah pedal. I use 
one as actually more of a tone 
control than as a wah-wah effect. If 
you hit a string with a floppy action 
(he demonstrates this on the side of 
the table with an old and 
weatherbeaten Herco pick), the 
sound will be floppy. But, if you hit 
it tightly, then the notes will almost 
scream. I've always been a very 
clean player, though. If I made up 
my mind to write a song, I was 
always very precise. For some 
reason, I always knew what I wanted 
to do, even when I was 16 or 17 
years old." 

Is he happy with the way things 
are going for him, technically 
speaking? 
"Yes. What I'm doing now I like to 

do very much, and it's what I've 
been working at for a long time. I'm 
pleased with what's coming out at 
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the moment." 
Any effects pedals inco porated 

into "the sound", other than the 
unorthodox use of the wah pedal 
which was touched on earlier? 
"Well, as I explained before, once 

you find a sound that you like, 
namely my brother's guitar through a 
Marshall, that was it for me. I didn't 
feel that I needed to look for 
anything else, and, as I said, I use 
the wah-wah strictly for tonal 
variation in the solos, and never as a 
straight-ahead effect. What we 
sometimes do — and it's something 
that we did on MSC II, is to use the 
Les Paul for different rhythm 
sounds, with a kind of treble booster 
on it, and the 'Washboard' (the 
affectionate name given to Martin 
Woods' custom axe) was also used in 
places. I think on parts of "Let 
Sleeping Dogs Lie" and "Mad 
Axeman", this was noticeable. The 
Les Paul has got a fuller sound, but 
it's not very good for lead guitar. So, 
it's always the Flying Vee for lead, 
and the Les Paul for rhythm. 
Always." 

We wanted to know if the guitars 
have had any internal tampering. 
"No, they are all exactly as they 

were when I first got them, all of 
them. I'm happy with them, and 
don't see why I should change 
anything. My main Flying Vee has 
been busted so many times, and 
every time it gets broken, it seems to 
come back even better than it was 
before. It's just one of those things." 
Okay. We know there's something 

being held back here, so we ask for 
some elaboration on Schenker's use 
of the wah pedal as a tone control. I 
mean, some of us have tried it, and 
the result isn't quite the same, if you 
know what we mean. 
"Well. when you press a wah-wah 

down, it's acting as a bass control, 
and when it's up, then it's a treble 
control. Once you know what you 
want, it's a matter of leaving it in 
the same position, but you do have 
to think to change it when it comes 
to a solo or something. You need to 
know what sort of tone you're after 
in a song, and where the changes are 
coming. I do sometimes use it as a 
straight wah effect for a riff. "Let 
Sleeping Dogs Lie" is the perfect. 
example. I also make use of an echo 
unit — that's just for myself on 
stage. It's got nothing to do with the 
guy who's mixing — it's all down to 
me. I can't stand a dry sound and 

whenever I get one, I tend to play a 
little bit over the top and with less 
feeling. So, if I have a bit of echo, I 
seem to leave more space, and I 
don't play quite so frantically." 
With the long-awaited release of 

Michael's third studio album, Assault 
Attack, the big question was whether 
Schenker could continue to come up 
with the kind of material everyone 
was expecting — and whether he 
could come up with enough of it to 
make an album work. Neither he nor 
Graham Bonnet were renowned for 
their writing skills, yet the album 
turned out to be another triumph. In 
the past, Michael has left the lyrical 
chores up to Phil Moog, and more 
recently to Gary Barden, who 
provided the lyrics for "Cry For the 
Nations" and "Lost Horizons". We 
were curious about the actual 
musical composition process. 

"It's always the same. I put all the 
ideas that I get down on cassette, 
and after a couple of takes are done, 
I play them back and put the best 
parts down on one tape, just bits and 
pieces, and then I try to connect 
them and maybe even add things 
here and there. Then, Chris (Glen) 
gets involved with some parts that 
he's thought up, and we rearrange 
things until we get the end result 
that everyone will hear. It's a long 
and drawn-out process, but one that 
I think works well for my purposes. 
It also involves everyone in the song 
so that no one will feel left out. It's a 
very democratic system that we have 
in that I never tell them what to do. 
If they're not too sure about 
something, then we'll change it, and 
see if it works another way." 
So it's splice here, chop there, etc. 

We wondered whether songs were 
ever written with a particular 
melody or lyric in mind? 

"It all depends. I usually just write 
the music, and if Gary's not too sure 
about a melody, he'll ask me and 
we'll try to improve it. I help as 
much as I'm able to. As far as the 
instruments, well, that's different 
altogether. My favorite is "Lipstick 
Traces" (from Pherunnentm). You 
just connect notes, and it depends on 
your taste. You instinctively know if 
something sounds good, and you just 
carry on building it up until you're 
satisfied with the whole thing. It 
usually builds up in parts. A lot of 
things, especially instrumentals, are 
spontaneous. "Lipstick Traces", I 
actually worked out, but they will 
develop in different ways, usually by 
mistakes. It just happens." 
Many of Schenker's solos sound as 

if they could stand alone as separate 
Continued. . . 
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. . . Continued 
melodic entities, hummable songs 
within songs, almost. Are songs ever 
written around such pre-planned 
solos? 

"I used to do that much more with 
UFO, because I never did any vocals. 
I would be sitting there with a Revox 
and songs, such as the solo from 
"Born To Lose" and "Try Me". All 
the slow songs seem to stem from the 
solo, particularly on "Try Me", 
where Phil ended up getting his part 
from the guitar part. That's, almost 
like two separate songs — the vocal 
part and the solo part — but they 
both have the same melody. Most of 
the ballads actually started off as 
instruments and the vocals were 
added at a later date." 
The live album that was released 

earlier this year, recorded in Japan 
and aptly titled One Night At 
Budokan, was a storming success 
with both Schenker fans and hard 
Rock enthusiasts, alike. The solos on 
the album, notably the Schenker 
showcase, "Attack Of The Mad 
Axeman" and the instrumental with 
Paul Raymond, "Courvoisier 
Concerto", were dazzling. That was 
live. Is Schenker one of those types 
who must get down every note on 
the studio album in his live shows as 
well? 
"Yes, but only in the key parts. 

The hook lines, such as on " Looking 
For Love", which you mentioned, or 
"Into The Arena", I think I play note 
for note what is on the album." 
Was Schenker happy with the way 

Otte Night At Budokan turned out? 
"I'm very happy with it, but there 

were also quite a few overdubs to 
smooth it out and touch up the rough 
bits. Cozy didn't do any overdubs, so 
we all had to follow Cozy. There 
were some keyboard overdubs we 
had to do, 'cause Paul was playing 
both keyboards and guitar which is 
very difficult to do on stage. You 
could really hear the holes in the 
sound when he was changing 
instruments, especially if he missed 
something. To be honest, it isn't a 
true "live" album as such, but I 
don't believe that such things truly 
exist , unless people talk bullshit. 
People who are first-class musicians 
will never be satisfied with second-
best, because people like that can't. 
help it. No concert will ever be note-
perfect, so there are always things 
that have to be done after the event. 
They go for perfection, and that 
means improving on what you have 
done. All the good musicians will 
always be out for the best that they 
are capable of, and most of the time 
a live concert will not be as good as 

they might've hoped it to be. That's 
why there are no "live" albums, as 
such, except from shit bands. 

"It's the same thing that applies to 
my material. If you give me a 
TASCAM, my guitar, and a few bits 
and pieces, I could write you ten 
songs and guarantee you that five 
would be hits. I can actually promise 
that to you. That's not what I'm 
after, and I wouldn't be pleased with 
the end result, and because I'm a 
perfectionist, I would feel bad. Like 
our last single, "Dancer" — people 
just couldn't understand the middle 
section where we change the tempo. 
We did it to break it up because we 
thought it would become 
monotonous if it was all the same, 
but people just couldn't see it. I hate 
the structures that make commercial 
singles — they're so tedious. They're 
so easy to write, but I just don't 
want to write them, because I 
wouldn't be satisfied in a musical 
sense, and that's not what my music 
is about. I don't even know why 
"Dancer" was released at all to tell 
you the truth — I don't know why I 
wrote the stupid thing in the first 
place! I guess it's commercial, but 
I'm really not that interested in the 
singles market. I think it's all very 
corny." 
Which brings us around to 

Michael's distinctly non-commercial 
stage image. While other guitar heros 
launch themselves at the monitors, 
burn their guitars, and play 
overextended solos with one leg tied 
to their chin, Michael seems more 
content to let Gary Barden provide 
the antics and let himself 
concentrate more on the guitar, thus 
appearing somewhat morose and shy 
on stage. Why is he reluctant to play 
up to the crowd's expectations? 
"Well, for one thing, I'm always 

tied to the wah-wah pedal, which I 
do use a great deal, and that 
obviously limits my movement on 
stage. We also don't use wireless 
mics where you can run all over the 

arena. But the most important factor 
is that I don't WANT to run all over 
the place. I like to get in with the 
audience and the feel of the gig, but 
as soon as I begin playing lead guitar, 
I go to the wah-wah pedal, switch in 
the echo, and then back to the wah 
to play the solo...Once I'm playing 
the solo, I don't know where I am, I 
don't want to see anybody. Then, all 
of a sudden I wake up, go back to 
the wah-wah, switch it off and the 
echo, and go back to playing rhythm. 
It depends on how I feel. I might go 
more over the top on some nights 
than others, but basically I don't feel 
the need to make an exhibition of 
myself. It's not my personality, 
because I'm very quiet and soft-
spoken as you can see." 

It's true. He is a strangely soft-
spoken character, armed with a glass 
of coke, and rapidly filling up an ash-
tray with cigarette butts, he's 
wearing the familiar black bomber 
jacket and jeans, his spiked blonde 
hair framing angular and very 
Germanic features. With all this talk 
about retaining anonymity on stage, 
how does he feel being written up on 
the cover of IM&RW as a guitar 
hero? 

"It doesn't bother me. I mean it's 
nice and a very great compliment, 
but as far as all the flashy stuff goes, 
it's not me, as you can see." 
For a German lad with the sum 

total of nil English in his vocabulary, 
Schenker has established himself 
firmly in the forefront of hard Rock 
guitarists, since his major debut with 
UFO in 1974. After 26 years on 
earth, 17 of them spent playing 
guitar, where does he see it all 
leading? 

"It's quite possible that at some 
time I might become tired of playing 
"Doctor, Doctor" and "Rock 
Bottom", but at the moment I still 
enjoy it. I enjoy everything I do. If 
people want to hear those songs I'll 
be more than happy to do them, but 
if not, I'll stop. There are some songs 
that are expected of you, but as soon 
as I get tired of them I'll stop as well. 
I just like to grow up very slowly, 
and never leap ahead of myself. I 
feel I've got a long way to grow 
yet." 
One gets the feeling that if it 

weren't for his personal dilemmas of 
the past and present, Schenker 
would be more widely respected for 
his universal influence and pure 
musicianship that thrives with each 
new venture. He's more than 
definitely something of a 

phenomenon. Chris Watts 

& Steven Dupler 
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St eve Morse is an original. 
his physical appearance 

suggests a cross between commune-
dweller and hell's Angel while his 
modest and soft-spoken demeanor 
lends him an "aw, shucks" air that 
belies the ferocity and intensity of 
his playing. Ask him to put a label on 
the music he writes, plays and 
produces with the Dregs, and you get. 
the helpful reply, " It's just the type 
of music we ourselves would like to 
hear at a concert." Doesn't really 
tell you much, does it? However, if 
you've heard Morse play, you know 
that what he does is pretty hard to 
describe. His style is a melange of 
.Jazz, Heavy Metal, Funky 
chickenpickin' Country licks, 
Classical and Baroque runs, English 
and Irish Folk music, and the list 
could go on and on ... 
We talked a lot about one of 

Morse's favorite pet peeves — the 
difficulty involved in bringing an 
experimental musical form to the 
attention of the American listening 
public, in the face of adversity from 
what Morse terms the 'corporate 
structure' of radio programming and 
record company promotion. He feels 

the Dregs have been short-changed 
by the American broadcasting system 
primarily, and that there is a lot of 
music — not just that being produced 
by the Dregs — that goes by 
unnoticed and unappreciated simply 
because it failed to press the right 
button when it passed through the 
executive suite. 
This isn't to say that all Morse and 

his cohorts are seeking from music is 
fame and wealth. Were that the 
case, they would have abandoned 
the quest years ago, as it's been 
some time now and they have 
acquired neither in great abundance. 
He plays because it's what he does 
best and because he feels the music 
has something to offer. Besides, it's 
fun. When asked if he wants to, in 
the future, see the Dregs become a 
household word, he looks up 
quizzically and inquires, "You mean, 
like Raid?" 
Yeah. 

IM&RW: Where did things begin 
for the Dregs? 
Morse: Well, Andy West and I 
played first together in Augusta, 

Georgia. Then, when I was going to 
school at the University of Miami, I 
got Andy to move down there to join 
this little ensemble we had that 
eventually became the Dregs. I met 
Rod there, and Tee was from the 
University, so basically all of us were 
going to school at the University of 
Miami at one time or another. 
IM&RW: That's one hell of a 

ea mpus band. 
Morse: Yeah, I guess it's fair to say 
it all started there, even though the 
roots of the band were back in 
Georgia. 
IM&RW: How did the Dixie Dregs 

become the Dregs? 
Morse: Oh, that was just the closest 
thing we ever did to making an 
effort to make the band more 
marketable. 
IM&RW: Did it help? 

Morse: Well, not really. There was a 
time when radio programmers would 
take a chance, and put on a real 
variety of programs. Why can't there 
be a variety of bands, a variety of 
radio stations, a variety of anything? 
Why does everything have to be the 
same old thing over and over and 
over? The only thing you can know 
for sure that people really want is 
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sex. Other than that, there's no 
telling what they'll go for. You put a 
tap-dancer in front of a bunch of 
construction workers, and if that 
tap-dancer's damn good, hell — 
they'll like him. 
People can appreciate much more 

than these conservative corporations 
who run the media give em credit 
for. All they're doing is being ultra-
conservative, playing it safe. That's 
the American way — everyone can 
run their business the v‘ ay they 
want. But I can also tell 'em what I 
think about the way thE y run it, you 
know? My statement is through the 
music, though. 
IM&RW: Well, do you see a time 

in the future where the Dregs might 
compromise that musical statement, 
so that larger numbers Icf people 
could be reached by it? You know, 
are you ever going to 'pay ball' with 
the corporate structure — even half-
way? 
Morse: No. No. The closest we ever 
came to compromising was trying the 
vocals we did. But, ever that was 
not geared toward any kind of 
absolute AM success. It was just 
songs that we liked, wit h people we 
liked, and that's the only reason it 
got on the album. In a sense, it was 
an experiment. It was something 
everyone was anxious tto try just to 
see what'd happen. It gave us a 
chance to say to a lot id people 
afterwards: 'See? The p.ople like us 
for our playing. Vocals or no vocals, 
it won't make a difference.' 
IM&RW: How did you come to 

play the guitar? Did you have any 
lessons? 
Morse: I took group les;ons when I 
was a kid, and then graluated to 
private lessons — you know, 
strumming on an acoustic. 
IM&RW: How old we .e you when 

you first picked up a g sitar? 
Morse: I believe I was tbout 10 or 
11. I'm 28 now. 
IM&RW: Did you id lize any 

guitar 'heroes' while y u were 
learning? 
Morse: Oh, all of them. I could name 
you 10 without even t inking about 
it. 
IM&RW: Ok, shoot. 

Morse: Oh, this could robably go on 
all day...Man, I can't eep it down 
to 10. Umm, George H rrison, Chuck 
Berry, Keith Richards, !eft' Beck, 
Eric Clapton, Jimi Hen rix, Jimmy 
Page...0h man, I can' stop 
now...Johnny Winter, John 
MacLaughlin, Rick Der inger. I was 
and still am influenced by so many 
people. A lot of my in uences, 
though, were people a the 

Steve Morse 
University — teachers and students. 
Pat Metheny is somebody whose 
career I watch closely — he was a 
student with me at the U of M. 
IM&RW: Let's go off on a tangent, 

and talk about Industry Standard. 
Not only the music, but the recording 
itself, had a very unique quality. 
Can you describe how the sessions 
were done? 
Morse: I can tell you almost 
everything about that record — 
every note. First, I'll say right off 
the bat that everyone thought their 
particular instrument should have 
been louder in the mix. But that's 
normal, 'cause if you turn up 
everyone, you still have the same 
mix — it's just louder. (laughs) We 
recorded in an open atmosphere — 
no control room. We had the board 
set down in the bottom of the pit 
area of a stage in the theatre. We 
put the drums up on a stage, and 
used ambient mics... 
IM&RW: Crown PZMs? 

Morse: Then, we didn't. We have 
experimented with those lately, 
though, and we will be using them 
on the next album. For Industry 
Standard, we just used a Neumann 
about 150 feet away. Next time, 
we'll have stereo ambients. OK, then 
we close miced everything — real 
typical set-up. We put the toms down 
to two tracks later, with the 
overheads and hi hat separate. Next 
time, that'll be a little different, too. 
OK. So, everyone stands up on 

stage with their own little individual 
mix console — a little box of knobs 
which has sub-mixes for each of the 
other instruments. Then, of course, 
we wear- headphones, so everyone 
can individually adjust the mix they 
hear as we do takes. This way, 
nobody says, 'Oh, I want more 
drums', while the other person says, 
'Wait, I want less drums.' 
IM&RW: That's pretty hip. Whose 

idea were the individual sub-mix 
consoles? 
Morse: That was Chuck Allen, the 
assistant at the studio. He designed 
the system and built it himself. It's 
just part of the rig there. 

IM&RW: How long did the en t ire 
album take? 
Morse: Something like 400 hours. 
IM&RW: How did Arista feel about 

that? In fact, what's your 
relationship like with your record 
company these days? 
Morse: They like the band. They are 
glad to have us...with some 
conditions. 
IM&RW: Such as? 

Morse: They wish that we didn't 
Continued . . . 
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Steve Vorse 
. . . Continued 
spend so much money on the albums. 
In other words, they know that 
we're gonna consistently sell ' X' 
amount of records. And there's a 
small chance of us selling a little bit 
more than 'X'. 
IM&RW: Would that chance be 

increased with, say, some heavier 
support of the Dregs on their part? 
Morse: (laughs). Yeah. But at the 
moment, I feel very certain that 
they're not gonna push anymore. 
They're gonna throw it out, and if 
something happens, it happens. I'm 
not totally against what they're 
saying. My point is that this is what 
can happen to a band that 
consistently bucks the system. We 
had a dedicated cult following, but if 
we ever put out trashy albums, we 
could lose that following. 
IM&RW: So you just have to 

in that `industry standard'. 
Morse: (laughs) Yeah. 
IM&RW: What's your favorite 

Dregs album? 
Morse: Oh, that's hard to say. I have 
fond memories of all of them. I kinda 
like the last one the best, 'cause I got 
to meet and work with people who 
were really outside of the band. 
There was more talent on the last 
album than I've ever seen or worked 
with. We had, you 
know ... everybody! Mark O'Connor 
and Steve sat. in on one thing and we 
had Alex, a total professional, and 
Pat Simmons, who just surprised the 
hell out of us with his voice and his 
determination to get it right. I mean, 
everyt hing about those guys was real 
impressive. 
IM&RW: 7'hat might have been a 

in feeli Hy there, though. l'7n. 
sure these gulls were spurred on by 
your own pe,:i ,et juil ism and desire 
to get things right, as well. Now 
list ell to that, I'm sounding like a 
.fun. Have to watch that. 
Morse: Yeah, thanks. Well, I think it 
was just a great sit nation. I'm 
hoping on this next record to do a 
similar sort of thing — maybe get 
some inst ruinent al guest artists that 
people know pretty well. 
IM&RW: That sounds like a cue 

for Pal Matheny. 
Morse: (laughs). Well, actually, I 
have hinted around about that. 
IM&RW: So it's a possibility? 

Morse: Let's just say that I would 
hope that some, or at least one of 
t he guitarists I mentioned previously 
as being real heroes or influences, 
would be able to do it. 
IM&RW: All right. New subject 

time. What's your gu ilur line-up like 
these days? Anything new and 

different? 
Morse: Up until recently I'd only 
played my special 4-pickup guitar, 
but now I've expanded quite a bit. 
For special purpose things, I have 

this Fender Lead I with a rosewood 
neck. It feels real good to me, being 
a Fender player. And now, DiMarzio 
has made a guitar that's almost a 
copy of mine — the 4-pickup guitar I 
have. The difference is that this new 
one has all new DiMarzio pickups on 
it, with a specially-made lead pickup 
I really like the sound of. I think 
DiMarzio may be coming out with 
that one as part of a Signature 
Series. In fact, three days before this 
interview, I just got the finished 
guitar from DiMarzio, and I don't 
know what to do. I could play all 
night on that guitar, but on the other 
hand, I've spent so many years on 
my main guitar that its feelings 
might get hurt if I did, (laughs). I also 
just bought this Gibson Chet Atkins 
guitar, which I definitely want to 
incorporate into the live show. It's a 
solid-body classical, which is great, 
'cause people have been requesting 
some of the acoustic pieces for a long 
time, and I didn't like to do them 
because it's such a hard thing to mic 

a classical guitar live in a Rock'n'Roll 
club. 
IM&RW: You don't experience any 

feedback problems with the Chet 
Atkins? 
Morse: Well, I mean — there is a 
limit to everything. But I went to 
Manny's to find mine, and they 
pulled out four guitars to let me 
choose from, and I was able to find 
the heaviest one, which I'm sure will 
help eliminate any feedback 
problem. It's gonna be great. 
IM&RW: Have you experimented 

with other guitar pickups besides 
DiMarzio? Duncan, Bartolini, any of 
those? 
Morse: I've tried them. They both 
make fine pickups, but I just happen 
to be using DiMarzios these days. 
I've met Seymour Duncan and Bill 
Bartolini and they're both very, very 
nice people. They let me try their 
products, too. It's just like well — 
you go to a car lot, and there's 10 
fine automobiles. One of 'em's gonna 
appeal to you more than another. 
You don't know why, it just does. 
IM&RW: You seem to be pretty 

heavily into Lexicon outboard gear. 
Morse: Oh, yeah. I'm using a PCM-41 
and a Lexicon reverb. They make 
incredible stuff, and I'm still working 
off paying for it, too. I think there's 
a misconception among musicians 
that there's people who'll pay you 
money to play their instrument or 
use their equipment. I've never 
heard of anybody getting paid, 

Continued on p93. . . 
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"Lexicon's PCM 41 
digital delay 
gives a crisp sound that I can't get with my regular 
tape echo." The chorus effect alone makes it worth 
sharing on stage." "PCM 4,1 and M'odel 224 
Digital Reverb enhance the sounds I can obtain 
from my instrument as well as providing a multitude 
of special effects on stage and in studios." "They've 
become an integral part of my sound." 
Thanks Lexicon! 

Steve Morse 
songwriter, producer, artist 
'The Dregs 

if you'd like to learn more about Lexicon 
digital delay products for all musicians contact 
Lexicon, 60 Turner Street, Waltham, MA 02154 
(617) 890-6790 TELEX 923468 



*Special Focus* 

Rhythm Machines 
and Electronic Drums 

I have always felt had for both 
drummers and keyboardists. I mean, 
I show up at a gig or a session 
carrying only a briefcase full of mies 
and maybe one effects device. These 
guys are always dragging around 
anytInng from all t heir equipment to 
maybe oteig a couple of keyboards, 
or a drum or two and all their 
hardware and cymbals. The first 
things any roadie will ask about a 
prospective client is " What kind of 
keyboards and luny big a drum kit?" 
()ver the years keyboardists have 

none to have the advantage. It's 
now rare to see someone dragging 
around a I lammond 13-3 with Leslie, 
and new er compact electric pianos 
(Yamaha and Kawai) give players 
that acoustic s(iund in a much easier 
lo deal with package. Meanwhile, 
our poor drummer has (even wit h a 
compact Simmons set) had to 
continue to lug around several 
hundred pounds of metal hardware. 
Moreover, these guys are expected to 
have a semi- full complement of 
percussion gear as well (chimes, 
hells, gongs. and even congas). 
There's no comparistm set-up wise. 

The CP-70 has only t pieces plus a 
couple of legs, while the Kawai only 
has to he tilted into position ( it even 
has built in wheels). The drum kit, 
on the ot her hand, is attacked with 
hammers, nails, and wrenches and 
lakes a hell of a lot longer to 
assemble. I know lu 1W long it takes 
just to posit ion AlpInnise Musont 's 
mega cymlials. A thorough piano 
tuning may take up to an hour to 
complete, yet I've seen this 11111111 
time spent on a single drum in the 
st udio, not to mention dampening 
and inking which altogether can 
consume a full day. 
However, the tide has changed. 

Today with the proliferation of small, 
light - weight , and smart rhythm 
machines every drummer has the 
option of occasionally eliminating 
some and even all of his kit. It's inn 
unusual at all to see a drummer show 
up at a reconling session carrying 
nothing but one of these small 
devices, plug it in, hook up the 
outputs, hit a single button, and 
have his pre-programmed 

performance completed in minutes. 
This may be the extremes end of 
things but rhythm machines are also 
being used more and more to 
supplement live performance, too. 
Add to this the fact that drum 

machines require no tuning and 
make no mistakes, and the reason for 
their acceptance is obvious. This was 
not always the case. At first, many 
drummers were very opposed to 
these devices feeling they didn't 
sound real and couldn't take the 
place of a drummer as far as feel 
goes. I suspect that there was 
actually a fear of being replaced or 
at least losing some work, as non-
percussionists could now play the 
parts. But, early drum boxes didn't 
sound real and their machine-like 
percussion wasn't really and truly 
musical. 
However, newer models sound just 

like the original and can bes set to 
play your patterns like a beginner or 
a pro, timing-wise. Furthermore, 
many drummers have actually gotten 
more work, because of t heir 
expertise with the devices, as other 
musicians haves found that the 
intricacies of " keeping times" are not 
as mindless as they once thought. I 
can recall more than a few times 
that someone has rented a digital 
drum machine to record with and 
ended up calling in a drummer to 
program it after they found that they 
hemselves just didn't have t he' 
chops. Programming has been a lot of 
fun for drummers, too. Now 
anything they can imagines can be 
heard, even if not actually played. 
As far as the devices themselves go 

the variety is almost endless. The 
number of available sounds ranges 
from one up to two dozen 
instrumments per unit. The actual 
sound of the devices can be 
synthesized or digitally recorded and 
thes number of outputs can be one 
(mono), two (stereo), multiple (one 
for each sound) or all threes. The 
drum's sound is tunable on some, 
even up to a full octave. You can 
also program-in accents to further 
simulate that ' real' sound. The 
I rogramming pnwedure is also 
different from machine to machine. 

Some are programmed in steps, real 
time, or both. The amount of 
memory can run from just a couple 
of patterns to a number of full length 
songs. The ability to dump the 
contents of the memory onto tape 
allows for the storage capability to 
be infinite. You can get units that 
can be externally triggered as well as 
ones that sync up with the rest of 
the world. The list of features goes 
on and on, and the cost increases 
with each addition. A simple single 
output unit with synthesized sounds 
and limited memory will run only a 
couple of hundred dollars while a 
top-of-the-line digital device can 
surpass the $3,000.00 mark. The 
choice of what is needed as well as 
can be afforded, as always, remains 
up to you, the purchaser. 

A Look At The Market 
Here's a brief look at some of the 

equipment currently available to the. 
musician who's looking to get 
involved with rhythm machines and 
electronic percussion. Details have, 
in all cases, been kept to a bare 
minimum, but if further information 
on any of the units listed in this 
section is desired, we've provided an 
index of addresses and phone 
numbers where the various 
manufacturers may be reached. Two 
units have been profiled in 
considerable depth in this issue, the 
KORG KPR-77 RHYTHMER and the 
LINN DRUM COMPUTER (See Table 
of ('ontents). 
ROLAND The TR606 is not brand 

new to the market, but Roland 's 
committment to modular, expandable 
products which interface with each 
either has kept this unit from 
obsolescence (and will continue to do 
so, presumably, in the future). The 
TR-606 is fully-programmable, and 
will create up to as many as 32 
separate rhythm patterns, each 
containing seven different drum 
sounds, as well as accents. These 32 
patterns may be broken up into two 
groups of I 6 patterns each. 
Programming is either in real time or 
step-programming via a tap switch. 
The TR-606 makes use of a 'Track 

Write' function which allows the 
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¡'he dramatic drumatix from Roland 

user to write and store rhythmic 
scores in their entirety in the unit's 
memory, up to a total of 256 bars, 
This is broken down into eight tracks 
— seven of 64 bars each, and one of 
256 bars. These separate tracks can 
then be combined to create extended 
compositions. The TR-606 or 
DRUMATIX, as it's also called, is 
completely portable, operating on a 
9V battery which powers its self-
contained headphone am plifier. 
Suggested retail price is $395.00. 
JTG of Nashville have been getting 

into rhythm machines la,ely with 
some good (and inexpem!ive) results. 
The SR-88, released some time ago, 
has undergone some updates and 
improvements recently. It features 
an 8-position rhythm selector switch 
(six for 16-step, two for 12-step), and 
completely programmable kick drum, 
snare, hi hat, and cymbal sounds. 
Other features include tempo, tone, 
and volume controls, and the ability 
to alternate fills after every bar or 
after 4, 8, or 16 bars, as you choose. 
Some of the new features include a 
pulse trigger which allows you to 
sync notes to a specified program 
beat, and a trigger output which can 

Boss Doctor 

link an external source such as a 
synthesizer to the pulse of the 
cymbal memory. 
Conveniences such as the 

footswitch jack for hands-free 
running and the downbeat LED 
indicator make the SR-88 a good deal 
at the suggested retail price of 
$179.95. 
JTG's slightly higher-priced STIX 

PROGRAMMA offers the player a 
few more perks. There are more 
drum sounds, for one thing — kick, 
snare, open or closed hi hat, cymbal, 
high and low toms, and accent — as 
well as seven individual outputs 
which allow any of these sounds to 
be directly connected to a mixer or 
signal processor. To facilitate 
individual hook-ups, each drum 
sound also has a mini-fader volume 
control. Other features include a 
Clear button to erase unwanted 
drum sounds, and a trigger unit to 
allow synchronized hookup to 
external units. Suggested retail prire 
is $299.95. 
KORG's biggest news is the KPR-

77, which, as we mentioned, is 
examined in depth later in this issue. 
Like the others in this category, it is 
an analog programmable drum 
'synthesizer'. Its memory is good — 
three groups of 16 patterns each may 
be programmed into it, each 
containing up to 32 steps. Like the 
Roland TR-606, these groups may 
then be chained together to form 
longer, more extensive pieces, 
though the Korg can store more of 
these in its memory. A major plus for 
the KPR-77 is its illuminated LCD 
screen, which acts as the 'voice' of 
the computer, telling you where you 
are in your programming, aiding you 
in real time programming, letting you 
work out rhythmic patterns without 
programming them into the memory, 
and a host of other functions. List 
price for the Korg KPR-77 is about 

$695.00. Another device from Korg is 
the KR55B, a rhythm machine with 
96 rhythm patterns which include 
things such as Jazz, Latin, Reggae, 
Disco, Rock, etc. The KR55B has 12 
highly realistic drum sounds, 32 intro 
and 32 fill-in patterns, a 6-channel 
mixer, and a synthesizer trigger 
interface. The suggested retail is 
$650.00. 
BOSS a division of Roland, 

manufactures two inexpensively-
priced rhythm units for the player 
whose budget demands a practical 
solution to finding a rhythm machine 
for use in home recording or club-
date situations. The DR-55 DR. 
RHYTHM is a computer controlled 
unit providing eight user-
programmable basic rhythms, with A 
or B variation. The DR-55 also 
features programmable trigger 
outputs, allowing it to be synced to 
various external sources. Suggested 
retail for the DR-55 is $ 195.00. 

The DR-33 DR. BEAT is even 
lower-priced. It is also less 
sophisticated, featuring a met.r(moine 
capable of superimposing rhythms on 
top of one another, with separate 
volume faders determining the level 
for each note value or sound to be 
added to the overall rhythmic 
pattern. Helpful features include 
LED indicators showing "One" and 
downbeats, a tempo control with a 
very wide range, and real portability 
— a carrying strap, battery power, 
and headphone jack. Suggest cd retail 
is a mere $ 125.00. 

Digital Rhythm 
The LINN DRUM is a fully-

programmable drum machine with 
top-notch studio quality digital 
recordings of actual drum sounds. 
The Linn Drum allows complex 
patterns to be created from 23 
different sound sources. In "Song" 
mode the Linn will accommodate up 
to 49 pre-programmed tunes. For 
optimum versatility in the studio, the 

. Continued 
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The remarkably simple 
optical noise gate that 
contributes no noise or 
distortion to your 
signal, occupies 
only 1 3/4" of rack 
space and costs 
only $395.00 for 
four channels. 

ORIGINAL 

NOW BY 
JIM DUNLOP 

High Po.cired replacement 
potentiometers that fit all 

'crsbabss' made since the Fifties. 

The effects pedal used 
by the Music greats of 
the Fifties and Sivties. 
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Accept no substitutes! 
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*Special Focus* 
. . . Continued 
unit is equipped with a stereo mixin:; 
section with faders and panpots. II 
desired, the Linn Drum may also be 
fed directly into the studio console 
via separate outputs. The unit will 
retain its memory even while power 
is down, and additional memory 
capability may be obtained through 
the use of offboard cassette storage. 
See the review of the Linn Drum 
Computer later in this issue for 
greater detail. Suggested list price is 
$2995.00. 

Linn — more details on page 69 

The OBERHEIM DMX is another 
unit which utilizes real drum sounds 
stored in its digital memory. It has 24 
different sound sources that may be 
user-programmed into 100 sequences. 
The DMX gives the user complete 
control of tempo, sequence length, 
and time signature, and like the 
Linn, it offers a "Song" mode which 
will store a number of full-length 
compositions. There are individual 
outputs for each drum sound, stereo 
and mono outputs, cassette 
interface, and battery back-up for 
memory retention during power 
down. When looking at units in the 

quality/price range of the DMX and 
the Linn Drum, one of the most 
important distinctions to the user 
will be which drum sounds actually 
sound best to him or her, and this is, 
of course, a personal and subjective 
evaluation. Both units are used 
regularly on stages and studios by 
pros who can afford their fairly 
hefty price tags. Incidentally, the 
DMX carries a suggested list price of 
$2895.00, and an in-depth review of 
its capabilities may be found in 
1M&RW, October 1982. 
Best known for the exceptional 

Emulator synth, E-MU has now 
turned their hands to drumming. The 
result is the DRUMULATOR, an 
incredibly inexpensive digital drum 
machine, priced below $1,000.00, 
suggested retail. This is not a 
synthesized drum machine — the 
Emulator makes use of digitally 
recorded real drum sounds to 
produce its effects. Among its 
features are a programmable mixer 
that allows you to store and instantly 
recall a different mix for each 
rhythm track created, a ' repeat' 
feature which allows you to define 
sections within each song that can be 
programmed to repeat during live 
performances so that solos may be 
lengthened or shortened as desired. 
The Drumulator can also sync to tape 
or other synths, has assignable play 
buttons, external triggering from 
drum synthesizer pads, and sports 
individual channel outputs. Again, 
the suggested retail price is $999.00. 

The Drum in Ulu lar Simulator 
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Sensitivity with the Kt 

variable-tempo rhythm unit is 
included — this can also be set to 
trigger the hi hats automatically. 
Suggested list price is $350.00. 
MXR also has three modules 

designed to interface with The Kit, 
adding to its sonic capabilities. First, 
the Tymp, an electronic tympani, 
which has variable tuning for a wide 
range of tympani sounds, as well as 
controls for volume, pitch, mix and 
decay. The Tymp can be used by 
itself or in conjunction with the Kit 
via a rear-mounted trigger jack. Next 
is the Clap (no giggles, please) which 
provides a range of sounds from 
multiple handclaps to white noise 
effects like gunshots, explosions, and 
the like. The handclaps and white 
noise sounds may be mixed together, 
and there are four controls — clap 
spread, mix, decay and volume. The 
Clap also has the ability to be used 
by itself or to be triggered from the 
Kit. Finally, there is the Synkit, 
which provides a range of `syndrum' 
sounds. The four controls include 
volume, decay, pitch, and sweep. 
List price for all the modules is 
$175.00 each. 

MATTEL's SYNSONICS DRUMS 
Have gotten a lot of media coverage, 
both paid and non-paid (the former 
being the multitude of commercials 
featuring the likes of Buddy Rich and 
Nigel Olsen drumming away on a real 
kit, followed by John Everyman 
playing the same licks on the 
Synsonics). Like The Kit, the 
Synsonics uses pressure sensitive 
pads — these may be played with 
drumsticks or hands, though sticks 
are easier. Unlike the kit, the 
Synsonics has programmable 

Continued.. 

Sensitivity and programability 
too — Synsonics 

owe revival 
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NEIN T550 
FLIGHT CASE 
MODEL 

THE SOUND OF 
REAL SOUNDS 
Simply a series of con-
trolled tape machines 
manipulated by a 
keyboard. 

Exclusive Distributor 

HINT OWL MUSIC SUPPLY CO. INC. 
"We're Open When You Need Us" 

7 Days tif Midnite 
251 West 30th St. NYC 10001 

(212) 563-6410 
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memories which enable you to 
compose, record, and play back over 
4,000 different drum patterns. There 
are sounds for snare, kick, two toms, 
and a cymbal. One of the toms has a 
O It ary tuning device which enables 
oil t o achieve 'syndrum-type' 

effects. The suggested list price is 
nice at $ 129.95. 
YAMAHA recently introduced the 

MR- 10 drum machine which is 
intended to interface with the 
Producer Series as well as with other 
amplifiers. It is a hybrid machine, 
consisting of a pre-programmed 
section, which allows use of 12 
rhythms and various ctunbittat ions of 
tht)se rhyl huis. In addition to this, 
like MXIt's The Kit , the MR- 10 also 
has a five finger pad-operated drum 
sounds including kick, snare, high 
and low toms, and cymbal. These 
pads may be used separately to 
produce drum sounds, or in 
conjunct kIn wit h t he autorhyt hm 
section — which itself may be used 
separately as well. 
The MR- 10 features user-

coin rollable variable tempo, kick 
drum volume, and tunable toms for 
Syndrum like effects. It also boasts a 
rhyt hin variation feature, allowing a 
rhyt hm fill to be placed in every 4, 8 
and 16 bars. For t hose who prefer a 
foot operated kick drum feeling, 
there is an optional foot pedal which 
will activate this drum. 
Al press time, Yamaha had yet to 

set a suggested retail price for the 
MR- I0, but word has it that it will be 
affortlable to nuts' musicians. 

Miracles of Modern 
Science 
These are not rhythm machines, 

they're machines upon which you 
make rhythms. To be more precise 
electronic drums and drum 
accessories are what we're talking 
alanit in this section. 
SYNDRUM DURALINE: The 

SYNDIC is an electronic drum 
synthesizer which utilizes analog 
synthesizer technology to produce a 
wide range of exotic sounds. The 
drum conies in four configurations: 
the basic Syndrum ( 7M with power 
supply: the Single model 178, which 
consists of one Syndrum, a control 
console, drum cord, and power 
suppy; the Twin Model 278, which is 
two Syndrums, a control console, 
two drum cords, and power supply; 
the deluxe Quad Model 478, which 
consists of four Syndrums, the 
control console, a drtun snake, and 

internal power supply. List prices 
range from $79.00 to $699.00. 
ST LOUIS MUSIC offers the PR 

SERIES/APOLLO SPACE DRUM 
MODEL 888, a clamp-on drum 
synthesizer about the size of an 
effects pedal. Basically a glorified 
rim-mounted drum pickup, the Model 
888 is capable of producing a 
number of synthesized effects via its 
seven controls, anti footswitch. List 
price is $89.95. 
SIMMONS — the king of electronic 

drums. The Simmons SDSV KIT is a 
system of synthesized drum modules. 
A full kit consists of five pieces, 
though because of its modular 
construction, kits of up to seven 
pieces may conceivably be put 
together and controlled via the 
control modules. The modules are 
mounted in a rack, and each drum is 
individually controllable t hrough 
output and sensitivity controls. The 
suggested list price for a five piece 
kit with modules and rack is about 
$:3800.00. Check the review ofthe 
SDSV in /M&RW, January 198:3 for 
full details and an explanatitni of the 
workings of the Simmons system. 

Steven Dupler & 
Mike Shea 

King Simmons l 

Index to Manufacturers 
ROLAND/BOSS: Roland Corp US, 
2401 Saybrook Ave., Los Angeles, CA 
90040, (213) 685-5141. 
JTG OF NASHVILLE: I024C 18th 
Ave. South, Nashville, TN 37215, tel: 
(615) 329-3a16. 
KORG: Un ¡cord, 89 Frost St., 
Westbury, NY 11.590, tel: (.516) 333-
9100. 
LINN: Linn electronics, 18720 
(I.mnard St., Tarzana, CA 91356, tel: 
(213) 708-8131. 
MATTEL: Mattel Electronics, .5150 
Rosecrans A-ve., lia wthorne, CA 
90250, tel: (213) 9 78-5 759 
MXR: MXR Innovations, 740 Driving 
Park Ave., Rochester, NY 14613, tel: 
(716) 254-2910. 
OBERHEIM: Oberheint Electronics, 
22.50 S. Barrington Ave., Los 
Angeles, CA 90064 Iel: (213) 4 73-
6574. 
SIMMONS: Group- 1 'en/ re, Inc., 
Rm. 1444, Reseda, CA 91.135, tel: 
(213) 884-2653. 
SYNDRUM: .Syndrum,-Dumline, 
11300 Rush SI, So., El Monte, CA 
91 733, tel: (213) 443-7Saf. 
ST. LOUIS MUSIC: St. Lou is Miltile 
Supply, 1400 Ferguson :1re., S't. 
Louis, MO 63133, tel: (314) 727-4512. 
YAMAHA, l'a ¿nabo Combo Ptmlucts 
Division, 6600 oru nyethorpe, 
[Menu '.-1 f)06.22 C
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Aarmor Case 

"and yet get 
full protection" 

Your inve ment, your equipment, your 
show, can all e protected from the ups and 
downs so common when you're on the 
move. The th ck estafoam lining featured in 
Aarmor Cas s will cushion those delicate 
tubes and ci cuitbcards every inch of the 
way. The d uble walled corner extrusion 
and the hea y duty deep-seated valance 
extrusions firm our ultrastrong lightweight 
alumir,um f ame. That aluminum frame. 
coupled wit impact resistant ABS plastic, 
aluminum, ir fiberglass exterior sheeting 
and rust re istant recessed latches and 
handles, m kes up one big part of an Aar-
mor Case. 

The rest an Aarmor Case is the engineering, painstaking design, and the most exacting 
craftsmen i the industry. When you take the finest cases on the market, add a constantly 
updated di ension library, a complete easy to understand price list, a long, long list of op-
tions, fast d livery, and some of trie best prices you'll find anywhere, you will know why we 
say. -AAR YOURSELF WITH AAR MOR CASE." 

Our new Serries Ill line offers affordability for around town protection, in a sturdy light 
weight cas designed for the musician who dosent really need the full protection and cost of 
our ATA Iin. 

Aarmor Case 
420 North Dexter, Ionia, MI 48846, 

Call (616) 527-2120 



Simon Phillips 
Simply years ahead 

Simon Phillips is one of those 
drummers that makes other 
drummers look knowingly at each 
other and smile. He's the sort of 
player who'll make a grown 
drummer go running for his practise 
pad or start looking for a day job. His 
playing makes some people believe 
that it's all just a trick of the studio, 
but for those who haven't already 
seen him play live, believe me...it's 
for real! 

Now, before you rush out to sell 
your kit, bear in mind that Mr 
Phillips has, in fact, been playing 
since he was three. Born the son of 
band leader Sid Phillips, he was 
exposed to the sight of his father's 
Dixieland band from a very early 
age. It was obvious that a 
professional musical career was in 
store for young Simon, and it wasn't 
long before he was hitting anything 
he could lay his hands on. When the 
saucepans could take the strain no 
longer, a snare drum was thrust into 
his hands. Sid guided the boy 
through this period of discovery, and 
decided to send him off to a teacher, 
Mat Abrams, at the age of eight. 

"He really wanted me to learn", 
Simon told me. "He wanted me to 
read music and do things in a 
very traditional way". 
Learning things the 'traditional' 

way meant getting down to some 
serious snare drum technique — none 
of that Rock'n'Roll stuff in the 
Phillips household. 
"Even Glen Miller was out", he 

remembered with a smile. 
With the lessons came his first 

drum kit; a Boosey and Hawkes 
Edgware with 20" bass drum 
sporting a real calf skin and two 
single headed rack mounted toms 
which clamped onto the bass drum 
hoop. 

"But as far as I was concerned, it 
was a pro kit". 
At least it lasted him until 1969 

when Dad decided Simon was good 
enough to hit the road with the band 
so bought him a second hand Premier 
kit. And how old was Simon in 1969? 
Twelve years old. 
"That was the start of four years 

of gigging, doing two or three gigs a 
week." 
This, combined with lessons, 

obviously contributed greatly to the 
standard Simon has reached today, 
but would he recommend such a 
strict probationary period for a 
drummer today? 

"I think so, yeah, because if you 
can read music...some people think 
that if you read music you don't play 
with feel. I disagree because I think 
you've either got feel or you 
haven't ... you learn to play other 
people's music at sight. So when you 
get into the position that I'm in a lot, 
when you're in a recording studio 
and the guy plays a song, he can play 
it once and then you can just go and 
feel your way through it. You have 
this capability of being able to map 



through a song very quic 
it's a quicker process of 1 
song." 
At the age of 16 Simon 

turning point of his care 
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band where the younges 
was 30. He wasn't really 
keen on the music anyw 
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Simply years ahead 

Tony Harkins talks 
to England's 

brightest young 
drumming talent 

impression on me, and it opened up a 
whole new way of playing for me. 
Suddenly drumming seemed to 
change then..." 
A lot of people have drawn 

comparisons between Cobham's and 
Simon's playing. Did he actually try 
and copy what he was playing? 
"Yeah, I suppose I'd hear this new 

stuff and I'd want to try and copy. I 
thought ' What's he doing there?' and 
I'd sit down and try and work it out. 
I used to play to whole albums, and I 
wouldn't be satisfied until I'd really 
got the groove, or even the sound 
that the guy had got." 
Does he still amaze you with what 

he does? 
"Oh yeah. Every drummer does. I 

love anybody when they're playing 
well. Everybody has little fortés. It's 
so lovely seeing any musician who 
really has control over his 
instrument. I went down the 
Embassy Club the other night and 
there was a band, I can't remember 
their name, and the drummer was 
really doing some interesting stuff. 
He had a TR808 drum machine and 
he was playing in between the drum 
machine. He was really tight." 

I wondered if a guy like Simon, 
who has his feet pressed very firmly 
in the technical side of drumming, 
appreciates the skills of any non-
technical drummers. 

"To be honest I don't really take 
much notice of technique, I'm 
much more concerned with the 
way the drummer's playing a 

song" 

"Oh yeah, to be honest I don't 
really take much notice of technique, 
I'm much more concerned with the 
way the drummer's playing a song. 
Like the guy the other night was 
very good. He didn't have bounds of 
technique, but what he had he really 
used well. I'm much more interested 
with the groove and the time, 
because after all that's it. You're 
supplying the sort of background to a 
song. 

"I think the guy in ABC's good, 
he's got a great groove". 

It's funny that he should mention 
David Palmer (for it is he), because 
he's actually got a very traditional 
background himself, with a rooting 

in Jazz, plenty of training, and he 
was on the cabaret scene by the time 
he was 16. 
"From listening to him he must, be 

very experienced because to play 
certain grooves you've got to have 
background, and I can tell that he's 
adapted very well". 
A few years ago the drummer 

everyone was talking about was the 
Police's Stuart Copeland. What do 
you think of his playing? 
"Oh I love it, I'd even say that 

Stuart. influenced me a lot. Anything 
a drummer does that's good will 
influence me, like the guy the other 
night playing to drum machines. I 
felt I wanted to give that a try 
myself". 
Have you tried any elect ric drums, 

like the Simmons kit? 
"Yes I have, and they're terrific 

But I think I prefer traditional 
drums, I like the feel when you hit 
them, and I like the challenge of 
hitting a drum and thinking "Why 
isn't that sounding so good today'?' 
When you've got seven tom toms, 
there's bound te be one that doesn't 
happen. 
And talking of tom toms, as we 

talk the awe inspiring sight of his 
seven Tama toms, two Tama bass 
drums, Tama snare and stands and 
array of Zildjian cymbals sits 
menacingly silent behind us. He first 
came across Tama when touring 
Japan with Stanley Clarke and Jeff 
Beck in 1978, where the Tama reps 
convinced him that they made better 
drums than Ludwig. By 79 he was 
using a custom built fibreglass kit, 
which is his main 'on-the-road' kit , 
but for rehearsals he uses a 'scaled 
down' 10 piece wood shell kit,. 

Continued. . . 
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. . . Continued 
But whatever the outfit, he's 

always been able to get a good sound 
out of it, which is partly down to the 
way he tunes the drums — a 
laborious task if you've got that 
many drums. He uses clear Remo 
Ambassador heads top and bottom, 
and I wonder where he started when 
faced with the bear shell and a 
couple of heads. 

"I put the heads on the shell!" 
Yes, very funny, but in what 

order, how, what sequence? 
"First of all I get my roadie to put 

them on really loose, then I usually 
put it on the floor or on a stool and 
tighten the top head all round". 
Do you tune it by turning the lugs 

one by one around the shell, or going 
across to the opposite one? 

"I find it better to tune round. I 
think the head prefers being screwed 
down rather than pushed parallel. 
You see, not a lot of heads are quite 
right, sometimes it protrudes a little 
hit more on one side above the glue 
ring than the other. When you put a 
head on it's not a very precise thing 
anyway, it's very much a feel 
t hing". 
Once the top head is on and tuned 

(never to another instrument's note, 
by the way) the bottom head is put 
onto the shell and tuned to exactly 
the same note, not to a slightly lower 
one as some might think. 
"That way when you hit the drum 

you're going to get sustain at the 
same note. But I'm talking about 
tuning a lot of toms, which is a lot 
harder, and you really don't want 
t he drums to go into each other or 
else you end up hitting seven toms 
and sounding like you've hit three". 
As for any dodgy rings, Simon will 

tune them out before putting any 
gaffa on them, though he does have 
a st rip of gaffa over the far side of 
his snare drum. 

"All the time I find a regular 
snare drum tiring" 

"1 have a tiny bit. on the snare to 
take the top head ring off because 
ot herwise it's really a high pitched 
note. Sometimes it's really nice and 
you can use t hat note to your 
advantage, but all the time I find it a 
bit t iresome. All the time I find a 
regular snare drum tiring, so that's 
why I sometimes use two, one 
slightly damped and the other ringing 
like a t imbali with snares on, a very 
live sort of sound." 
The two snare drums sit as near as 

side-by-side as possible, so when he's 
playing the nearest snare the left 

Simon Phillips Simply years ahead 
hand's on the hi hat, and when he's 
playing the other one the right hand 
is. 
Simon used to get through his fair 

share of heads when touring with 
the likes of Clarke & Beck — the 
rack toms every four gigs, the floor 
toms every eight — but at the end of 
last year, when he first started 
playing with Toyah, he changed 
them for clear CS heads and they're 
still on the drums after two tours. 

"I started doing Toyah's stuff with 
my regular kit but I thought it was 
just a little too much, it was all 
tuned up to the kind of music that 
Jeff and I play and I found it a bit 
obnoxious playing with the sound I 
had on the tom toms with the sort of 
music that Toyah was playing. 
"That's when I put the heavier 

clear CS heads, which is like a totally 
clear head with a clear spot on. The 
black spots tend to absorb the light 
and make them go a bit dead so I 
don't use black spots anymore. 
"So I put these clear spots on at 

the end of last year with Diplomat 
heads on the bottom of the drums, 
which are really thin, and they 
livened the sound a bit". 
As for cymbals, Simon is 100% a 

Zildjian man, who was recently seen 
alongside Pete York at London's 
Venue performing at a Zildjian clinic. 

"I used to use really heavy 
cymbals, all the rock crashes and 
things, and they lasted pretty good. 
They survived all of Stanley's tours 
and all of Jeff's tours, and I think 
that's about enough. I did crack a 
couple of crashes, but when I got 
this kit together a lot lighter cymbals 
and I haven't cracked one yet. I've 
really got to like them, they're much 
more subtle, much easier to hit softly 
and also to hit loud.The heavier ones 
now seem like I'm hitting a bit of 
metal rather than a musical 
instrument". 
So what sizes are they? 
"Well from the left I've got a big 

24" swish knocker without rivets, 
and it's a very heavy one. It doesn't 
really sound like a Chinese, it sounds 
more like a gong to me. The next one 
is a 20" ping ride, then a 19" 
medium thin crash, an 18" medium 
thin crash and a 16" medium thin 
crash, and in between the 18" and 
16", a 22" swish knocker. The hi 
hats are 14" Quick Beat". 
At this point Simon took me on a 

guided tour around the kit (not a 
quick journey — two buses and you 
have to change three times on the 
tube) where I noticed his hi hat set 
at a very precarious angle. It follows 
a similar angle to that of the toms 

and from the stool the whole thing 
looks extremely comfortably set up, 
with everything in easy reach and 
tightly compact. 

I wondered if, once comfortably sat 
behind his comfortable kit, Simon 
thought in terms of paradiddles and 
flams when faced with a song or 
solo, or just played. 

"It's so slapdash and un-technical 
really, which would probably 
surprise people from the front. A lot 
of things like that you've learnt and 
are inbuilt. My thing is, like 
here's a song, it's got this sort of 
groove, and I'm just extending on 
the theme of the song', it's 
improvisation. So you've got to try 
and make it very interesting for the 
audience and try not to go too above 
their heads with technical stuff and 
try and keep it ...just fun". 
How do you manage to adapt so 

much from one style of music to such 
a different kind, like going from Jeff 
Beck to Toyah? 
"Maybe it's just because I had to. 

When I was young I had to play a lot 
of different types of music, 
especially when I first started doing 
sessions. Back in the early Seventies 
one day it might have been Lindsey 
de Paul, then the Walker Brothers, 
or it might have been a film...I 
really had to adapt". 
One thing I've noticed about Simon 

Phillips that differs from his 
contemporaries...Cobham and the 
like...is that he seems quite content 
to sit down and play a straight 4/4. 
Do you find it boring doing a 4/4? 
"No. Again, it goes back to the 

song. If a song only needs that then 
why do anything else? What I like to 
do is try and make the song sound a 
bit different to the obvious, but 
sometimes the obvious is right. 
"One case I remember is on the 

new Pete Townshend album with a 
Continued. . . 
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STEVE GADD. 
HOT ON ZILDJIAN. 

'The man is hot! And he 
should be. No less than 
Chick Corea put it this 
way: "Every drummer 
wants to play like Steve 
Gadd because he plays 
great. He plays every-
thing well. He could 
very well go on to 
become one of the 
greatest drummers the 
world has ever seen." • 
As you can imagine, 
between his touring and 
recording, Steve's not 
the easiest guy in the 
world to pin down. 
But he did stop for a 
breather the other day 
and we got a chance to 
talk with him. 
On Practice. "I've 
been playing since I 
was a kid. As long as I: 
keep my muscles loose, 
I don't have to practice 
a lot every day. When I 
do practice, I just sort Of 
let things happen natu-
rally and then later on • 

,‘try to work it into my 
Playing. Like on 50 Ways to Leave Your Lover...' 
I used my left hand on the high hat for the whole 
section—it was a little thing I'd been practicing 

it\just worked out:" 
n Control. "Sometimes I use light, medium and 

ity stiCks to do the same drills because the 
s affeCt my muscles in different ways. You 
o use\Our hand and arm muscles differently , 

to control your playing. It's a 
subtle thing but it helps 
me tremendously." 
On Effects. "After E gradu-
ated from Eastman, I played 
in a rock 'n roll band. It was 
keyboard, bass, drums and 
a lot of homemade stuff. I 
bought 6 big artillery shells, 
sawed them into different 
lengths and hung them on 

Steve Gadd, one of the world's most innovative musicians, has 
paved the way toward new playing techniquesfor toddy's drummers. 

a rack that I built. I'd use 
them for the free sec-
tions in the music." 
On K's. "Art Blakey 
gave me my first set of 
K. Zildjian's a long time 
ago. I love the feel of 
them. There's some-
thing about the way the 
stick reacts to the sur-
face.. it almost becomes 
part of the cymbal. 
They're not cold or 
edgy. They have a very 
warm and deep feeling. 
They've got real charac-
ter. I use a 20" Ride and 
an 18" Crash Ride with 
14" Hi Hats for recording 
and live sessions." 
On A's. "I love to use 
A. Zildjian's when I play 
rock 'n roll. When I want 
to play louder, I add a 
16" Thin Crash and an 
18" Crash Ride for a full 
crash sound. The bells 
on the A's really project 
the sound in a clear nat-
ural tone." 
On Zildjian. " Zildjian 

to me is the foundation. I play Zildjians because that's 
what's in my heart. I love the sound, the feel, the his-
tory.. . 1 love the quality and the status of a Zildjian." 

If you're a serious drummer, chances are that 
you, like Steve, are already playing Zildjians. For 
360 years, they have been the overwhelming favor-
ite of drummers worldwide. 

For your copy of the Zildlian Cymbals and Accessories Catalog, 
aiong with a Steve Gadd poster, send $3.00 to Dept. 16. 
Avedis Zildjian Company, Cymbal Makers Since 1623, 
Longwater Drive, Norwell, Mass. 02061, USA 
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. . . Continued 
song called Slit Skirts. There was a 
certain bit that goes into a different 
time signature — a three across the 
four. I played it in a certain way 
which felt natural to me, which was 
to go out of the four and into the 
three, and Chris Thomas, the 
producer, wasn't too happy with 
that. He felt that it broke it up and 
suggested that I play straight through 
it. I felt at the time that it was a bit 
of a shame but I did it, and listening 
back to it it really worked. I actually 
made it more interesting to play 
straight through it — that was the 
sign of a good producer. 

"I feel that I can never play in the 

Simon Phillips Simply years ahead 
studio technical type of music as well 
as I can play on the road. Also, when 
you're recording you have to play 
simpler, it just comes over better on 
a pair of loudspeakers. If you're 
going to play complicated it's got to 
be really good. Even sometimes 
when you've got a straight 
Rock'n'Roll tune with a lot of 
accents, the trend is to catch every 
accent. But if you do that there's so 
much going on sometimes if you just 
play straight and let the rest of the 
band do it it feels better." 
And talking about the 'rest of the 

band', Simon was rehearsing at the 
time of the interview with a new line 

DOOMERS'—THE SOUND OF POWER 
GHS Boomers give top-of- the-chart performers, 
like Steve Housden of the Little River Bond, power 
they can feel with every note. Boomer's dynamite 
metal alloy provides punch, sustain and a sound 
that holds true— through to the back row. GHS 
Boomers— o big selection of roundwound strings 
for guitar and boss players. 
GHS Strings ore manufactured by G.H S corporation. 
2,513 Wilber Avenue Battle Creek Michigan 49015 

up totalling three and including old 
cohort Jeff Beck. 

"I wanted to carry on playing with 
Jeff because a lot of people have 
noticed that we 'have something' 
when we play together. We spent all 
of last year trying to put a band 
together. We tried quite a few people 
who were very good musicians, but it 
just wasn't right. Then we gave up 
for a bit, I went off and-did Toyah's 
stuff then I went to America for a 
tour with Al DiMeola and met a guy 
called Philippe Saisse, a keyboard 
player, and we had a lot in common 
and got on really well. So he came 
over to my house earlier this year to 
do some writing together. So we got 
together with Jeff, and Philippe is 
playing all the bass stuff with his left 
hand and the chords with his right, 
and we've got no bass player. 

"It's funny music, very 
progressive, melodic space Rock — 
it's all very exciting. It's basically 
instrumental, but I actually think it's 
very commercial. The way Jeff plays 
melodies it's like somebody singing 
anyway, so if we can get that across 
on record..." 
A lot of commercial music these 

days seems to be recorded with the 
exclusion of the drummer. What do 
you think of the Linn drum machine? 
"Secretly I love the Linn drum 

machine, but it will never replace 
the real drummer. Why people use 
the Linn is because a lot of the 
drumming that's required these days 
is very simple and very time 
conscious, and there are not a lot of 
young drummers around who play 
with good time. It's very hard for 
any musician to play in good time." 
How do you do it? 
"I'm still learning." 
Do you count, or keep a part of 

your anatomy going all the time? 
"No, the worst thing to do is to 

establish the time with one of your 
limbs for the rest of your limbs to 
stick to, because you're creating that 
time. You have to be the rhythm, 
that's why when you can hold time 
you can play all these polyrhythms 
and still keep in time. If I'm playing 
in four, I can play loads of bars of 
seven across that and still come out 
because I know where the time is. 
But if it starts getting really 
complicated I'm going to have to try 
and work it out mathematically. 

"It's especially hard when you've 
just got to play kick and snare drum 
and no hi hat, and you've just got to 
hold it in your head. That is really 
hard, but I think that's the whole 
point of it". 

Tony Horkins 
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Guitar Talk 

Buzzes: Part I 

There is a very common ailment that you and your guitar (or electric bass) will 
experience at some time, either now or in the future. It's a malady that afflicts even the 

best of the best, and is called BUZZ. 

Buzz. More specifically, fret buzz. The sound of 
the strings just touching against the top of a fret or 

frets. If you are like me and countless others, it will drive 
you absolutely bananas. For the most part, the problem is a 
complete mystery to the average player. 
Fret no more, kiddies (pun intended). Let's cover thc 

subject in some depth with the intention of at least helping 
you understand what it is, if not how to cure it. 
Fret buzz, or fret slap as it is sometimes called, is that 

awesome tinny, metallic, star-like sound caused usually by 
one or more frets touching the strings. 

High Frets 
For various reasons, a fret can become out of plane with 

the rest of the frets and cause this situation of buzzing. I 
state "for various reasons' , because there are a number of 
different causes, really not related to each other. The most 
common cause is a high fret. This is a condition where one 
fret becomes loose and slips from the slot, therefore raising 
itself and is seated just a ;raction higher than the others. 
When the string is struck it vibrates and just lightly skims 
the top of the high fret creating a buzzing sound which 
usually is picked up by the amplifier and sounds like hell. In 
rare occasions, the fret is so high, it causes the note to 
become dead and not sustain at all. In a lot of instances, you 
notice a lack of sustain when you bend a note. The note is 
struck, it sounds great, you bend that note and it dies a 
sudden death. The reason, of course, being the string 
touching the high fret. 

On the Level 
What is the cure for this ailment? The cure is to render all 

the frets the same height. This is done by what we call a fret 
or fingerboard levelling. It is also referred to as dressing the 
frets or fingerboard. 
In order to undertake a ob like this, one should have a 

little experience in the use of hand tools and should be very 
adept at tackling jobs that require concentration. Even the 
most experienced repair people have a rough time with 
frets. Be that as it may, it's a job that can be done by you, 
and one which you will get better at with time. 

Low Down & Dirty 
Just as a high fret can be a problem, so can a low one. A 

low fret is usually caused by excessive wear in an area of 
the fingerboard, causing on or more frets to be lower than 
the rest and therefore creating a situation where the string 
crossing the low fret is lower than the regular height of the 
frets after it. This string will buzz when struck because of 
this low fret or frets. This situation is a little harder to 
remedy depending on how worn the low fret(s) is(are). In 
order to render the plane of the frets level, you must file the 
frets to the point of your lo west fret, causing the problem. 

Continued. . . 
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Guitar Talk 
. . . Continued 

This in itself is a problem, because you may have to remove 
a lot of meat off the frets and therefore change the feel of 
your axe. In extreme cases, a total fret job is necessary. In 
the case of extremely worn frets, your best bet is to consult 
a good repairman. 
How do we determine the nature of the problem facing 

us? This is done by carefully examining your neck and 
fingerboard. As I said before, every adjustment performed 
on your axe must be done with finesse. If you have the 
tendency to plunder into things haphazardly, forget about 
it. Go outside and cord some firewood — you'll be better off. 
With this thought in mind we'll continue. You have to 
determine whether the buzzing is caused by a high or low 
fret. Loosen your strings and carefully examine the 
condition of the fingerboard, paying particular attention to 
the physical condition of the frets. You are going to be 
amazed at what you will see when the strings are out of the 
way. Usually there are flat spots on the frets in certain 
areas, or sometimes grooves where the strings have worn 
into the fret itself. These are typical conditions that will 
affect the playability of your axe. 
Actually, it's important to first determine what area of 

the neck is giving you the problem. If your guitar is buzzing 
up around the fourteenth fret, it would be silly to look for 
any problems at the third fret. (Although if there is any 
wear at that area, it should be dealt with anyway.) Of 
course, you must know your guitar very well to know 
where it is playing badly. 

I assume you have been playing this instrument for a 
considerable length of time and are totally familiar with its 
idiosyncracies. At any rate, we will now assume the 
problem lies in the upper register. After trying to bend a 
note at the tenth fret, we notice a real deadening of that 
note. It just cuts out every time we go to bend the first 
string. From this mere observation, we can determine that 
either the eleventh fret or above is high, or that the tenth 
fret is low. The problem can also be one in which the string 
just buzzes without bending. The same assumption would 
apply. Or perhaps the buzzing is on the second or third 
string. Again, the same deduction could be made. There is 
either a high fret at the eleventh or above, or the tenth fret 
is low. 

If we check a little bit further. . . play the eleventh fret, 
then the twelvth, and so on until you reach the point at 
which there is no longer a buzz. It is at that point where the 
buzzing stops that we must look for the problem. In this 
case, we are assuming the problem is at the tenth fret. This 
means that all the frets from the tenth fret and above will 
have to be levelled. 
OK, let's continue assuming. If the problem area is around 

the tenth fret, we must loosen the strings and examine this 
area carefully. When loosening the strings, I usually call on 
my favorite tool to assist me — the peg winder. No player 
should be without one. And masking tape. I tape the strings 
at the nut and at the end of the fingerboard spreading them 
apart, with three being pulled toward the treble side, and 
three strings being pulled to the bass side, and then taped 
there so they are out of the way. It's not necessary to 
remove the strings all the way. 
With the strings out of the way, take a good long look at 

the area around the tenth fret. Again, you are looking for 
signs of excessive wear, which can include grooves in the 
frets or worn flat spots. If the person playing the instrument 
was a real Rock or Blues player, there would tend to be flat 
worn frets there because of constant bending of notes in 
those styles of playing. Whereas, if the player were a Jazz or 
Country picker, the frets would most likely have grooves in 
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them due to the style of not bending the notes as much. In 
your examination, study the area and remember what you 
have noticed, as it will help you later on when trying to 
remedy the situation. When you have a problem it is not 
necessarily confined to just one specific area. There can be 
more than one trouble spot on any guitar. Let's hope you 
aren't one of the more unfortunate ones to share in that 
scene. By sighting down the neck, you will be able to 
ascertain which fret is up. Just study the tops of the frets as 
you are looking down the board and you will see which it is. 
We will take two separate courses of action to solve the 
problem and actually cover them in great length in our next 
issue. As we are progressing here, I realize I haven't yet 
covered the tools you will need to tackle this job. 

Tools 
You will need a good sharpening stone (an Arkansas Stone 

is what I usually use), a good flat file (double cut is 
preferable), a sheet of 400 wet/dry sand paper, a bit of 0000 
steel wool, and some food for wood (lemon oil). 
These items are easily obtained at your local hardware 

store and pose no problem. Once you've established what 
and where the problem lies, the rest will be in your 
application or should I say execution of the actual work. 
Tune in next month and see if our hero will forever rid his 
guitar of those annoying, persistent, mind destroying 
BUZZES. 

Ron DeMarino 
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COMPUTERS AND MUSIC 

THE IDEA THAT A PRINTED 
MUSICAL 
score is a store of inform ion (a set 
of instructions to the perf rmer) has 
already been introduced veral times 
in the earlier parts of this series. In a 
digital computer, all info ation is 
represented as numbers, d in order 
for a computer-controlled instrument 
to perform a composition, the score 
must be translated into n mbers 
which the computer pro me can 
interpret as pitches, note urations, 
changes in tempo and so n. This 
digital representation of t e score is 
stored in the computer m mory when 
the performance is actu taking 
place. However, the cont nts of the 
memory (with the excepti n of ROM: 
see Part 2) are lost when wer is 
removed, and so all comp ter 
synthesizers require some kind of 
permanent storage if the anslation 
is not to be repeated. Th* article 
outlines how musical info ation is 
transmitted to, stored on nd recalled 
from magnetic tape and d sc, which 
are the two most commo types of 
storage media. 

STORING NUMBERS 
ON TAPE 
Everyone is familiar with the idea 

that analogue signals can ae recorded 
on tape; the recording can be 
regarded as a file of information 
which describes in minute detail how 
a speaker cone should mo ve in order 
to reproduce the original sound as 
closely as possible. The idea that 
numbers can be stored on tape 
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Numbers can be stored on tape as rapidly changing sequences of lovv and high frequency 
signals. The number to be written on the tape is first converted to binary. The binary digits 
(bits) zero and one are then encoded as lkHz and 2kHz tones (for example). The tone 
representing each digit lasts only a few thousandths of a second. Because the individual bits 
are transmitted one immediately after the other, the numbers are said to be transmitted 
"serially". 

(including normal cassettes) is less 
familiar, but in fact it is not difficult 
to visualize how this can be done. 
The first stage is to think of the 

number to be stored in binary form, 
as explained in Part 3. (Any number 
supplied by the computer will already 
be in this form.) For example, the 
number 33 is 100001 binary 
(1 x 25 + 1 x 2°. So storing the decimal 
number 33 reduces to the problem of 
storing the sequence of binary digits 
1, 0, 0, 0, 0, 1. The second stage is 
illustrated in Figure 1. The zeros and 
ones are coded on tape as two 
different audio frequencies, say IkHz 
and 2kHz. Each binary digit (bit) lasts 
the same length of time (typically a 
few milliseconds), the bits making up 
the binary number being recorded 
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serially, one after the other. In other 
words, any number on the tape is 
represented by a rapidly changing 
sequence of high and low pitches. 
(There are other ways of encoding 
numbers; this particular technique is 
called frequency shift keying.) 

TAPE DATA FILES 
The essential parts of a computer-

synthesizer capable of memorizing 
keyboard performances are illustrated 
in Figure 2. Two programs are shown 
in memory at the same time, one in 
RAM and the other in ROM. The first 
(PROG I) monitors the keyboard, 
controls the sound-generating sections 
of the instrument, and stores in 
memory sets of numbers which 
represent the pitches of notes played 
on the keyboard and their durations, 
as described in Parts 2 and 3. 
The second (PROG2) looks after the 

tape recorder, and when activated by 
the performer will start to "dump" 
those numbers on to tape. The set of 
numbers in RAM memory, which 
perhaps represents the melody line, 
will then be recorded as a stream of 
bits on tape as described above; the 
resulting recording is called a data 
file. 

FILE NAMES 
One tape is capable of holding a 

large number of data files, the 
number being partly determined by 
the file lengths. If a conventional 
audio cassette recorder is used for the 

Continued. . . 
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COPIPLITER SYNTHESIS EXPLAINED 
. . . Continued 

purpose, then of the order of 30 
numbers (each in the range 0-255) 
can be recorded each second. For 
example a melody line with 240 
notes, represented by 480 numbers 
(one for pitch, the other for duration) 
could be recorded on tape in 16 
(480/30) seconds, whatever the total 
duration of the performance. Clearly 
a C60 cassette for example could hold 
a large number of data files and, in 
order to differentiate between them, 
the files are allocated names which 
are recorded just before the data. 
(The letters are coded as binary 
numbers.) The file name can be 
chosen by the performer but is most 
likely to be an abbreviated title of the 
piece. (The Atari Music Composer 
system described in Part 4 includes 
this facility.) 

LOADING DATA FILES 
The program which creates data 

files on tape is invariably capable of 
the opposite process (there wouldn't 
be much point in recording the data 
otherwise!). This opposite process is 
known as loading a data file in 
computer jargon. The operator 
rewinds the tape, specifies the 
required file by giving its name, then 
has to wait while the computer 
searches along the tape, looking for a 
match between the specified name 
and the name at the head of each 
data file encountered. When the 
required file is found, its contents are 
transferred into the area of memory 
reserved for the musical data. 

PROGRAMME FILES 
There is essentially no difference 

between numbers stored in memory 
which represent musical information 
and numbers which make up the 
computer program. Instructions in 
the program are coded as binary 
numbers in the same way that note 
pitches and durations are coded as 
binary numbers. The type of 
program described above which 
can create tape data files is equally 
capable of dumping on to tape the 
contents of the area of memory 
containing a program. To give a 
specific example, referring to figure 
2, PROG2 could store PROG1 on tape 
with the name SYNTH. The transfer 
would occur in exactly the same way 
that a data transfer occurs. A file 
such as SYNTH is known as a 
programme file and could be loaded 
into memory in much the same way 

An Apple Il disc drive with floppy discs 
(diskettes). The magnetic disc itself is 
permanently housed in a protective sleeve 
(front). When not in the drive, diskettes 
should be kept in their dust covers (back) 
otherwise the disc surface may be damaged 
and files become irretrievable. 

that a data file is loaded. (Notice that 
PROG2 has to be in memory before 
any other program can be loaded 
from tape. That is why it is stored in 
ROM; PROG2 is not lost when power 
is removed from the computer.) 

DISC DRIVES 
Although a cassette recorder 

provides by far the cheapest means 
of storing large volumes of data, 
storage of and access to the data is 
slow. Data files containing up to 
16,000 numbers are not uncommon: 
although some systems do use 
substantially higher transfer rates 
than the example of 30 
numbers/second already given, even 
at a rate of 100 numbers/second the 
dumping or loading a file of 16,000 
numbers would take over two and a 
half minutes. The delay becomes 
even worse if several data files are 
stored on one tape and time is wasted 
searching through unwanted files. 
A better but more expensive 

solution to the problem of bulk data 
storage is the disc drive, the main 
advantage being the speed with 
which data files can be stored, found, 
and retreived (disc drives have a fast 
access time). Discs take several forms, 
but by far the most widely used is the 
mini-floppy diskette. These are 
magnetic oxide coated flexible discs 
5% inches in diameter, permanently 
housed in a protective sleeve. Figure 
3 shows two diskettes alongside an 
Apple II disc drive (costing around 
000); the diskettes are inserted 
through a central horizontal aperture 
in the front of the drive. Once inside, 
the disc is rotated at high speed, a 
record/replay head making contact 

with its surface through the radial 
slot in the protective sleeve. 
Unlike a record, information is 

stored on a disc in many concentric 
tracks, rather than one spiral track. 
The method of recording varies 
between manufacturers and in 
general a disc written by one system 
cannot be read by another. Apple II 
drives normally record data on 35 
tracks, each track being capable of 
holding 4096 numbers in the range 
0-255 ie 4K 8-bit words, or 4 kilo-
bytes. (Each track is subdivided into 
16 sections called sectors, each sector 
containing 256 words.) 
When numbers are to be stored or 
retrieved, the disc is rotated at 300 
r.p.m., and the record/replay head 
moves along a fixed rod until the 
required track is reached, when the 
data transfer takes place. If the file is 
larger than 4K, the head will have to 
change tracks during the transfer. 
The head can move from track 0 on 
the outside to track 34 on the inside 
edge in less than a second. 

DIRECTORIES AND 
CATALOGS 
When data is stored on tape, there 

is really no problem keeping tabs on 
the various data files, provided the 
tapes are carefully labelled and notes 
of the file names are made. In 
practice, cassettes are so cheap that it 
is common practice to store just one 
file on each tape. Although this 
wastes tape, it saves a great deal of 
time searching through unwanted 
files. The same is not true of floppy 
discs. They cost two to three pounds 
each and, quite apart from the 
economics, if diskettes are 
continually being interchanged part 
of the speed advantage of the disc 
drive is lost. 
Fortunately for the user, disc drives 

are supplied with a whole suite of 
programs called the disc operating 
system or "DOS". Without them the 
drive would be useless. The DOS 
allows named program and data 
files to be stored on disc with the 
minimum of effort, automatically 
allocating new files to free tracks, 
and in doing so maintains a list of file 
names currently on the disc. This list 
(which is actually itself a data file in 
a reserved track on the disc) is called 
a directory or catalog for obvious 
reasons. 

Tony Horsman 
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The new Juno-60 gives you all the performance of the Juno-6 plus Memory to bring back your best sounds at the touch of 
a button. Fifty-six totally programmable memories let you take full advantage of the Juno's incredible range of sounil with 
instant performance access and full editing capabilities. In addition to the memory, the new Juno-60 is also equipped with 
an interface bus to digital sequencers for a programmed performance you won't believe. The only thing that's at all down 
to earth about the Juno-60 is its price: just $1795.00. Only at your Roland dealer. 
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Recording Session Procedures -? 

The 2-Track 
Deck 

We now come to the 2-track or 
stereo reel to reel (also known as 
open reel) 1/4 " tape deck. Although 
commonly thought of as only a 
means of recording yaur final mix, it 
is also a very versatile tool as we'll 
see. The alignment of the deck is 
very important. If the studio sets it 
up for + 3 operation 1250 nW/m) the 
VU meters will read 0 VU at + 3dB. 
This means that if you cut your mix 
hot (plus 3 or 4dB), seen by the 
deck's meters you're actually cutting 
at + 6 or 7! Here, print-through or 
even tape saturation is possible. 
Furthermore, VU meters are 
relatively slow acting and therefore 
will not show the actual peak levels 
of your program, so add on a couple 
more decibels to your already hot 
level. To avoid this problem you 
must know the alignment of the 
deck, and use peak reading meters, 
either on your console or on some 
piece of outboard gear, to obtain 
correct levels. If a piece of outboard 
gear is utilized, it obviously should 
not affect the signal n any way. 

If you're fortunate enough to work 
in a studio that has more than one 2-
track tape deck, a whole world of 
tricks is opened up to you. In the 
series of articles on reverberation we 
explained that 3-head tape decks 
could be used for echo and 
reverberation effects. Here, a length 
of tape was spliced together to form 

Fig 2: Tape loop between 
pinch roller and capstan 

a loop, running through the deck (see 
figure 1). Notice that the tape 
completely bypassed the reels, but 
still passed through, and activated, 
the take up tension arm's switching. 
A mic stand or any other non-moving 
smooth-surfaced item can be used, to 
keep this tensioning. Press `record' 
and feed any signal to which you can 
to add the effect, to the deck. 
Depending on the tape's speed and 
the levels set, you can get anything 
from slapback echo to reverberation. 
For a discrete echo effect, shorten 

the loop, increase the speed and go 
to playback mode after the signal is 
recorded. Depending on the size of 
the loop and the deck's speed 
setting, you'll get a discrete single 
echo at some point after the original. 
By feeding some of the output of the 
deck back into its input and staying 
in record mode, you can get many 

Fig 1: 
Tape loop 
running through 
the deck 

repeats. Setting this up and getting 
the timing right may take a little 
time, but the effort is well worth it. 
Look at figures 2 and 3. Normal 

threading of the tape (figure 2) 
shows the path to be between the 
capstan and pinch roller, causing the 
tape to move from left to right. If 
you run the tape around the capstan 
and pinch roller as in figure 3, the 
tape travels from right to left 
(backwards). This may not seem like 
such a big deal but it can be very 
useful. Here are just two examples: 
Tape decks must have accurate 

playback speed and this fact also 
applies to reverse direction. Say you 
have part of a mix done but 
someone's hit the wrong button and 
muted the snare. Find the exact 
point of the mistake by moving the 
tape across the heads (generally by 
rocking the reels back and forth). 
When this point is found on both the 
2-track and multi-track decks, mark 
the tape's position with grease 
pencil. Now carefully feed the tape 
for reverse play on both decks and 
re-set your marks to their original 
positions. Hit play on both decks 
simultaneously. Both decks will now 
play backwards. At some point past 
the mistake stop both decks, again, 
simultaneously. Mark and re-route 
the tape for normal play. Unmute 
your snare, but touch nothing else on 

Continued on page 54 
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Recording Session Procedures 

Continued from page 53 

the board. Start both machines 
playing at the same time. Hit record 
on the two track just before the 
mistake and continue with your mix, 
the decks will sync up perfectly if 
this procedure is done correctly. 
Another trick with reverse tape 

travel is the backwards guitar sound. 
Instead of fumbling around with 

Fig 3. Tape loop around 
pinch roller and capstan 

flipping the master tape over to get 
reverse and thereby causing all 
inputs and ouputs to change 
positions as well, not to mention 
making it difficult for the guitarist 
because he has to play along with 
backwards music, have him lay down 
his solo in the normal fashion (left to 
right direction). Now transfer the 
solo to the 2-track. Go to the end of 
the solo on the two track and the 
beginning of the solo on the multi-
track. Reverse the tape path of the 
multi-track only, hit play on both 

RE 27 Realtime 
Equalizer 

Chances are you've been hearing some amazing things 
about this combination third- octave equalizer/analyzer/ 

condenser mike/pink noise generator for $799 list price. 

We'd like you to know about some of the other innovative 
products were currently making at Rase: 

• MM 12 MONITOR MIXER: 12-in/6-out with parametric EC, compact 19" X 21" X 2.5" deep rack mount chassis: $1299 list. 

• MA6 SIX-CHANNEL AMPLIFIER: 100 WRMS minimum per.channAT into 8 ohms, built-in limiters, bridging:51099 hat 

• HC 8—HEADPHONE CONSOLE: six stereo headphone stages, individual level controls, separate mono inputs: $349 list 

If you'd like to learn moré about any of these products, contact 

your local Rene dealer, or write to us at galactic headquarters 
6510-13 218th SW. 
Mountlake Terrace, WA 98043 
(.2061774-7309 

decks simultaneously and get to some 
point before the solo. Reverse the 
tape path of the 2-track and go back 
to the normal tape path on the multi-
track. Patch the two track return to 
the guitar track of the multi-track. 
Simultaneously hit play on both 
decks putting the multi-track into 
record just before the solo starts. The 
solo will be played back by the 2-
track in reverse (backwards) and re-
recorded that way by the multi-track 
in perfect sync; that is, beginning 
and ending at the exact spots 
wanted. 
There are obviously many more 

uses for reverse feed especially when 
combining two tapes into a single 
tape on a third deck, where exact 
matchup is essential. The most 
important step in this procedure is 
accurately making the tape's 
placement before reversal and re-
positioning the tape to this point 
after you've changed the tape's 
path, before you hit play on both 
decks. 
Another function of the 2-track 

after mixdown is editing. The 
purpose of editing used to be only 
for correcting mistakes or putting 
together pick-ups. Pick-ups are when 
you restart to record a tune at some 
point before a mistake was made, yet 
not all the way back to the 
beginning. Lately, with the addition 
of LP singles to the market lasting up 
to around 15 minutes, it's often 
necessary to mix the tune many 
t tines and add on extra sections to 
achieve this length. In any case 
editing and therefore splicing is a 
must-know procedure for anyone 
interested in recording engineering. 
Next month we'll deal with this and 
some of the methods used to sharpen 
these surgical skills. 

Mike Shea 

54 Apra 1983 IM&RW 



Your authorize Peavey Dealer now has in stock a complete line of 
lecessities designe for the working musician. Hardware, tools, patchcords, 
:onnectors, adapto s...virtually everything you'll need to repair, adjust, or 
:ustomize your equ pment. 

You'll also disc er many of those "hard to find" iteres and some unique 
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reble response f and monitor enclosures. 

Over the years, eavey has been dedicated to filling the needs of musicians 
ïith state-of-thei-art quipment at affordable prices. Our new and growing line of 
ivality accessories ' a continuation of that successful program. 

"Peavey Makes It Possible." 

PEAVEY ELECTRONICS CORP. 
711 A Street Meridian, MS 39301 
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On Test 

Memory Moog 
Basic functions and 
facilities 

Oscillators: Three oscillators, each 
can be switched between 16, 8, 4 and 
2 octave divisions, all having a choice 
of square, Ramp and triangle 
waveforms, plus variable pulse-width 
controls, with phase synchronisation 
between oscillators 1 and 2. Osc. 3 can 
be used as an optional modulation 
source, by using the 'low' and an 
on/off keyboard track control. Osc. 2, 
and 3 have coarse and fine tuning. All 
three can be independently balanced 
for volume. The level settings of these 
are rather sensitive and can be used to 
overload the filter, thereby creating a 
clipping effect. If you want a clean 
sound you have to keep the levels 
down to about a third. 
Noise generator — Yes, it's got one, 

and for a change it is pink noise as op-
posed to white. What can I say except 
that pink is very fetching and is all the 
rage at the Paris fashion shows. 

Filter and Envelope Shapers. 
Well, once you've seen one you've 
seen 'em all, apart from the fact that 
Moog have aded a few extras that 
seem to be rather worthwhile. There 
are three buttons of particular in-
terest which affect both the ADSR of 
t he filter and the VCA . . . 
'Return to zero' resets the attack 

time to zero as soon as another key is 
pressed. 
'Unconditional contour' — 'attack' 

and 'release' complete their cycle ir-
relevant of how long the key is held 
down. 
'Keyboard follow' — ADSR 

lengthens or shortens, depending 
upon where you strike the keyboard, 
je when simulating acoustic qualities 
in instruments that have a natural dif-
ference between the decay time of the 
low and high notes. 
Voice Modulation — This is the 

equivalent of the ' Poly Mod' section of 
a Prophet. The two sources of modula-
tions are Ose. 3 and the filter 
envelope. There are two buttons, 
'Contoured Osc Amount' which 
shapes t he affect of Osc 3 by the AD-
SR. (This can be somewhat useful for 
(Teating delayed modulation effects.) 
'Invert' which either inverts the 
envelope shape when the 'contoured' 
button is on, or inverts the waveform 
of Ose ;3. The latter is only really 
noticeable when using the Ramp 
waveform. All effects are assignable 
to Freq. 1/2, Pulse Width 1/2, of the 
filter. 

If you met a Memory Moog, let me 
tell you that it would have to have six 
voices, 100 memories, a 5-octave 
keyboard and would be of the 
analogue/digital breed of polyphonic 
keyboards. It's a rather nice looking 
chap who closely resembles a Prophet 
in more ways than one. The keyboard 
has an interesting feel to it as it 
doesn't use any key contacts but 
employs instead something called bub-
ble switches. 

The System Controller 

This is the heart of the instrument as 
from this 16-button panel you have ac-
cess to all the various functions of the 
Memory Moog (programmes, chains, 
keyboard modes, arpeggiator modes, 
etc). This is assisted by a two-figure 
programme display and a separate 8-
character Alphanumeric display — 
(luverly word that — just rolls off 
tongue). The buttons on the panel are 
numbered 1 to 9 for calling up the 100 

CELESTIAL GUITARS 
ESP takes over when your imagination falters 

31111 
New York-Dusseldorf-Tokyo 

ESP CO. LTD 
Garden Lofts Corp., 131 W. 28th St. 
New York, N.Y. 10176 Phone (212) 868-3323 
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iIntroducing the Neary 
pWum-Tobypaque 

1-1 

A Breakthrough 
in Drum Tuning 

rhe new high-tech way to tension and 
tune all drums quickly and accurately. 
The tuning of each drum can be readily 

changed or duplicated, always 
providing the specific sound and stick 

response you prefer. Fits all drums. 

Please send m more information 
on the NEARY DRUM-TORQUE 

NAME 
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Dealer Inquiries 
Welcome 

DALCAM MUSIC DUSTRIES 

6070 Ouinpool R ad, Halifax, Nova Scotia 
Canada, B3L IA2 Telephone (902) 429-0454 

DISTRIBUTED EXCLUSIVELY BY DALCAM MUSIC INDUSTRIES 

tDC70 ourNPooL ROAD, HALIFAX, NOVA SCOTIA 
CANADA, B3L 1A2 TELEPHONE (902) 429-0454 



IBANEZ MUSICIAN 
MIKE 
PORCARO 

Mike Porcaro is considered by many as the musician's musician. His studio 

sessions with artists such as Steely Dan, Mike Mc Donald, and Dionne 

Warwick along with his own astounding work in Toto has garnered him international 

recognition in the music world. Mike's preference for the Ibanez Musician is a 

well based decision respIting from years of playing experience. The Musician's 

versitale sound possibilities and comfortable feel make it the choice of many of 

today's top professionals like Mike. 

The Ibanez Musician-it's the musician's musician in every sense of the term. 
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Tomorrows Name In Guitars 

For a full color catalog send $2,00 to• IBANEZ DEPT. IM; P.O. Box 886, Berksalern, Pa, 19020.P.0. Box 2009, Idaho Falls, Id. 83401• 
17421 ' B' East Gale Ave , of Industry, Ca. 91748• In Canada 6355 Park Ave.. Montreal. P.O. H2V4H5 



On Test 

Pr 
The Korg KPR-77 
grammable Rhythmer 
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more in all phases of m 
live performance, an 
recording. The fact 
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positioning, tuning, br 
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digital drum machine 
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as opposed to thousan 
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The Korg Rhythm 
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which can also be combined to form 
up to three uninterrupted double 
length chains. The KPR-77 goes even 
further. It allows you to repeat 
patterns both Da Capo and Del Segno, 
as well as giving you the option of 
selecting the "next play" of either 
chains or basic patterns during the 
time the unit is actually playing. I'd 
call that flexible, to say the least. The 
KPR-77 can also be played in real time, 
making it a true instrument. 
Programming is relatively easy, no 

need for a degree in computer 
operation here. Even though the 
manual I received with the unit was a 
copy of only about half the total 
manual and had blank graphics (the 
final owner's manual was still in the 
process of being printed), with very 
little effort I had it down in no time at 
all. Just in case you're not as 
fortunate, Korg also encourages you 
to call a toll free telephone number 
with any questions Thank you very 
much. You can enter your patterns in 
either real time or overdub in 
individual beats a step at a time. Here, 
the illuminated liquid crystal display is 

very helpful. At a glance it gives a 
wide range of useful information 
about all modes of operation, 
confirming group, chain, and basic 
selection as well as step number and 
more, both during programming and 
play back. There's an internal 
metronome which aids real time 
programming, a training mode for 
practicing patterns without entry into 
memory, and several types of editing 
functions which cover all kinds of 
correction. Once patterns are 
programmed, the tempo is readily 
adjusted by simply turning a knob. 
All this is easily competitive with 

the best digital machines. 
Additionally, there are two buttons 
for every sound (meaning you can use 
two fingers), allowing ease of 
programming intricate rhythms and 
drum rolls. The Korg KPR-77 has a 
cassette interface for more storage 
and its operation is fast enough to re-
program complete songs during a live 
performance. It can even be powered 
by battery! As stated, the actual 
sounds can't compare with digitally 

Continued. . . 
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On Test 

LEARN 
PROFESSIONAL 
RECORDING 
ENGINEERING 

JUNE 17-26 
10-DAY INTENSIVE HANDS-ON COURSE 

IN WASHINGTON, DC 

Enroll now for begin-

ning and advanced recording at 
Super Session '83 and mix with 
the pros. Study with interna-
tionally famous authors, pro-
ducers, lecturers and engineers. 
Among them, Ed Greene. Super 
Star Recording Engineer and 
TV Mixer. 

Get hands-on training in 
one of the east coast's most 
complete and experienced 24 
track professional studios. 
Ground transportation is pro-
vided, and campus housing is 
available, but... 

Call or write now for 
complete information re-
garding limited enrollments: 
(301) 946-4686. 

Omega School of Ap-
plied Recording Arts & Sciences 
10518 Connecticut Ave., Ken-
sington. Md. 20895 

The Omega School of Applied Recording Arti 
and Sciences is approved by the Maryland State Boar,: 
for Higher Education Courses are available for accredi 
tation by the American University in VVashington. D 

WHIN& 

-•••••••••••• 
OM. 

.em• 

•••• NM, - 
- NM.- ..•MW — - 

10518 Connecficut Avenue KensIngton Maryland 20795 

. . . Continued 
recorded drums, but they are for the 
most part acceptable. They include 
bass drum, snare, open and closed hi 
hat, low and high toms, cymbals, and 
hand claps. The toms can even be 
played in flams with a single touch of a 
button. None of the sounds are 
tunable; however, when run through 
a mixer's equalizer, these sounds can 
be easily adjusted for different styles 
of tone. The only instrument I really 
didn't like was the cymbal, it just 
wasn't real enough sounding to my 
ear. Speaking of realism, the unit also 
incorporates an accent button which 
lets you beef up the sound at certain 
points. 
The instruments are internally 

panned across a pre-set stereo field 
(left and right outputs). A built-in, 
seven-fader mixer section lets you 
adjust each instrument's volume for 
the desired balance (there's only a 
separate snare/handclap output). 
Output is also via a stereo headphone 
jack. The KPR-77 can also be used to 
send a trigger signal for synchronized 
operation of a synthesizer (Mono/poly, 
MS-series, etc), Sequencer (SE- 10, etc) 
or other Korg units. It even has a jack 
for external footswitch operation of 
the start/stop function. 
Internal inspection of the KPR-77 

showed the unit to be cleanly and 
firmly put together and, to my 
surprise, I found that Korg has used 
some very advanced technology. By 
now, you should all know what an 
integrated circuit (IC) is (see figure). 
Well, for more functions we now have 
Very Large Scale Integration (VLSI) 
packaging which is generally an IC 
chip about 1/2 " wide by up to 4" long. 
This length has nothing to do with the 
chip itself but is required only by the 
number of leads or connections 
(generally 40 to 70). From my work in 
military electronics, I'm familiar with 
Leadless Chip Carriers (LCCs) which 
are smaller and lighter, representing a 
major advance in electronic 
technology. The added advantage of 
high reliability caused their usage in 
many military applications such as 
avionics and missiles. Yet today, the 
LCC accounts for less than one 
percent of total worldwide IC 
packages but is predicted to increase 
to 36 percent by 1990." Korg is 
already utilizing this technology in its 
KPR-77. So what? Well, the average 
musician may not be as excited about 
technological advances as I am, but he 
should be. The use of what was 
considered strictly military tech-
nology has helped make the KPR-77 
smaller (real estate prices are high 
even inside equipment) lighter, more 
cost effective, and most important, 

more reliable. 
Intrigued by this discovery, I called 

Unicord and spoke with a very 
knowledgeable engineer named Jim 
Wright who started off by giving me 
an expected reply of "Korg has always 
tried to stay on the forefront of 
technology". I questioned him as to 
why they went to all the trouble of 
providing a mixer and didn't have 
separate outputs for each instrument. 
He felt the KPR-77's internally set 
panning was good and that the 
separate snare/clap output would aid 
in a more realistic sound. They 
themselves can't get involved in 
custom modifications but they would 
provide schematics ($3.00) if you wish 
to. He suggested using a multiple 
connector such as a Molex as opposed 
to separate 1/4 " connections. He felt 
that the cymbal sound was about the 
best it'll be from a synthesized source 
but that they're "still working on it". 
We talked about the Sync Out and he 
informed me of something that's 
really exciting. The Ministry of 
International Trade and Industry 
(MITI), a Japanese government 
organisation which helps point its 
companies in the right direction, has 
opted for a universal sync code 
interface standard. Since Roland's 
sync code works very well and is 
similar to many others, it's now MITI's 
standard. The KPR-77 and other Korg 
equipment now conforms to this 
standard. Additionally Yamaha, 
Sequential Circuits, obviously Roland, 
and possibly Oberheim will also adopt 
this interface. What this means is that 
future products such as keyboards and 
sequencers, as well as rhythm 
machines made by these and 
hopefully all companies will be able to 
link up together and automatically 
play together in perfect sync! 
The KPR-77 also has a switch which 

allows it to become the "master" or 
source of the main sync code or a 
"slave" or receiver of some other 
unit's sync code. All in all, aside from 
the cymbal sound, this unit's sounds 
are more than acceptable. It's a cost 
effective, small, light weight, fully 
programmable device incorporating 
many advances. It has a warranty of 
one year (does not cover any 
modifications) and again lists for only 
$695.00. The worst thing about the 
KPR-77 is its case. I'm no macho-man, 
yet there's no way 1 could feel 
comfortable walking down the street 
carrying something that unmistakably 
looks just like a woman's purse. 
However, I have opened the Korg 
KPR-77 and seen the future of musical 
instruments and I'm excited. 

Mike Shea 
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The best sound. The most features. 
The original. 
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LinnDrum — the programmable digital 
drum machine %.% ith studio quality 
sounds. Listen to the long, deep noiseless 
toms — the crisp, sizzling, lorg-sustaining 
cymbals and hi hat — the punchy bass 
and snare — and clear, well-recorded 
percussion. 

Add to this LinnDrum's ease of opera-
tion, flexibility, and attention to detail 
and its no wondcr that tor recordings 
and live performance LinnDrum is the 
overwhelming choice of professionals 
worldwide. 

Consider these futures: (Features in red 
are available only n'; LinnDrurn.I 

• Studio qualitY noiseless digital 
recordings of real drums stored in 
computer memores — ride and crash 
cymbals, bass, snare, sidestkk snare, 
open aid closed ni hat, 3 toms. 2 congas, 
cabasa, tambourine. cowbell. ard 
hand claps 
• Exclusive circ;iitry permits long sus-
tain time aid extended he frequency 
resporse — espeEially noticez.ble on crash 
and r de cymbal, h: ha:, toms, and snare. 
• NEW! 98 rhy,:hm patterns — all pro-

grammable in real time with adjustable 
error correction. 
• 2600 nete (event) internal program-
ming capacity. 
• 16 volume and pan controls — ore for 
every drum. 
• 16 individual output jacks — one for 
every drum. 
• "Shuffle" or "sw,ng" Seel may te 
adjusted on existing rhythm patterns 
(including presets). 
• Any time signature may be used. 
• Dynamics are programmable. 
• Drums are tunable by frcnt panel 
controls and by control voltage inouts. 
• NEW! Large library of user-changeable 
plug-in drum sound chips. Includes all 
popular drum sounds, a wide variety of 
percussion instruments, and special 
effects. Most chips cost only $40 (USA). 
• NEW! Custom sound chip service. Linn 
Electronic will corvert customer-
supplied tapes into custom plug-ii sound 
chips. Most sounds cost orly $40 (USA/. 
• Hi hat decay adjustable on front oanel. 
• In " song" mode. complex arrange • 
ments may be easily constructed — 
internal capacity is 49 songs. 

• 5 trigger inputs enable all drums to be 
directly triggered by drum synthesizer 
pads, tape tracks, or any audio source. 
• Programmable trigger output enables 
external synthesizer sounds to be 
programmed into rhythm patterns. 
• NEW! Eigital tempo readout in beats-
per-minute, and frames-per-beat. 
• Will sync to tape/synthesizers/ 
sequencers. 
• Programmed data is retained with 
power off. May also be stored on 
cassette tape. 
• Simple, musician-oriented operation. 
• Size: 11Y8" x22" x4-)it". 

Shop aroLnd and compare, 
then buy the real one — LinnDrum 

from the inventors of the 
digital drum machine: 

LINN ELECTRONICS, INC. 
18720 Oxnard Street 
'Tarzana, California 91356 
(213) 708-8131 

Call or write us for a free demo record and color brochure. 



Special Focus 
DRUMMERS! PERCUSSIONISTS? For Your Eyes Only . . . WIN 4 SETS OF SYNDRUMS!! 
Fill out the following questionnaire Four lucky winners will be playing brand new Syndrums!  
and return the completed form to 
INTERNATIONAL MUSICIAN & 
RECORDING WORLD, 12 WEST 
32ND ST., NEW YORK, NY 10001. 

1 Your Age _ 2 Your Sex 
3 Are drums/percussion your 

primary instrument9  
List other instruments you own 

4 Have you visited a music retailer 
within the past   days, 
  weeks,   
months? A music store 
 drum/percussion shop. 

5 Do you find 1M&RW a useful 
magazine for drummers and 
percussionists?   

6 How could 1M&RW become more 
useful to you?   

7 What other music magazines do 
you read regularly?   

8 What is your average annual 
expenditure on all 
drum/percussion equipment $_ 

9 What is the total value of all the 
drum/percussion equipment you 
now own? $   

10 Have you, or do you regularly 
attend drum/percussion clinics? 

Do manufacturers do their part to 
keep you informed on these 
events?  

11 Do you read music9   
12 Are your drums stored in 

flightcases?   What 
kind9  

13 Which microphone do you prefer 
for stage use9   
For recording?  

14 What drummer or percussionist 
would you like to see featured on 
the cover of 1M&RW 
(1)   
(2)   
(3)   

15 Why do you read 1M&RW  

16 What could drum and percussion 
manufacturers do to help you that 
they're not currently doing? _ 

17 In the chart below, fill out the 
brand name and model number of 
the equipment YOU CURRENTLY 
OWN in the ' REALITY' COLUMN, 
and the equipment you DREAM 
OF ONE DAY GETTING YOUR 
HOT LITTLE HANDS ON IN THE 
'FANTASY' COLUMN. 

Equipment 

I Snare Drum 

2 Kick Drum 

3 Tom Toms 

Reality Fantasy 

4 Crash Cymbals 

5 Ride Cymbals 

6 Speciality Cymbals 
(Splash, China, etc.) 

7 Hi Hat 

8 Speciality Percussion 
(Timbales, Gongs, Chimes, etc.) 

9 Hardware 

10 Drum Heads 

11 Drum Sticks 

12 Kick Pedal 

13 Hi Hat Pedal 

14 Electronic Drums 

15 Digital Drum Machine 

16 Analog Drum Machine 

17 Drum Throne 

18 Cases 

19 Vibes and Marimbas 

Name  

Address  

Daytime Phone No •   

Return the complete survey form with your full name, address and phone number to 
our NY address (printed above). 
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End slow audio interlock with our Series 50 
compact recorder/reproducers. They're designed 
for demanding production applications like SMPTE 
control. Built smarter and stronger. with better 
electronics to make interlock and editing faster. 

All three motors—the strongest we've ever put 
into a compact unit—are included in the 
microprocessor-controlled servo system for faster 
and smoother tape handling. Input from five 
independent photo interrupters and multiple tachs 
provide a more accyrate detection of tension, tape 
speed and direction, improving external computer 
control. A single connector delivers all status and 
remote signals for aditor/synchronizer interface 
and eliminates complicated wiring. 

For non-sync rePording, two built-in auto 
locators find critical cues with a single command. 
Tape location is prasented in minutes and 
seconds, positive or negative. 

For easy mainter!ance and service, all electrical 
and mechanical adlustments are made from the 
front and each audio channel is built on its own 
glass epoxy PCB. 
The Series 50 reporder/reproducers are tougher 

and work harder than any compact machines 
we've ever produced. Tough enough to bring your 
audio editing up to Speed. 

For more information see your TASCAM dealer 
or write us at 7733 telegraph Road, Montebello, 
CA 90640, (213) 726-0303. 

WE 
JUST BROUGHT 

SMPTE 
CONTROLLED 
AUDIO EDITING 
UP TO SPEED. 

TASCAM 
TEAC Production Products 

DESIGNED BY POPULAR COMPLAINT 

Copyright 1983—TEAC Corporation of America 
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WE PUTA LITTLE 
ELECTRICITY 

IN OUR NEW ACOUSTICS. 

"Electricity' It's that spine-tingling feeling you get when everything's 

in tune, and everybody's playing together. In a word, when the 

music is right. 

To make sure Fender's new acoustic guitars were right, we assembled the 

best craftsmen and selected the finest woods and hardware. With the help 

of top professional guitarists, we designed and refined 4 classical and 12 

steel-string instruments (including left-handed, 12-string, and cutaway 

electrified models). All with the "most wanted" features. And all 

surprisingly affordable. 

Visit your Fender dealer, and take a close look at the superior 

workmanship of these new acoustics. Hear their brilliant, warm sound. 

Then go generate a little electricity of your own. 

THE SOUND 
THAT 

CREATES 
LEGENDS 



On Test 

Roland Juno-60 
e programmable polyphonic synth 

W hen the Jun( -6 came out, 
early in 1982 I resolved to 

buy one immediately. For me it 
represented the best val le polyphonic 
synthesizer on the market, with superb 
sounds, simple layout and pleasing 
design to boot. For •ome reason, 
however, I didn't. Was it the cash flow? 
Could it have been those icy glares from 
the wife? Well, I must say that I'm 
pleased to have escaJed Roland's 
(hopefully innocent ) attempts at in built 
obsolescence as the new model 
represents a bargain not to be missed. 
Basically the Juno-60 is a Juno-6 with 
the addition of a 56 channel memory 
bank, and cassette inter face, but the 
addition rockets this polyphonic synth 
into a class occupied by instruments 
three times its price. And if you think 
you're going to find 'budget' sounds, 
you're wrong. This is pure class. 
For some reason, however, I didn't. 
Was it the cash flow? C mild it have 
been t hose icey glares from the wife? 
Well I must say that I'm pleased 
to have escaped Roland's (hopefully 
inwr('ent) attempts at inbuilt 
obsolescence. 
The Juno-60 measures 44" x 51/2 " x 

16" and weighs 26 1/2 1b. Its long, sleek, 

wood-finished body lies comfortably on 
top of a Rhodes 73 thanks to four sturdy 
rubber feet, that prevent unwarranted 
movement. Of course, the stacking of 
instruments on top of one another is 
hardly de rigeur these days with the 
introduction of purpose-built stands. 
But, it's good to know that Roland 
continue to think of those reluctant to 
play through a barrage of scaffolding. 
The black metal panel is lit up with 

flashes of color to indicate a section or 
feat ure change, and all sections that are 
edged in red may be programmed into 
the instrument's memory. 
The heart of every synthesizer lies in 

its oscillators, and the digitally 
rant rolled oscillators that Roland have 
used on the Juno-60 produce a warmth 
and richness that totally belie the cost 
of the instrument. Digitally controlled 
oscillators are far more stable than their 
voltage controlled counterparts, but in 
this instance you also must sacrifice any 
portamento device. 
On the DCO panel, three push buttons 

represent the three initial waveforms. 
wtooth is merely there, 'sub ose' (a 

square wave set one octave below the 
others) has its own volume slider, and 
pulse wave has an accompanying three 

position PWM mode switch and PWM 
slider. When the PWM mode switch is 
set to 'manual', the adjacent slider can 
fix the width of the pulse wave from 
50% square (at the bottom) to thin and 
reedy (at the top). The two remaining 
positions are for LFO and ENV, which 
can then control the pulse width. In 
these instances, the PWM slider governs 
the intensity of such modulation. All 
three push button waveform selectors 
have LEDs to indicate which waveform 
is being used. You can use all three at 
one time if you like. Finally on this 
panel is a slider for ' noise'. I seem to 
recollect that on the Juno-6, the noise 
was described by Roland as 'pinkish'. 
Results obtained by simple rearranging 
of waveforms prove that this instru-
ment is capable of producing a stagger-
ing array of sounds. And of course, 
you've only just begun. 
Moving along, we come to a lonely 

slider marked HPF, or high pass filter. 
At the bottom of its range, the sound 
remains intact. Raising the slider will 
slowly eliminate all but the higher 
frequencies. Along the way, the 
numbers 1.2.3. will be passed, and a 
small glitch lets you feel their presence. 
You can also see where you are, so I am C
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On Test 

Dean ML Baby Guitar 

The Dean ML Baby looks like a 
cross between a Flying V and an 

Explorer, but manages to combine 
aspects of both these designs into its 
own unique look. Weighing in at just 
6 lbs, 4 oz. it's a pleasure to swing about 
on the stage or, in this case, in the of-
fice. This guitar makes no bones about 
it. It is designed for Rock'n'Roll, pure 
and simple. 
The semi-star shaped body is con-

structed of poplar, a durable and dense, 
yet lightweight wood. This model is 
finished in a premium blue-on-blue sun-
burst which is quite striking — Dean 
terms it "Blueburst". The excellent 
visual appeal of the guitar makes it a 
natural eye-catcher onstage, just right 
for the pyrotechnics, lighting, and 
acrobatics in which Rockers indulge. 
The body and neck are balanced well, 
though this guitar is most comfortable 
when played in a standing position, 
rather than sitting. 
Electronics consists of a passive cir-

cuit, controlling two custom-designed 
DiMarzio Super-Humbucking pickups, 
via single volume and tone controls. 
Nothing fancy here — everything's very 

simple and straightforward. A 3-way 
mini-toggle pickup selector is wired in 
the standard fingerboard/both/bridge 
configuration. A Schaller bridge com-
pletes the picture. 
The set-in neck is also of poplar — a 

one piece design. The tuning machines 
are Schallers, and the 22 fret rosewood 
is a full-scale 243/4 ". The neck is shaped 
in the form of a sort of chunky 'V' which 
is very reminiscent of the old Pre-CBS 
Fenders. It's an extremely playable 
neck, very conducive to Rock voicings. 
Intonation was fairly accurate, when 
checked against a Petersons stereo 
tuner, the frets were dressed properly, 
and the overall quality control seemed 
to be pretty good. 
We called DiMarzio to find out more 

about the humbuckers supplied with 
the ML Baby and we were told that the 
course, could not be discussed in detail 
— this is a dirty business in addition, the 
pickups are indeed custom designed for 
the Dean guitar lines, and that special 
wiring and windings are used which, of 
coil colors are different from standard 
DiMarzio Super Humbuckers. 
Whatever it is, these pickups are loud 

and have the potential to be real low 
down and dirty when they want to be. 
The 3-position toggle switch is wired in 
such a way as to place both pickups out-
of-phase when the selector is in the mid-
dle position. Because the pickups are 
humbuckers, rather than single-coil, 
this out-of-phase sound is rather deep 
and pleasantly ballsy. 
As stated throughout the review, this 

guitar is designed with a single purpose 
in mind — loud Rock playing — and it 
would seem too handle this area well. 
Keep in mind that the tonal variations 
required to play other styles and types 
of music aren't really present with the 
ML Baby, and if that type of versatility 
is required, this may not be the axe for 
you. For example, a Les Paul can handle 
soft, single-note Jazz passages with the 
same ease with which it accommodates 
Heavy Metal. Not so with the Baby. 

All in all, for excellent stage presence 
and a Rock'n ' Roll bite, the Dean ML 
Baby is a good bet, with prices beginn-
ing at $659.00, suggested retail and 
$99.00 suggested retail for the case. 
But, have a definite purpose in mind for 
this guitar, and stick to it. 

Continued from page 56 

programmes, and buttons A to D are 
for the different modes. 

'A' advances the programmes by 
step, or when you set up a chain, steps 
through parts of the chain. 

'B' backsteps, ie the reverse of A, 
whilst 'C' accesses the cassette inter-
face system or for turning off any 
voices that have 'lunched'. It has 
another function which is mainly for 
the use of service engineers. Basically 
it is a diagnosis that is meant to assist 
in times of need, such as when it is 
broken. Amongst many other things, it 
displays tuning calibration and fre-
quency centering (Hot stuff!). And not 
forgetting mode C-0. This is the LED 
check and is guaranteed to cause 
hours of fun when inspriration across 
the entire keyboard panel. 

'D' is the programme chain mode. 
Ten different songs can be stored, 
each containing up to a maximum of 
10 different programme 
steps/changes. This is rather a clever 
idea, particularly for playing live, and 

I cannot figure out why no one ever 
thought of it before. 
Keyboard Modes — There are four 

different polyphonic modes: 
Poly I — 'Cyclic', ie, as you play the 

keyboard, all the voices are called up 
one after another. 
Poly 2 — 'Cyclic with Memory'. This 

is the same as above, but if you repeat 
a note, the same voice will be played 
again. 
Poly 3 — 'Reset to voice A' — If you 

play a monophonic line, the same 
voice will be used, though this only 
works when playing with distinct gaps 
between the notes, ie, not legato. 
Poly 4 — 'Cyclic with Memory and 

Reset to A'. (All of the above.) 
All modes are easily summoned by 

pressing the 'Keyboard Mode' button 
and then selecting 1, 2, 3, 4 on the pro-
gramme panel. 
Arpeggiator — This gets the award 

for the most over the top arpeggiator 
yet. It has a total of nine variations. I 
won't bore you with the details, but 
suffice to say it goes up, down, across, 

over, under etc. Everything except 
random, which is a pity. This, at least 
for me, is the most interesting arpeg-
gio effect. 
Mono — Three modes. Last note, low 

note and high note priority. 

Sound 
Two things above all others 

were unique in the creation of 
the Mini-Moog sound. First, its. filter, 
which had a very distinctive warm 
quality to it. The second was 
something that people are inclined to 
forget when they discuss the ' fat' 
Moog sound. There's no mystery to 
this. It is simply due to the Mini baying 
three oscillators which could be in-
dependently tuned and used to beat 
against each other. For years I pleaded 
with manufacturers to get off their 
spotty backsides and realise this fact 
of life. It is crazy, but it has taken until 
now for someone to do something 
about it. What is even loonier is that 
the company who did the first time 
around have just been an' gawn and 
done it again. Stone the crows! 
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THE ARSENAL 
High powered and heavy duty. 

Tour tou0, yet versatile and sensitive enough to bring 
t back alive in the studio. 

SRO microphones are quickly becoming the industry 
eandard for high quality at an affordable price. We designed 
hem that way because every musician has the right to take 
lis best shot. So whether you've just arrived on the scene 
)r you're an established Ace, there's a musical 
weapon in our Arsenal that'll help you take care 
)f the most serious business. SRO 

The Arsenal presently includes: the SRO models 50 
(Hlz and L0z), 60 and 80 vocal microphones— higher num-
bers, higher quality— along with the SRC 70, ai extremely 
responsive and precise instrument microohone. All SRO 
mikes featwe a dynamic cardicid pattern for crisp, accurate 
highs, low noise and excellent bass boost. 

Outsiders may call this The Music Business, but you 
guys out on that stage know what it really is. 
A war. 
Geitlemen, arm yourselves. 

MICROPHONES 

PO. Box 1250, Gallatin, Tennessee 37066 615) 452-0083 



Simon Phillips Offers A Few 
Tips On Choosing A Drum Set 

Within Your Budget. 
"I Find when choosing a kit, the two main things to keep 
in mind should be sound quality (of course) and 
durability. No matter what your budget, make sure that 
you're pleased with the sound of what it is you're buying. 
After all, this instrument is your medium for musical 
expression. 
Also, keep an eye out for construction. With the kind of 

"Tama Swingstar offers unbelievable 
quality for under S850.00" 

Swingstar set 55522 
Finish shown: Jet Black 

Royalstar set R5592 
Finish shown: Brazilian Grain 

Imperialstar set 8400 
Finish shown: Dark Red 

.›,Pe 
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gigging most players are doing today, a set has to be 
able to handle abuse. You don't want to find yourself in 
the middle of a set and discover that your kit is falling 
apart. That's the reason I'd recommend lama drums to 
anyone looking for a set. Tama makes full sounding, well 
built drums in a variety of models and prices within the 
limits of just about anyone's budget." 

"Tama Royalstar cut through with 
outstanding clarity and xtra deep 
sound" 

, 

r. For a full color catalog send $2.00 to: Tama Dept. IM 
Ó20 é P.O. Box 2009 Idaho Falls, Id 83401 • 17421 B. East Gale Ave. City of Industry, co. 91748 • 

In Canada: 6355 Park Ave. Montreal, PO H2V 4H5 

"What can I say about Tama Imperial 
star2 perfectioni 

! 



On Test 

The Linn Drum 
Review by Warren Cann of Ultravox 

The Linn Drum Computer can 
single-handedly take the credit 

for kicking electronic player program-
mable percussion out of the 'For Kooks 
Only' category and into the applicable 
and practical present. It's set the stan-
dard by which all others must meet or 
surpass in order to be competitive. 
When approached to examine the suc-
cessor to the LM- 1, the `Linn Drum', I 
eagerly accepted because of my long 
love/hate relationship with Roger 
Linn's first brainchild. . . I just had to 
know how the development of this 
unique instrument had progressed. 

It's unfortunate that my access to 
the test Linn was limited to only a few 
(lays because it takes time to discover 
all of the quirks and true capabilities, 
but first impressions can go a long way. 
I set about my review with more of an 
approach typical to, say, someone 
relatively new to the use of a program-
mable drum machine rather than from 
t he viewpoint of a familiar player. 
The first thing one notices (after t he 

price, that is, this Linn is considerably 

• 

less expensive than the LM- 1) is the 
size. It's much smaller. I'd debate as to 
whether this is going to prove a wise 
move, but it certainly is much handier 
for people who will appreciate the 
compact dimensions. 
There is the same format of square 

button-switches and faders but the en-
tire logistics of the layout has changed. 
Faders are smaller and have shorter 
travel, rather akin to an ARP. Above 
the individual voice gain faders a new 
feature is situated, a short travel fader 
with central detent to enable one to 
pan the relevant voice anywhere 
within the stereo picture. 
Drum voice buttons are on the lower 

left of the front panel, above that the 

Warren Cann pictured with Linn 
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next row of voice buttons is dual func-
tion. You press one of them simply to 
determine which of their two voices 
you use. To enable the user to have 
programmable dynamics some buttons 
have more than one level; snare has 
three, bass drum, hi hat, cabasa, tam-
bourine, and ride cymbal have two. 
The higher the number, the louder that 
voice is programmed. Now, three 
choices is better than two, but it's still 
vital to have more control in this area. 
There's a dozen ways in which totally 
variable level for each voice could be 
incorporated into the Linn, and I wish 
the people in Tarzana, California, 
would get with it. The present arrange-
ment leaves one feeling dissatisfied 
with over/under emphasis on patterns 
and during fill-ins much too often. 
The biggest surprise with the com-

plement of voices here is the addition 
of two cymbals; a ride, and a crash. An 
obvious gap in the Linn's creative 
capability has been tackled and you get 
a quite good crash in the region of 
perhaps an 18"-20" medium crash, and 
a ride sound which to me suggests a 
20"-30" medium-heavy ride. I wish I 
could say that it's been totally solved 
but I can't. Due to the nature of the 

Continued. . . 
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On Test 

New Linn Drum smaller in size, 
and price . Continued 

IC's being used the duration of the 
decay of each cymbal has to be abrupt-
ly cut short. The result is a good initial 
attack, good decay, and then suddenly 
the die-away just drops off — pfffft! 
It's not too much of a problem in full, 
loud Rock music but it would be very 
off-putting in songs with sparse ar-
rangements and minimal use of in-
strumentation. Let's hope that next 
time this problem can be cracked. 
The proliferation of buttons on the 

front fascia may look quite daunting 
initially but soon things begin to sort 
themselves out and the dual functions 
of many of these are no longer confus-
ing. Roger Linn seems to have done 
this not only to cut down on the 
amount of controls that the play has to 
deal with, but also to save production 
costs due to simpler software. This is 
obviously reflected by the new pur-
chase price. It's definitely a mixed 
blessing, I feel. Once over the initial 
hump of acclimatization the player 

begins to wish for much more control 
and happily would trade a limited 
number of very symetrical dual func-
tion buttons for a lot more odd buttons 
and switches if his parameter of pro-
gramming capability were expanded. 
An excellent improvement, is the 

shifting of the tuning knobs from the 
rear of the unit to the front panel. You 
have the ability to tune the snare, 
sidestick snare, toms, and congas by 
approximately one octave, and one can 
also adjust the decay time of the 'clos-
ed' hi hat (simulates different 
pressures on the hi hat pedal). Great, 
but for the benefit of all, what the hell 
happened to the LM- 1's feature of 
each and every voice having tuning 
facilities? No tuning the bass drum (!), 
no tuning the hi hat, no tuning the per-
cussion. There's much to gain by 
thoughtful re-design but that's one 'im-
provement' with a double edge to 
it . . . 
LED display panels give you informa-

tion regarding which mode you are in, 
program status, tempo, auto-correct 

status, and sundry other information. 
The tempo read-out is operable while 
the Linn is in the ' play' mode which is 
a very welcome improvement. 
The pattern select buttons are 

curiously numbered from one to seven 
instead of from O to 1 to 2 etc though to 
9. So, instead of simply equating any 
particular programmed pattern to its 
particular designated number in the 
Linn's memory in a fashion one can 
relate to, we now have to remember 
there's no • 18' or '29' or ' 89' . . . not on-
ly has the amount of beats and pat-
terns you can write in been cut down 
from loo to 49, but you've this strange 
filing system to deal with. 
The auto-correct facility enables you 

to move your rhythm entries to the 
nearest note value appropriate for the 
timing you are working in. 8th notes, 
8th note triplets, 16th note and 16th 
note triplets, 32nd note and 32nd note 
triplets can all be corrected to the C
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 Letters 

Hoshino Comes Through 
With The Goods 

Dear Editor, 
This is old Ervin Warren 

again — the inmate at the 
Huntingdon, PA State 
Correctional Institution. 

First, I want to thank you 
for printing my letter 
"Jailhouse Rock", in the 
November 1982 issue. I 
wanted to let you know we 
did get some help from 
Hoshino, USA, Inc., the 
Ibanez people. They 
donated 25 acoustic guitars 
to our prison musical 
program. Thanks, IM&RW! 
What I would like to 

know now is, where can I 

(Ed. Reply: Ervin, we're 
delighted to hear thu1 
Iloshino was good 0.nough 
to supply .you and your 
.fellow musicians with the 
guitars. As far as your 
question about the sheet 
music — how are you 
planning to get to the store? 

buy good sheet music, and 
is there a store where you 
could buy tapes and sheet 
music in the same place? 
Our band is a Top 20 group, 
but we can't seem to find 
good, complete sheets on 
the current songs we want. 
to cover. If you know of a 
place in our area, please let 
me know. 
Again, our thanks to you 

and Hoshino for helping us 
out. 

Ervin Warren 
Drawer R, F560I 
Huntingdon, PA 

Your best bet might be to 
contact some sheet music 
and lulu' companies 
Ihmugh the instead, 
as that 1c01 .11 your 
salisinction will 
guara ', teed. m'nd you a 
list qf some companies you 
might remit to conta('t.) 

STUDIOS WANTED DOWN UNDER 

Dear Editor: 
I recently returned from 

a trip to Australia and New 
Zealand, and I thought I'd 
let you and your readers in 
on a fact they may not 
know. There are not nearly 
enough recording studios in 
the major cities in Australia 
to handle the number of 
bands who require 16 or 24 
track facilities! I became 
friendly with a number of 
Australian musicians who 
assured me that the 
situation is practically 
hopeless at this point — 
established recording acts 
often have to book studio 
time up to a year in 
advance of the sessions. If 
they miss their spot, or 

(Ed Reply: Thanks, mate. 
We heard similar 
complaints when we spoke 
with MEN AT WORK's 
manager while he was 
visiting New York. While it 
seems like a good 
opportunity, you should 
keep in mind that there are 
a whole bunch of 

have to cancel — tough 
luck. I'm not kidding. 
Considering the amount of 
good music coming up from 
down under, as well as the 
fact that Sydney and 
Melbourne are bot h pret t y 
good-sized urban areas, 
you'd think this problem 
wouldn't exist. 
I'm telling you — there 

are some great 
opportunities for someone 
with the energy and the 
funds to open a state-of-
the-art recording facility in 
Australia. I, unfortunately, 
have the energy but not 
the dough to follow my 
own good advice. 

Kent Ledbetter 
Hyram Heights, OH 

government regulations 
and restrictions on 
bringing in equipment and 
opening up a business that 
apply to non-Australians. 
Make sure you check all 
that out before you buy the 
SSI, console and Studer 
decks.. .) 

Not all Wireless 
Microphones 

are Created Equal 

This One Is A 
Telex 

Recommendations by performers, as well as engineers, have 
made Telex the fastest growing wireless mic system in 
the industry. 

Performers tell us they prefer Telex wireless mies because of 
the rich, full-bodied sound. And because the mics feel and look 
like conventional microphones. 
To quote performers:...the Telex wireless mic sounds superior 
to any I've used for vocals—wired or wireless... 
...the freedom it gave our group sold me on the concept, and 
the sound sold me on Telex... 

Audio and broadcast engineers stated that they prefer Telex 
because with just the add.tion of a second antenna, they have 
the most reliable diversity* wireless mic receiver available, 
indoors or out. And because the compander circuitry provides 
dynamic range from a whisper to full fortissimo. 
To quote engineers:...the Telex wireless is the best we've 
tested, and we've checked them all.. 
...from a quarter mile, the signal was still crisp and clear... 
...for the money Telex outperformed all others we tried... 

When you're ready for wireless mics, Telex offers you a choice 
of three VI-IF frequency groups, hand held or belt-pack trans-
mitters, dynamic or electret microphones and a host of 
accessories. Compare our specs against any others, and by all 
means, compare the price. We're quite certain you'll also prefer 
Telex. Made in USA. Pease write for full details. 
•US Patent No. 4293955 Other patents applied for 

QualRy Products for the Audio Profess onal 

ifez) 

TELEX 
TELEX COMMUNICATIONS, INC 

960) Aelnch Ave So MInneapohs MN. 55420 US A 
Europe La Ebeaoarte-Of See 711 Geer:, Ai f awes Pans-Nori. 93153 Le Blanc-Itiesnd F-ance 



On Test 
not too sure as to why this feature is 
included. The VCF panel has sliders for 
cutoff frequency and resonance, and 
you can route the VCF through the 
envelope generator. A two position 
switch allows the use of reverse 
polarity in order to upturn a pattern set 
on the envelope generator. The VCF 
can also be modulated by the output of 
the LFO, and the LFO slider on this 
panel governs the resultant depth of 
modulation. Similarly, the ENV slider 
governs the amount of modulation from 
the envelope generator. A keyboard 
follow slider varies the tone color as it 
applies to different ends of the 
keyboard. Thus, you can have 
excessive brightness in the bass register 
and comparatively muted sounds 
above, or a more balanced sound, 
however you like it in fact. The filter 
panel is neat, offering the maximum of 
opportunity for the minimum of fuss. 
As a footnote to this section, fun can be 
had by using the filters as a sound 
source. Tuning is rather haywire, but if 
you use the 'hold' button having played 
a reasonably in-tune chord, and operate 
the VCF bender to sweep up and down 
in pitch, then you can create some 
wonderful 'ghostly choir' noises. Use a 
long attack on the envelope generator. 
The VCA panel has a switch for 'env' 

or 'gate' signals, and its own level 
slider. The hitherto much talked about 
envelope generator has the customary 
four sliders for attack, decay, sustain, 
and release. The LFO panel consists of 
two sliders for 'rate' and 'delay', and 
the various vibrato or growl effects can 
be triggered automatically, or by using 
the LFO pad — a spring loaded manual 
device that lies alongside other 
performance controls to the left of the 
keyboard. The pad does not respond to 
the amount of pressure you put on it. At 
all times it will merely trigger the 
degree of LFO modulation already set. 
The depth of LFO mod is controlled by 
the LFO slider on the DCO panel, and I 
found this a very sensitive control. At 
about 'two' the modulation is fairly 
severe; by about five or six I was 
beginning to feel seasick. The wave-
shape is set permanently for smooth 
vibrato effects. The delay works only 
for the first note of a legato passage, and 
once you begin to play continuously, 
the designated modulation becomes 
instant. 
These then are your basic tools for 

creating sounds. Of course it is far from 
the end of the story. For a start Roland 
have included their famous 'chorus' — 
in two modes, which can be harnessed 
at the push of a button. Both shallow 
and deep chorus can be programmed 
and stored in the memory, and ideally 
you should use the stereo outputs to 

obtain maximum effect. 
The square panel to the left of the 

keyboard which houses the LFO pad 
also carries a spring-loaded bender 
which can modulate either pitch or 
tone. Or both for that matter. DCO and 
VCF each have their own slider so that 
you can set a ceiling for such altera-
tions. Master volume — a rotary knob, 
and octave transpose — down 1 octave, 
normal, and up 1 octave, complete the 
picture. 
Two push buttons at the far left of the 

main control panel are for ' hold', which 
continuously sustains any sound, and 
'key transpose', a device whereby a 
passage can be instantly transposed into 
another key. Play a chord of C major. 
Press 'key transpose' plus, say, the note 
D. Now play C major once again, and it 
will sound as D major. An LED indicates 
whether you are using the 'key trans-
pose' or not in order to avoid embarras-
sing key clashes should you forget. An 
interesting side effect of this feature is 
to play a chord and 'hold' it. Now if you 
keep the 'key transpose' button pressed 
down and play individual notes you 
achieve the effect of one note chord 
playing. Obviously, the initial tone of 
the sound is drastically altered, but the 
result can be fairly impressive. 
The 'hold' button also will hold an 

arpeggiator pattern, to give you one 
continual stream of notes. This doesn't 
replace a sequencer exactly, but there 
are times when such a configuration 
can do a similar job. The Arpeggiator 
has three modes — up, down, and up 
and down, and the pattern will play 
over one, two or three octaves. To 
initiate an arpeggio you merely press 
the relevant push button marked 
'on/off' and play a chord or group of 
notes. The speed is governed by an 
adjacent `rate' slider. The speed can 
also be controlled externally by a 
sequencer or drum machine. These 
have to be connected to the 'arpeggio 
clock' input at the back. 
As I said earlier, the main advantage 

over the Juno-6 here is the addition of 
memories. Up to 56 individual sounds 
can be stored that are immediately 
recallable via seven banks, each 
containing eight patches. The panel is 
positioned at the far right hand side of 
the instrument, a position in fact that I 
found not too easy to get to whilst 
playing. Time would no doubt improve 
my style. There are five push buttons to 
select the bank numbers; numbers '6' 
and '7' are to be found by pressing '5' 
and ' 1', and '5' and '2' respectively. 
Obviously, they just ran out of space. 
Alongside the bank selectors is a 
program number display window to 
show which program has been chosen. 
I have not played the Juno-60 under 

stage conditions, but I would imagine 
that as with the Prophet-5, bright stage 
lighting almost invariably obliterates 
the digits, compelling you to shield the 
display with your hand in order to read 
the wretched things. Is there a way 
around this? 
Apart from the performance controls 

and the Arpeggiator, all other features, 
parameters and devices can be pro-
grammed and the Juno-60 arrives with 
56 of the most impressive factory 
sounds I've ever heard. You can edit 
any program at all times. Merely moving 
a control is sufficient to activate the 
same, and you can re-position accord-
ingly. When an edit is being made, two 
dots in the display light up to indicate 
that an edit is taking, or has taken place. 
Should you make a hash of 'improving' 
the sound, then all you have to do is 
press the relevant patch number once 
more and the sound is returned as it was 
initially stored. To permanently alter a 
program, the 'memory protect' switch 
at the back must be at 'off'. Then it is 
just a case of finding your sound, press 
'write' and select patch number. 
'Manual', a further push button, next to 
the ' write' button, serves as a blank, 
current channel to find sounds. You can 
store programs externally on tape, with 
the cassette interface controls. 'Save' 
'tape verify' and 'load' make up the 
controls on the main panel, and 'save' 
and 'load' connections to a cassette 
machine lie at the back. 
An extremely useful feature here is 

the Juno-60's ability to switch or copy 
programs from amongst the 56 already 
in storage. Thus you can move number 
12 to 43, if that sound fits in better with 
other sounds in the fourth bank. It be-
comes wise to re-allocate positions if 
you take advantage of the 'patch shift' 
capability — an optional footswitch that 
enables you to change patch number. 
Pressing the switch moves the patch 
number along one step at a time from 1 
to 8. 
Further rear panel connections are 

for 'hold' pedal, VCF pedal, mono and 
stereo outputs, phones jack (stereo), 
tuning knob (50 cent) and DCB (digital 
communication bus) — an interface 
system allowing you to connect to the 
MC4 micro-composer, via the OP-8 CV 
interface. 
The Juno-60 is a superb piece of 

equipment. The range of sound, the 
control you have over that sound once 
stored, and the ease with which stun-
ningly 'expensive' results can be 
achieved, all go towards making this a 
polyphonic synth that is available to the 
'everyday' person, and not just to those 
with a lot of money and a lot of 'hi-tech' 
knowledge. 

Julian Colbeck 
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ULTIMATELY 

Today's musician-artist or technolo-

gist, must distill a complex array of 

devices into a system that is organiz-

ed and easy to use. Ultimately, he 

wants to forget about technology and 

concentrate on his music. 

Ibanez rack systems liberate musi-

cians from technical concerns by pro-

viding the ultimate in sophisticated 

effects system design. The AD202 

Analog Delay and the UE400 and 405 

rack systems offer the professional 

quality, reliability and simplicity that 

have made them the choice of profes-

sionals and amateurs world wide. 

Ultimately.... Ibanez . 

Tomorrow's Innovations 

For a full color catalog send $2 00 to IBANEZ DEPT IM; P.O. Elos 886, Bensalem, Pa. 19020e P 0 Box 2009 

17421 -6" East Gale Ave . CIty of fndustn. Ca. 91748e In Canada 6355 Park Ave Montreal, P.G H2V4H5 
Idaho Falls, Id 83401 
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from E-mu Systems, Inc. A digital drum computer 
with an amazing new feature. 

The Drumulator. Now E-mu Systems {technology brings 
you a digital drum machine with features you don't expect. 
At a price you won't believe. 

With the Drumulator, you'll create complete rhythm tracks 
with the digitally recorded sounds of real drums. The 
Drumulator's computer makes it easy to program complex 
rhythms in any time signature. It will even correct timing 
errors in your playing. 
The Drumulator's enhanced programmability gives you 

precise digital control over virtually every musical parameter. 
With its programmable mixer you can store and instantly 
recall a completely different mix for each rhythm track 
that you create. The tempo of each track can also be 
programmed, along with tempo changes within the track. 
The Drumulator's unique programmable dynamics offer 

expressive capabilities never before possible with an electronic 
drum machine. You have access to normal and accented 
versions of every sound, with the accent levels independently 
programmable for each drum, cymbal, and percussion 
instrument. What's more, these accent levels can be 
programmed differently for each song and, like the mix, 
stored in memory for instant recall. 

For flexibility in live performance, the Drumulator allows 
you to define sections within each song that can be 

Drumu‘oter 

programmed to repeat until cued to continue by the press 
of a footswitch. This allows you to change the length of a 
song each time it's performed, shortening or lengthening 
solos, or repeating choruses as many times as you like. 
Add to all these features the ability to sync to tape or 

other sequencers, assignable play buttons, external triggering 
from drum synthesizer pads, and individual channel outputs, 
and you have a digital drum computer that would be an 
amazing value at $ 1990.00. But what's even more amazing 
is that for $ 1990.00 you would get something that you 
probably wouldn't expect. 
Two Drumulators. 

The Drumulator's suggested list price in the United States 
is $995.00. 

E-mu Systems, Inc. 
applied magic for the arts 
2815 Chanticleer, Santa Cruz, CA 95062 
(408) 476-4424 



On Test 

RSD Studiomaster 

Mosfet 1000 Stereo Power Amp 

Problems, problems. First 
people phone me up, having not 

seen me for a year or two, to 
commiserate with me that all the 
years of dissipation and excess have 
finally taken their toll, and then I am 
sent an amp with a spec so good that a 
fly with a microscope, sitting on the 
Jodrell Bank telescope, couldn't find 
anything amiss. But first things 
first... 
RSD are one of the most respected 

names in the studio, hire and 
professional sound world, and any 
product bearing the name is going to 
be good, but this all new Mosfet 
creation defies belief. I must start out 
by saying that the kind of figures 
claimed in the technical spec are quite 
simply beyond my measuring 
capabilities, and this has necessitated 
a very close cooperation between RSD 
and myself. I am extremely grateful 
for the very helpful assistance I 
received from them, 
The front panel is attractively finish - 

ed in brushed black with protective, 
rather than functional, handles, LED 
bar graph VU meters for each channel 
and volume controls, thermal cutout 
indicators, mono/stereo switching 
with a mono state indicator, mains 
switch and indicator are all nicely set 
out and very clearly lettered. Around 
the back we have mains Euro input 
socket, voltage selector, XLR inputs 
and outputs and additional terminal 
post-type outputs. The review model 

is the prototype and as such some of 
the panel work is not as it will be on 
the production models. The only real 
difference is that there is a switch for 
normal stereo or bridged mono 
operation, and a switch to turn the 
fans on and off. 
The thinking behind the switching 

of the fans is different but sensible. 
Instead of the fans cutting in and out 
thermally you are given the choice of 
whether or not to have them on. 
Under normal working conditions 
they will not be necessary, and the 
overload and thermal shutdown 
circuits are sophisticated enough to 
prevent damage. All the protection on 
this amp is based on an output relay 
(one for each channel). Any increase 
in heatsink temperature above the 
norm will result in the thermal 
indicator lamps lighting (they flash to 
grab your attention) and 
disconnection of the speakers via the 
output relay. Similarly, any DC 
voltage above + 3.5 volts present at 
the outputs will operate the relay. 
Output impedance mismatch is very 
interesting in its effect on the relay. 
This amp will actually work into a 
complete short circuit without 
blowing the output, although it will 
obviously get hot. This rise in 
temperature will then operate the 
output relay as for a thermal problem, 
and you will have a thermal problem if 
you stick 1,000 watts into a six inch 
nail! 

The protection sensing circuits are 
completely independent of the signal 
path and on a separate printed circuit 
panel from the rest of the amp. We 
therefore have DC, open and short 
circuit protection, for an indefinite 
period until the mismatch or problem 
is removed, and all the usual mains 
and DC fuses are provided on the 
back. The fuses on the back also light 
an LED indicator when they blow. 
Each fuse has its own LED and this is a 
very useful and sensible function, 
especially if you have got half a dozen 
of these amps racked up. You could 
see at a glance which one of 30 fuses 
had blown if a problem did arise. 
This model is 1%" less in height than 

the usual size, and that allows for 
mounting five Mosfet 1000s in the 
space normally taken up by four 
similar units. The 1000 is also not as 
heavy as 1000 watt units of rival 
manufacture. At the time of writing 
this review no figures were available 
for the weight and my bathroom 
scales said it weighed 14 stone 2lbs. 
That is obviously not true and also 
accounts for the trouble I have been 
having with my dieting! I can 
therefore only repeat that this amp is, 
of course, not lightweight, but it is not 
overly heavy either. 

I will now refer you to the 
manufacturer's specifications and 
then try to comment on them to put 
them into perspective and make some 

Continued. . . 
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On Test 
. Continued 

sort of sense to the less technically 
minded. I do try to get away from the 
strictly technical kind of review, 
preferring the subjective approach 
whereby if it sounds good, it is good, 
but with a power amp all you have to 
go on is figures. A power amp is 
perfectly capable of sounding good, 
but actually being a whole lot better 
than that. You simply cannot hear the 
difference between 450 and 500 watts 
and you certainly will not appreciate 
the difference between .05 and .09% 
total harmonic distortion, but these 
factors when refined to the degree 
that they are in this amp, and all 
added together, make for a very fine 
machine indeed. By the way, the 
figures 1 have just given you are by 
way of an example and do not relate 
to the Mosfet 1000 — it's much better 
than that! 

Let's start at the top and comment 
as we go. The actual tested output 
power was found to be between 8 
and 10 watts RMS in excess of the 
claimed figures all the way through, 
which will make no difference 
at all to the performance— except that 
the rating is surpassed and the output 
power will be at least as good as 
claimed — better 10 watts too much 
than 10 watts short! 
Total harmonic distortion is indeed 

not more than .003% at lkHz, 400 
watts into 4 ohms, which is ridiculous. 
At these levels of distortion there is 
actually a difference in the amount of 
distortion found at the XLR outputs 
compared with the terminal posts, but 
don't go and never use the terminal 
posts because the spec figures refer to 
the XLRs, because at .003% the 
figures are just as likely to change if 
it's raining outside! These figures are 
far in excess of necessary practical 
needs but you must realise that to get 
this kind of quality, techniques must 
be applied which mean that no 
corners have been cut, and everything 
else must obviously have been done 
right. 
The more useful figure is THD into 4 

ohms over the typically useful 
bandwidth of 20Hz-20kHz. This figure 
of less than .03% is still very good and 
puts the Mosfet 1000 easily into the hi 
fi bracket and indeed I would expect 
much interest from the more fussy hi 
fi buffs. 
A full power bandwidth of 5Hz to 

200kHz is, again, silly. This is again 
more a superior hi fi spec than 
the kind of thing associated with high 
powered music. The end result is that 
any sound that can be heard by man — 
and his dog, can be faithfully 
reproduced at very high sound levels 
with no coloration — what goes in 

comes out! 
Don't worry yourself too much 

about the slew rate but the end result 
is sharper, clearer, cleaner highs — 
appreciably audible clean-ness'. The 
hum and noise figures are very good, 
the actual measured figures being 
several dBs better than quoted. When 
turned full up with no input the amp is 
quiet, which is an understatement 
because you can't tell whether it's on 
or not. Channel separation is very 
good — especially so considering that 
both sides share a common power 
supply. The torroidal mains 
transformer is massive, and together 
with computer grade smoothing 
capacitors give a hefty old power rail. 
The stability and overshoot figures 

mean that the amp will perform 
perfectly into any speaker connected 
via virtually any lead of any length, 
through crossovers and anything short 
of a piece of wet string! 

Internally the Mosfet 1000 is 
constructed very well. I seem to be 
always saying that this and that amp 
uses first grade components well laid 
out on good quality panels, but 
fortunately this has become the norm. 
No one cuts corners on electronics 
manufacture these days and 
Studiomaster are no exception. The 
layout is compact to say the least — 
confined would be a better word. I 
thought that servicing would be a real 
headache until I realised that with the 
removal of a few bolts on each side the 
whole relevant power stage pulls 
away giving easy access to the driver 
boards, leaving the protection and VU 

panels easily accessible. Incidentally, 
although they share a common power 
supply, shutdown due to mismatch, 
overload or any other condition only 
disconnects the faulty side, thus 
enabling the other amp to be used in 
the event of any failure. There are a 
total of ten output Mosfet devices in 
each channel which probably 
accounts for the tough old output 
stages. 

In conclusion I will sum up by saying 
that as difficult as it is to come up with 
anything radically new on the power 
amp scene, RSD seem to have cracked 
it. The basic requirement is for a 
clean, quiet powerful stereo amp, 
capable of being run in a mono 
configuration, and it is difficult to add 
anything to that and not be gimmicky. 
Studiomaster have added to the basic 
format only with a new degree of 
technical excellence. The Mosfet 1000 
must be aimed firmly at the PA and 
hire companies and should become the 
standard by which the others are 
judged. 

This amp is not cheap, although the 
price is probably about right and fairly 
competitive for the kind of product 
and facilities we are dealing with 
here. I for one would not like to have 
to try to improve on the quality of this 
amp, and would guess that anyone 
wanting to better it would have to 
content themselves with giving us the 
same quality, but at a lower price. In 
this day and age, however, even that 
is going to be a hell of a problem. As I 
said before — problems, problems. 

Alan Kensley 
 Specifications 
Measurements taken at Cannon outputs 

Output power: 500w RMS per channel at 4 ohms 
399w RMS per channel at 8 ohms 

THD at lkHz: 400W/4 ohms less than 0.003% 

THD at 20Hz to 20kHz: 400W/4 ohms less than 0.03% 

Full power bandwidth: at + 0dB, — ldB to 5Hz to 200kHz 

Slew rate: greater than 100V/us 

Hum and noise: better than 80dB down, ref full output 

Channel separation at lkHz: greater than 70dB 

Sensitivity: 4dBv ( 1.23V) 

Input impedance: greater than 20Kohms 

Unconditionally stable: eg. 4 ohms + 2uf 
No overshoot at all into resisting loads 
Indefinite short and open circuit or load mismatch protection 
Thermal overload protection: when misused 
DC fault detection: protects the load loadspeaker if any 
DC voltage: greater than ±3.5 volts are present at the amplifier output. 
The DC protection circuit is totally independant of the amplifier drive 
boards. 

Width: 171/2 " 
Height: 5" 
Depth: Excluding handles on the back: 11½ Depth — 

Including handles on the back: 13" 
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The Guitars of 
Jimmy Page 

Jimmy Page 'offic:ally' made it a 
long time ago, and if he ever needs 
reminding of the fact, Paul 
McCartney even mentions him by 
name in Rockshow on the Venus and 
Mars album. Big deal I hear you say! 
Like McCartney he no longer needs 
to court the press which merely 
increases their desire to court him. 
Indeed, Page hasn't spoken to the 
press for some three years or so, and 
yours truly, who's had three 
interviews with the bloke cancelled 
in the last year, was more than a bit 
excitipated when word came down 
the line that it was in order for me 
to call at the home of Jimmy Page, 
who is I suppose, the most famous 
guitar player in the history of 
Rock'n'Roll. 
Because Jimmy Page is an 

immensely rich and famous person, it 
was decided that I should pit my wits 
against his guitars, to prove my 
worth, instead of interviewing 
Jimmy Page the man himself, guitar 
player, and hero of so many of our 
readers. 
Being a wealthy man, Page has a 

large collection of guitars that befit 
his status in the Rock world. It's said 
that he's a very mean man when it 
comes to parting with hard cash for 
these instruments, but as he declined 
to see me in person, I wasn't able to 
ask him about this. 
When the big day arrived all the 

obvious questions were milling 
through my mind, just in case the 
man should change his mind and see 
me for a few minutes. 
Are Led Zeppelin kaput, or simply 

taking a well earned rest from this 
mad, mad game they call 
Rock'n'Roll? Is there still an album's 
worth of unreleased Zeppelin 
material in the can, featuring the 
late John Bonham? Is Page selling up 
his other home in Kensington to 
avoid writing more film soundtracks 
like Deathwish II for neighbors like 
Michael Winner? Are Plant and Page 
still mates? Will Zeppelin reform with 
Cozy Powell, or is it as John 
Entwhistle suggested, merely 
another rumor started by Cozy 

Some Page favorites in the flesh. See page 81 for detail shots 

Powell? Have fame and wealth made 
Page a happy man? Oh if only I could 
speak to him for a few 
milliseconds......What if I blow 
my journalistic cool, ask Page if my 
version of Stairway to Heaven is the 
correct one, demand his autograph 
for the little brother I don't actually 
have, and forget to ask the questions 
I'd intended? Holy Shit, will I crack 
under the immense pressure of 
touching guitars that have been 

played by Him? Will I recognise Him 
if I see Him? Will Him recognise me" 
Golly, maybe I'll get to jam with the 
man, it's happened in the past with 
other stars. Mind you it was a bit of 
a disappointment getting 14 bars 
through All Right Now and THEN 
discovering Paul Rodgers had 
forgotten the lyrics. Dreams can be 
shattered, right? 

Continued on page 78 
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Continued from page 77 

The electronic gates 
close behind us automatically and 
I'm wondering if we'll need a secret 
code to get out of this place. I mean, 
will we be allowed to leave? 

It's a very nice gaff with lots of 
flowers in the gardens and even the 
gnomes here look like security 
cameras. Can't be too careful, wot? 
We're shown up a flight of stairs to 

a building Tim calls the attic where 
we're greeted by a collection of 
statues and a small golden throne 
(Jimmy is in fact rather small). 
Apparently Pagey picked them up in 
Bali when the local temple was 
having a clear out. It's a bit SPOOKY. 
Outside an old mill stream tumbles 

past the window and it's hard to 
believe that my purchasing half a 
dozen Zeppelin records actually 
helped to contribute towards a 
square inch or so of this enchanting 
abode. I wonder which bit is mine? 

I ask Tim if HE will make an 
appearance for a piccy or two, Tim 
shakes his head. 
"Very doubtful, there was a party 

here on Saturday night and it's been 
going on ever since. (It's now 2.15 on 
a Monday afternoon) Jimmy's still 
over in the house with a few of the 
guests." Cripes these Pop Stars really 
do live life to the hilt. Maybe I'll be 
invited to join in a few hedonistic 
activities. Maybe Jimmy'll turn me 
into a toad! Jesus, what'll I tell the 
wife? What'll I tell my Editor, will 
they accept copy from a toad? 
My host for the afternoon is to be 

Tim Martin. Tim who's 28 years old 
has been Page's roadie and 
equipment manager for almost three 
years. So how do you get a job 
working for Jimmy Page? 

"I worked as a guitar repairman at 
Andy's Guitar Workshop in London. 
When Zeppelin did their last tour in 
Germany in 1980, the Swansong 
office (Zep's record co.) called the 
shop and asked if anybody was 
available to go on the road with Zep 
for that tour to look after all the 
guitars. As it was me who picked up 
the phone I said yeah I'll do it for 
you (laughs) and here I am." 
Tim has in fact resigned once, but 

as they kept sending him his pay 
cheque he thought it might be wise 
to come back and carry on working. 
What does a roadie do to fill in the 
time when his employer is only 
gigging once every leap year? 

"I take care of the instruments as 
and when it's necessary and I helped 
out in the studio when Jimmy was 
recording the Deathwish II 
soundtrack. Jimmy's chauffeur and 
secretary are both on holiday this 

See pages 81 and 82 for more info. 

month, so I've got even more to do." 
1 ask what kind of hours Tim keeps 

and if he'd rather work in a bank or 
a supermarket. 
"Sometimes there's no work to do 

so I don't come in at all for a month 
or two. When I'm working I end up 
leaving around 11 o'clock every 
night and it's then I find the idea of 
working in a supermarket an 
appealing one." 
In his spare time, Tim plays with 

various bands and Jimmy openly 
endorses his gigging activities. 
"There are times when Jimmy 

needs me here and I've got a gig to 
do! Normally I'll do the gig and he's 
very understanding. Jimmy said to 
me, without gigs there wouldn't be 
all this. The entire place was bought 
through the proceeds of gigging." 
Tim waves his hands expansively 
round the room and my estimation of 
Pagey rises a full two notches. Let's 
face it, if you asked your employer 
for the afternoon off in order to 
rehearse the band, you'd probably 
end up down the road clutching your 
severance pay, Correct? 
Jimmy Page owns around 40 

guitars, but didn't want us to 
photograph all of them, merely the 
ones he uses. Of these there are six 
main guitars which are two Gibson 
Les Paul Standards, a pair of Fender 
Stratocasters, and a pair of Fender 
Telecasters, the latter being a bit of a 
surprise to me when I realised they 
were both fitted with Parsons White 
Stringbenders or B Benders. 
Most famous of all these guitars is 

the No I Gibson Les Paul Standard 
which appears in most Zeppelin stage 
shots and it's Jimmy's favorite 
guitar. It's one of the much vaunted 

Page's chequered Gibson 6/12 
string double neck — not amongst 
his favorites 

Les Paul flametops and was made in 
1958. The top of the guitar is a 
disappointment to a tigertop head 
like myself, since it has very little of 
the red flamey stuff in it, and the 
rear of the headstock reveals no 
serial number. Other changes to the 
guitar are the back pickup cover 
which is a new chrome one instead 
of the old nickel type, and gold 
Grover machine heads which replace 
the original Kulsons. Oh yes, the 
ivory colored selector switch has 
been changed for a white 
one ... Very intimate details these. 
Jimmy's number 2 guitar is a 1959 

Gibson Les Paul Standard (s/n 91703) 
and was a gift from Joe Walsh. It's 
the one that was exhibited earlier 
this year at the International Music 
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Show in Wembley, London, England. 
The neck on this beasty has been 
shaved and refinished by repairman 
Martin Woods, to resemble the 
profile of the '58 No I tigertop. Tim 
tells me that it doesn't sound as good 
as No I and points out some very 
interesting modifications that have 
been made to the guitar other than 
the addition of nickel Grovers. 

Fender and Gibson selection 

Apparently Jimmy wanted to add a 
few switches to it and his engineer 
was loath to drill holes in a $6000 
guitar, hence we have an ingenious 
fixing system that doesn't devalue 
the guitar. Two spring loaded buttons 
have been attached to the lower 
underside edge of the scratchplate, 
and they're barely visible from a 
distance. One button selects a choice 
of series or parallel for the pickups, 
and the other offers ordinary or 
phased guitar sounds. All four tone 
and volume potentiometers have 
been ditched for two pairs of 
push/pulls giving coil tap on either 
pickup and the possibility of 
employing all four coils in parallel as 
if the guitar had four single coil 
pickups. The brain behind this 
appliance of science is a certain Mr 
Steve Hoyland. 
My appetite is whetted and Tim 

quickly fetches two more cases. 
The first contains a '60s Fender 

Stratocaster in Lake Placid Blue and 
it's Jimmy's favorite Strat. Tim 
replaced the tremolo arm for a 
newer one and has fixed the tremolo 
plate so that it sits directly onto the 
body making it impossible to raise 
the pitch or the arm. I ask Tim what 
u s all about? 

"Jimmy only uses a tremolo to 
lower the pitch of the guitar so I 
tightened the springs in the 
stringwell and fixed the tremolo 
plate so that it only works in one 
direction. The main advantage of this 
is that if Jimmy breaks a string 
onstage, the guitar won't go out of 
tune." These guys think of 
everything... 

The second Stratocaster that 
Jimmy owns is the Buddy Holly type, 
two-tone sunburst, maple neck 
affair. This late '50s guitar is 
Jimmy's back up Strat. 
All of these stage guitars are fitted 

with Schaller straplocks which 
facilitate fast, easy changeovers 
between numbers. 
Jimmy Page has always had a soft 

spot for Fender Telecasters since his 
early days in the Yardbirds, so seeing 
a pair of them here is no surprise. 
Realising each one is fitted with a 
Parsons White Stringbender, shocks 
me to my boots, and doubles my 
pulse rate. 
One of them which has no serial 

number is a strange shade of brown, 
Tim says it's original, I say it's a 
respray. There is no original 
neckplate and therefore no serial 
number. God, even the man's guitars 
are mysterious. It's a rosewood neck 
Fender Telecaster and Tim puts it at 
around 1959/60. Al three original 
bridge saddles have been exchanged 
for six separate saddles, giving 
Jimmy individual control over each 
string for intonation and action. Oh 
yeah, the knob on the selector 
switch is one of the old circular 
jockey selector caps — boring. The 

plate that covers the gaping hole 
Gene Parsons gives away free with 
every Stringbender conversion, is 
numbered 0032 and dated 1976. Tim 
says Jimmy plays this guitar more 
than any of the others bar the No I 
Les Paul. 
Last of Pagey's six main guitars is 

another Fender Telecaster with 
Parsons White Stringbender. It's a 
white 1966 maple neck Tele, and the 
three bridge saddles have also been 
changed for six separate saddles. The 
basic sound obtained when using this 
device is a fair approximation to the 
sound of a pedal steel guitar. You 
simply push the guitar away from 
you when you need to bend a note 
and this moves the converted upper 
strap button which activates the 
Parsons White system in the back of 
the guitar. The system itself is a 
relatively basic piece of machinery 
which operates via a series of 
levers... 
Guitar heroes are closely identified 

with their guitars and I suppose if 
you asked me which one I associated 
mostly with Page, I'd say the Les 
Paul or the Doubleneck. Well 
apparently Page's chequered Gibson 
6/12 string Doubleneck (s/n 911117) 
is not amongst his favorites, and I 
laugh when Tim tells me why. 

"It's a real headache, we call it the 
TV aerial. I had to add extra 
grounding between the tailpiece and 
the jack socket to cut down on the 
undesirable noises we were getting 
from it." This is of course the 
famous guitar Page used for 
recording Stairway to Heaven and 
Tim says it's used for very little else. 
As this is the first time Jimmy Page 

has allowed the press into his home 
to photograph and generally maul 
about his guitars, I'm feeling almost 
privileged but still hoping that Pagey 
will pop his head around the door 
any second. 
Whilst Tim's fishing out a few more 

axes for our, by now, very sore eyes, 
I ask if the man has discovered drum 
machines, the Linn drum in 
particular. 
"Jimmy stopped using drum 

machines when he found it was 
easier to talk to Dave Mattacks (who 
appears on the Deathwish LP). You 
know an awful lot of people thought 
that was Jimmy's own solo album, 
but I can assure you it 
wasn't ... Hey, this guitar is one that 
Jimmy uses on the Rain Song. I made 
it from a pair of the twin lipstick 
pickup, double cutaway Danelectros, 
and added a Badass bridge." I agree 
with him, it's a bit of a wheeze for 
compressed paper and vinyl! 

Continued on page 81 

IM&RW April 1983 79 



THE, MARTIN TRADITION 
In 11833 C.F. Martin, Sr. moved 

j i from his homeland in 
Germany to begin a 
tradition of quality 
craftsmanship which 
has endured for 150 

years. Six years after 
his arrival in New York, 

C.F. Martin, Sr. 
relocated his family 

C.F. Martin, Sr. and business in a 

rural area of Pennsylvania. 

C.F. Martin Factory—Early 1900's 

Since that time every Martin 
instrument has been handmade in 
one place—Nazareth, PA. 

Tona' quality and sound 
construction made Martin 
instruments very popular 
with artists and players 
in the mid- 1800's. 
However, getting those 
instruments to the 
musicians was another 
matter. Shipments had 
to be sent via 
stagecoaches and 
riverboats because 
there were no 
railroads. Despite 
these problems, 
by 1876 Martin 
guitars were so 
popular that the 
company was 
invited to exhibit 
at the Centennial 
celebration in 
Philadelphia. 

1919 Baby D-45 
Ditson Model 

1876 Centennial Exposition Certificate 

C.F. Martin's 150 year effort 
to produce a better tone has 

resulted in many 
I innovations. An example 

is the development of 
the "X" bracing 
pattern by 

C.F. Martin, Sr. which has 
contributed to the exceptional 
tone of today's Martin guitars. 

Martin X-Bracing 
Pattern 

The quality workmanship and 
innovation for which the Martin 
guitar is known continue today. 
C.F. Martin craftsmen working in 
a climate controlled factory 
perform 240 separate operations 
over a three-month period to 
produce Martin's famous D-28. 

New Martin Facility 

Custom 
Flower Pot 
Headstock Inlay 

1111111111111.11111 

Even more operations 
are necessary for 
some customized 
guitars hand 
made through 
CF. Martin's 
CUSTOM 
SHOP. 

Martin D-28 

In addition to the Martin line 
and THE CUSTOM SHOP, 
The Martin Guitar Company 
also offers a full line of 
Sigma instruments, Sigma-Martin 
guitars, Martin and Darco strings, 
plus a wide range of accessory items. 
Please visit your local authorized 
Martin-Sigma dealer and ask him 
about C.F. Martin products. 

Martin Accessory Products 

1833 A CENTURY AND A HALF 
i9830F FINE GUITAR MAKING 



Patinued front page 79 

Another case reveals an original 
'tiOs all black Gibson Everly Bros 
acoustic. Every musician has a 
particular instrument that he likes to 
play around the house for relaxation, 
and most of us have a faithful old 
retainer that we use for this purpose. 
l'agey the lucky sod, uses this one. 
He always did display great taste in 
his choice of guitars and I've wanted 
to own one of these myself for a 
very long time. Grrrr...(much 
gnashing of molars). 
Other acoustics in the Page 

collection are a well used Martin D28 
that's extremely filthy due to an 
excess of Barcus Berry gunge, and a 
Cromwell. What's a Cromwell? 
According to Tim, these cello guitars 
were produced under license for the 
Gibson coporation in the late '20s, 
and marketed under the name 
Cromwell. 
'This one's fitted with a string 

dampener and had a Charlie 
christian pickup added to it. Part of 
I he back was removed to fit the 
pickup and we got someone to make 
t his matching wooden plate, that's 
screwed onto the back. Jimmy 
played this on the Deathwish 
soundtrack. 

All but all of Jimmy's guitars are 
fitted with light gauge strings, which 
doesn't seem like a good idea when 
you're talking about hollow body 
Jazz guitars like the Gibson ES5 and 
Gibson ES5 Switchmaster I see here 
before me — Over to Tim. 
"These guitars were brought out 

for Deathwish and they're both 
pretty standard. They're strung with 
Ernie Ball Super Slinky like all of 
.Iimmy's electrics. He uses Ernie Ball 
I.:art hwood on his acoustics". 
This beautiful, blonde ES5 sports 

t liree P90 pickups whilst the Gibson 
ES5 Switchntaster has highly figured 
timber in a gorgeous shade of 
sunburst and comes fitted with three 

Cromwell Cello. 2 1950s Fender Martin 1128, Precision 

Sass Maple neck. 4 1950s Fender Stratoraster 
Maplenerk Sunburst. .5 Roland 

GR300 Modified, 6 1958 Gibson 
Les Paul Standard, 7 Gibson 

Evert', Pros.. 8 Gibson E55 
Switchmaster Sunburst. 

9 Gibson E55 Blonde. 
10 Fender Electric 

VII ll String. 

3 
PAF's as standard. 
I ask Tim how he 
managed to keep all of 
Jimmy Page's guitars in tune'? 
"Onstage and in the studio we use 

a Conn Strobotuner all the time." 
Obligingly Tim pulls out even more 5 

guitars and tells me we're getting to 
the end of the ones Page actually 
plays. He's not at all keen to show 
me anything Page doesn't use, 
claiming it would only serve as a free 
endorsement for that product, and 
wind up misleading our readers. Who 
can argue with the man? 
"Jimmy's got this mid '50s maple 

neck Fender Precision Bass that he 
uses in the studio sometimes," again 
it has no serial number. "Mostly 
Jimmy uses the Alembic Omega Bass 
in the case over there. It's simply 
excellent in all applications and 
situations. I can't speak too highly of 
it." 
I suggest he plugs Jimmy into a 

Steinberger immediately and tells me 
Jimmy isn't interested in 
Steinberger. As I've no desire to be 
ejected from the building, I omit to 
tell him that the vice president of 
Steinberger feels the same way too 
and that he'd double the price and 
treble the sales tax if the Grateful 
Dead ever showed any interest in a 
Steinberger Bass. But that's another 
story altogether... 
"There's not a lot I can say about 

this Fender Electric XII, how about 
erm ... NAUGHTY BUT NICE!??" 
(That was a FREE plug for the Milk 
Marketing Board Dairy Council — 
wonder what Jimmy would say about 
that??) Christ, there's a thought! 
Supposin' Jimmy has done an Elvis 
and blown himself out on cream 
cakes? Perhaps he weighs 171/2 stone 
now? It would explain his reluctance 

Continued on page 82 
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Continued from page 81 
to be photographed by the Press 
these days, wouldn't it? 
There's a guitar in the next room 

that I've been eyeing up ever since I 
arrived here, three hours ago, and 
after pleading with Tim, he finally 
lets us photograph it. Lord knows 
why we have to plead? The 
instrument in question is an 
American Melobar guitar which 
appears to be based on a Mosrite 
body and pickups. It's played 
standing up using a slide on a large 
triangulated neck that could have 

11 II hile 1066 kCnder 
Telecaster Maple neck. 

12 Da nelertro, 13 .4 lent laic 

Omega Bass, 14 Malabar. 
15 60s Fender Stratocaster 

Lake Placid Mae trilla ROsen 
neck, 16 1950 Fender 
Telecaster with 
Parson 's While 

Stringbender and 

  nerk 

been custom built for Guy the 
Gorilla. I like it, I wonder what the 
gorilla thought? I'd say Idaho should 
stick to growing potatoes, cause 
producing guitars like this one isn't 
going to make them any more 
famous. Sorry Tim!! 
Outside workmen are dismantling 

the marquee under which Saturday's 
party was held. Maybe Pagey's 
thrown out the last ligger just so he 
can come and talk to me? — I keep 
hoping! Someone tells me there was 
no band this year due to complaints 
from the neighbors after last year's 
bash (that's a larf). This regular 
event is held in honor of Pagey's 
wife, Charlotte's birthday, and last 
year the outfit that caused the 

neighbors to grumble so much had 
Eric Clapton, Jeff Beck and Jimmy 
Page somewhere in the line up. 
Rumor has it that they were 
somewhat out of tune — end of 
rumor... 
The very last guitar Tim shows me 

today, is the one that Jimmy's been 
pictured with in the Roland ads quite 
recently. One small difference 
though, the pickups have been 
changed. 

"It's a standard Roland GR3OO 
guitar synth, that's had the original 
Roland pickups replaced with old 
Gibson PAF's. We've got quite a few 
of those old pickups lying around the 
place." (Smart boy — I said 
SMART...BOY...) I notice that all 
the knobs are marked with little 
numbers stuck onto the guitar, so 
Jimmy can relate it to the handbook. 
See — even Jimmy Page cheats 
sometime!! 
OKAY, assuming you have all of 

these electric guitars, and the money 
to buy them of course, and all you 
really want to do is sound like Mr 
Page, then you'll need an amplifier, 
and here the going gets tricky. REAL 
TRICKY. If you think that Jimmy 
only cheats with Roland guitars, 
forget it. 
THE AMPLIFIER is of 

indeterminate brand or age and if it 
wasn't for the fact that there only 
appears to be one of them, I'd 
presume it came out of the 
Ark ... Over to you Tim. 

"I don't want to show it to you, 
it's so scruffy ... really SCRUFFY. It's 
only 15 watts and looks a bit like a 
Woolies amp or a vintage Watkins 
but it has the smoothest natural 
valve distortion I've ever heard, but 
no you can't look at it, sorry." 
After I haul myself off the floor 

and Tim stops giggling, we carry on. 
"Jimmy does have a couple of other 
amps he uses too. An old Vox AC30 
that's had a few modifications made 
to it, erm, treble boost has been 
added, and he's also got a nice old 
Fender Concert amp, but the one 
Jimmy uses most of the time is the 
SCRUFFY one!!... 
My ghast is by now completely 

flabbered, and I realise that it's time 
to hit the road. My man has not 
shown, but still it's been an 
afternoon to remember. I'll be able 
to tell the grandchildren I played my 
version of Stairway to Heaven on 
HIS guitar, and you know what 
they'll say?...Led who 
grandpa999  Finally my kindest 
thanks to Jimmy Page for supplying 
me with a good time...WHEREVER 
YOU ARE??!!??!!??... 

Ed Park 



On Test 

Shure SM-85 
Vocal Microphone 

M y first encounter with this 
mic was while watching some 

kind of TV variety show. It was only a 
small portable set, but I was still im-
pressed with the clear, crisp, and ex-
ceptional transient response of the 
various artist's vocals. I looked closely 
at the mic and was unable to recognize 
it, but upon further investigation 
found it to be Shure's new SM85. 
This is a hand-held unidirectional 

professional condenser which should 
be checked out by every vocalist who 
can afford the price tag of $345.00, 
because it's fantastic. I mean, really 
an exceptional live vocal mic; 
lightweight, great looking and, depen-
ding on your style, super high quality. 
As stated, its transient response is 

impressive, yielding a very real sound. 
Its output is hot, similar to an SM57, 
and although lightweight and not 
quite as tank-like as an SM58, I 
wouldn't worry about dropping this 
mic, as its construction is well thought 
out and durable, to say the least. Be-
ing a fixed charged condenser with 
built in amplification, it does need 
phantom power, but that can range 
anywhere from 11 to 52 VDC. As the 
specs show, humidity and 
temperature will cause no problems 
for the 85. 
Look at the graph! You'll see that its 

frequency response has a sharp rolloff 
at 12kHz, starting to rise from 2kHz, 
until 12kHz and peaking at 7.5kHz — a 
very crisp sound. It rolls off below 
300Hz and sharply at 100Hz, cutting 
out bottom end boominess. Not shown 
on the graph is the mic's proximity ef-
fect, here causing the low end to in-
crease with closeness of signal source 
for intimacy. The polar pattern shows 
this mic to be not as tight as some car-
dioids, but definitely giving rejection 
at 180° (rejection at the sides is said to 
be 6dB). It was very little RF suscep-
tability, features an aluminum casing, 
steel grille with built in wind screen, 
AND comes with an additional foam 
add-on wind screen for further reduc-

tion of verbal pop sounds. The 
capacitor diaphragm is shock-
mounted, yielding little handling 
noise, and mic just doesn't seem to 
distort even at very high levels (see 
specs). 
To be completely fair, this mic was 

designed purely as a live vocal mic not 
for use as an instrument mic, but I 
don't care. A mic is a mic, and I want 
to know just what I can use it on, so in-
to the studio it went to go up against 
the standards. On bass drum it was 
fair, only to be used in emergencies. 
Like the standard (SM57) it was great 
on snare, a real good ass-kicking con-
denser sound quite capable of handl-
ing the levels. On toms, cymbals and 
acoustic piano, again like the 57, it's 
only to be used in emergencies, but it 

did render a pretty good sound. 
With percussion instruments like 

congas and the like it was perfect, real 
crisp and transparent — just what I 
want. It wasn't bad at all on acoustic 
guitar and strings, but didn't cut it on 
bass amps or upright basses at all. 
However, on horns and guitar amps it 
was quite surprisingly a fine choice. It 
handled all sound pressure levels and 
was very transparent and crisp at the 
high mids. The transient response of 
this mic is unmistakably clear and 
quick. On studio vocals, it was on the 
money. 
No Eq was needed — just put it up 

and hit record; the sound you get is 
pro. Here, the ability to let the vocalist 
handle the mic without fear of noise, 

Continued on page 84 
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get a great sound and let him use the 
proximity effect for feel is definitely 
what it's all about. All in all, the SM85 
is the current state-of-the-art version 
of the SM57. To see this more clearly, 
look at their graphs! The frequency 
response graphs show their low end 
response to be virtually the same. The 
mids are smoother on the 85 with the 

10000 wpoo 

(1) Frequency Response: 50 to 15kHz (see graph) 

(2) Polar Pattern: cardioid (unidirectional) 
response uniform with 
frequency, symmetrical about 
axis (see graph) 

(3) Output Impedance: 150 ohms 

(4) Output Level at lkHz: Open circuit voltage - 74dB 
(0.2mV) (OdB = 1V/ubar) 

(5) Total Harmonic 
Distortion: less than 0.25% (130dB SPL at 

250Hz into 800 ohm load) 
142dB with 800 ohm load 
134dB with 150 ohm load 

(6) Hum Pickup: - 7.5dB equivalent SPL in a 1 
millioersted field (60Hz) 

(7) Output Noise: (equivalent SPL; measured 
with true RMS voltmeter) 
29dB typical A weighted 
32dB typical, weighted per DIN 
45 405 

(8) Dynamic range: 113dB (maximum SPL into A 
weighted noise level) 

(9) Signal to Noise Ratio: 65dB (IEC 179) at 94dB SPL 

(10) Cartridge Capitanee: 27 pF 

(11) Power Supply 
Voltage: 11 to 52 VDC 

(12) Current Drain: 1.0mA to 1.2mA 

(13) Environmental 
Conditions: 

Relative humidity 0 to 50%, 
-29° to 74°C ( - 20° to 165°F) 
Relative humidity 0 to 95%, 
-29° to 57°C (- 20° to 135°F) 

(14) Dimensions: 7-9/16" x 1-15/16" (head), 
25/32" (handle) 
192mm x 48.8mm (head), 
20.1mm (handle) 

(15) Weight: 6.3oz, 180 grams 

(16) Price: $345.00 

(17) Warranty: one year 

boost at 5kHz on the 57 and 7.5kHz on 
the 85. This accounts for the 85's 
crisper sound. The construction of the 
85 is certainly more 58-like in durabili-
ty than the dubious capsule mounting 
of the 57. Don't get me wrong, I've 
seen many 57s beat to hell and still 
sounding fine. But, when its little 
wind screen gets knocked off its prox-

imity effect goes out the window. The 
85 on the other hand is about as 
durable as a 58 with exceptional prox-
imity effect, longevity, and 
remarkable transient response. Again 
as far as vocalists are concerned, if 
this suit fits, you'll wear it well. 

Mike Shea 
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nearest note, an invaluable aid if 
you're a little sloppy hitting the voice 
buttons or, during programming, a par-
ticularly tricky rhythm. One further 
setting enables you to defeat the auto-
correct entirely and make your entries 
in 'real' time. This is great for beats 
you deliberately want to be 'out' so as 
to improve the feel. 
Shuffles are created by controls 

which allow you to vary the emphasis 
on odd and even numbered beats via a 
percentage basis. 50%-50% is totally 
straight, 54% (odd note) — 46% (even 
note) is slightly shuffled, and so on till 
70%-30% is reached, this is very shuf-
fled. By applying this, even within 
straight rhythms, the feel can be vastly 
improved and the metronome syn-
drome avoided. 
The player has the facility to link 

rhythm patterns together in a 
predetermined order so as to provide 
the backing for an entire song. Intro, 
verse, chorus, bridge, and all manner 
of breaks and fill-ins can be created 
and then programmed to play in a par-
ticular order. The player can edit, in-
sert, delete, and copy any rhythm link 
within this song chain in a most ver-
satile manner. 
A very handy (new) feature is that 

when you want to copy the contents of 
one drumbeat to another beat slot or 
link you do not lose the information in 
the slot to be copied to. What happens 
is the information in, say, 11 is just ad-
ded on to the contents of slot 23 which 
is what you're copying to. Nothing is 
lost. You can also double the contents 
of any particular beat by creating what 
amounts to a mirror image of itself 
joined tail to head. And then, if you 
wish to, double that yet again. And so 
forth. In order to play in odd timings 
you can determine the length of the 
measure yourself, five beats to a bar or 
27, the choice is yours. 
Plugging the Linn in I noticed there 

was no Safe/Record switch on the back 
panel. Not being able to inadvertently 
record something or being able to 
'lock' the memory to the touch of the 
overly curious was a drag. I can't 
understand the omission. A good idea 
would be a predetermined code 
number that you could choose and 
feed into the Linn to unlock the record 
circuitry, then only you or someone 
you allow could gain access to 
anything other than playback and 
those beats and programs you sweated 
so long over are utterly safe. 
New features really started to catch 

my attention now. The back panel had 
all the individual output jacks for each 
of the voices but there were also five 
jacks labelled Trigger Inputs. You can 
use pads or virtually any audio source 

to trigger any of the Linn Drum snare 
drum, gate it for a clean signal, and use 
it to trigger the Linn into producing a 
snare drum beat onto another track to 
either replace or mix with the original 
snare. This flexibility is definitely a 
step in the right direction. 
I found a CV pair of inputs which 

remotely control the pitch of the snare 
and/or the pitch of the toms and con-
gas. If you use a control voltage pedal 
you can then sweep the pitch of the 
toms during rolls. 
A great feature which I feel bodes 

much for the future is a trigger output 
which is programmable to do more 
than just step your sequencer or synth 
along at constant 8th notes or 16th 
notes etc. The cowbell voice button 
can be switched to this mode and in-
stead of a cowbell being programmed 
you create one step trigger pulse; so, 
play the rhythm you want via this and 
the pulse it creates will mirror that 
rhythm. The keyboard or sequencer 
will determine the note's pitch but you 
will have determined when it occurs. 
Bass lines and sequences will not re-
main the domain of the current crop 
usually associated with their produc-
tion. The possibilities here are vast. I 
hope to see their potential maximised 
in Linns to come. 

Sounds 
The actual quality of the voices is 

very, very good, but this opinion varies 
from person to person. It's a very sub-
jective thing, the bass drum sound one 
person adores and is happy to work 
with drives someone else mad. This 
particular bass drum sound I found to 
be just a little too 'round' for my taste, 
I missed the good healthy click and 
thunk of my own LM-1. But it's 
definitely a sound that many will love. 
The snare was very meaty and suitable 
for anyone's application, the digital 
reproduction of sound has made so 
much difference to every facet of 
music making from the instant-great-
snare-sound of this instance to reper-
cussions that the most imaginative of 
us haven't even dreamed of yet — we 
just have to wait and listen. The hi hat 
was very good but I sorely missed not 
being able to tune it. 
The tom-tom sound was very good, 

too. Sort of a concert tom-type sound 
with an after ring to the beat that most 
should find appealing. They are better 
than previously available factory 
sounds. Cabasa, tambourine, cowbell, 
these all sound immaculately real, 
which isn't too inconceivable seeing as 
they are real. I wasn't too impressed 
with the conga sound or the handclap, 
but again no doubt that an element of 
personal taste creeping in. The 

sidestick snare sounded good but was 
better when tuned almost as high as it 
would go. Of course any of the voices 
which can be tuned can be very in-
teresting when tuning is taken far out 
of the natural range of the voice con-
cerned and a trick or two in the form 
of reverb, echo, phasing, or flanging is 
introduced. 
Programming the beats is straight-

forward enough. Just tap a voice but-
ton for the desired rhythm along to the 
internal metronome's click to keep you 
in time. The metronome, by the way, 
has what seems to be a very quick flam 
of its own click to indicate to you when 
the downbeat of the measure has oc-
curred, and I find this flair — and in-
deed the entire character of the metro-
nome click-to be inferior compared to 
the LM- 1 model and its accompanying 
series of updated, debugged Linns. 
Small point, true, but given a choice I 
think the majority of players would 
agree with me. 
Erase of entire beats, selected beats, 

overdubbing, and the host of program-
ming aids all operated perfectly. The 
trigger in/out mode was great fun and I 
praise the efficiency obtained by neat-
ly co-ordinating this into the Linn it-
self, rather than as an outboard item. 
Being able to read the tempo while the 
Linn is running is a relief although 
there is still no 'fine adjust' control in 
parallel with the beats per minute dial. 
Add a read out that's accurate to a 
tenth of a b.p.m. and I'd really be hap-
py, Roger. Make the tempos on each 
rhythm pattern programmable into the 
memory for instant recall and update, 
and your sales would increase so much 
I blush contemplating it. 
As I mentioned at the beginning, I 

only had a few days to go over the Linn 
Drum and there are many avenues I 
want to explore to fully discern what 
this new model can do and exactly how 
it stacks up against the Linn LM- 1. Un-
til I do an intensive test report my 
general impression is that the Linn 
Drum is still the programmable drum 
machine to go for. Its higher profile 
and reputation coupled with a more at-
tractive price should insure a bigger 
and better future for the instrument. 

If you are considering purchasing 
one for the first time I can certainly 
give it full marks over the bulk of its 
competition (who are all hot on the 
trail), but if you already own a Linn 
have a long listen and a long think 
before trading it in, you may end up 
with a bizarre variety of frustration 
and wish you had the both of them. 

Warren Cann (Ultravox) 
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Audio- Technica 
ATM 1 1 R and ATM9 1 R 

A udio-Technica describes these 
two mics as "for use in high 

quality sound reinforcement systems, 
and for use by professional musicians 
especially for Instrument pickup ( 11) or 
vocal pickup (91)." They go on to 
mention that they can also be used for 
professional recording and broadcast-
ing. Indeed, they do make perfect live 
mics whether for PA or recording. 
However, to be completely fair to these 
mies, I must say that I feel they're two 
of the best all around recording studio 
utility mics I know of. Whenever I'm in 
the studio and find that they have a few 
of these mics, I smile, knowing that no 
matter what sound the producer is 
going for, or whatever instrument is to 
be recorded, I'm covered. I've used 
these mics for just about everything and 
their sound ranges from more than 
adequate to the best. Considering that 
these are two of the least expensive, 
quality mks on the market, that's 
saying something. 
Both are fixed charge condensers 

with cardiod polar patterns. The 
graphic of those two mics are mis-
leading. The ATM91R has more bottom 
end than the ATM11R with the latter 
rendering a better high end response. 
As such, t he two complement each 
ot her. Try Putting bot h of these in front 
of the same guitar speaker — the 91 will 
have a deeper and t herefore mellower 
sound than t hat of t he cleaner-presence 
accent uated 11. The difference is not 
that great, but it's t here. Both mics 
sound fine here and either will do 
perfectly for this job but the subtle 
difference is noticed. The 91 also has a 
better proximity effect (see graphs), 
smoother and not as susceptable to 
peaks and vocal pops, due to its wind-
screen. Given a handful of each of these 
mies, I could feed a PA system or record 
a complete live band without any 
problem at all, using the 91's on vocals, 
bass and drums and the 11's on guitars, 
keys, cymbals etc. Both are durable 
enough for the most demanding road 
work and quite a bit of pounding won't 
alter their sound quality. Internal shock 
mounting virtually eliminates handling 
noise. These old friends can be powered 
by a wide range of phantom DC from 9 
to 52 volts with very little current drain, 

meaning long battery life. They'll 
handle very high round pressure levels 
up to 141dB without distorting. This is 
important when close micing loud 
signal sources such as drums, amps, and 
horns. These capacitors are immune to 
less than extreme temperature and 

humidity problems. As far as output, 
they're a bit hotter than a SM67 and 
very close to a 58 in durability especial-
ly the 91. Both have fast transient 
responses, wide, fairly flat frequency 
responses, and very good sensitivity, 
making them a joy to use. 
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Manufacturer's Specifications ATM I IR 

1. Frequency Response 
2. Polar Pattern 
3. Output Impedance 
4. Output Level 

5. Maximum input sound level 
6. Signal to noise ratio 
7. Power requirements 
8. Current Consumption 

9. Environmental Conditions 

10. Dimensions 

11. Weight 
12. Price 
13. Warranty 

30 to 20kHz 
unidirectional (cardiod) 
200 ohms, balanced 
Open circuit sensitivity 0.32mV 
(-70dBV re 1V/dyne/cm2 
EIA Sensitivity - 143dB 
-49 dBW (OdB= lnW/Pa) 
1Pa= lOdynes/cm 
1 pa = 10 microbars 
141dB at 1% THD 
Greater than 50dB at lkliz, 1 inicrobar 
9 to 52 VDC 
0.3 milliamps at 9 volts 
0.4 milliamps typical from 12 to 52 volts 
Less than 110 degrees F (43 degrees C) 
for appreciable periods of time 
71/2 " x 1341" (head) 

7/ " (body) 
191mm x 35mm (head), 21nun (body) 
6 oz. 170 grams 
$155.00 
one year 

e.-

Audio-Technico Renio(' 

Powered ATM1 IR 



Audio-Technica .1 11191R 

On Test 

Manufacturer's Specifications ATM91R 

1. Frequency Response 
2. Polar pattern 
3. Output Impedance 
4. Output Level 

5. Maximum input sound level 
6. Signal to Noise Ratio 
7. Power requirements 
8. Current consumption 

9. Environmental Conditions 

10. Dimensions 

11. Weight 
12. Price 
13. Warranty 

30 to 20kHz 
unidirectional, eardiod 
200 ohms balanced 
Open circuit sensitivity 0.32mV 
/ - 70dB)re 1V/dyne/cm 2 
EIA Sensitivity - 143dB 
-48dBM (OdB= lmW/Pa) 1Pa = 10 
dynes/cm2 1 PA = 10 microbars 
141dB at 1% THO 
Greater than 50dB at lkHz, 1 microbar 
9 to 52 VDC 
0.3 milliamps at 9 volts 
0.4 milliamps typical from 12 to 52 volts 
Less than 110°F (43°C) for appreciable 
periods of time) 
7-5/32" x 21/2 " (head), 1-15/16 to 13/16" 
(tapered body) 
182mm x 54.2nim (head) 33 to 21nint 
(body) 
9 oz 255 grams 
$175.00 
one year 

As mentioned, I overlap these mies in 
use, meaning one for lows, the other for 
highs. Take micing a Leslie, for 
example. Put an ATI 1 on the top and 
the 91 on the bottom and you've got a 
perfect combination which yields an 
ideal sound. Again, the graphs don't 
show this fact as much as my ears do, 
but I'd easily prefer the 11 to the 91 on 
cymbals and the 91 to the 11 on toms. 

So, let's put them up against the 
standards and see what happens. The 
ATM9I R is very good on bass drum. It 
doesn't touch my current standard the 
SM8I , but does rival the RE20 and 
Sennheiser 421 here. On toms the 9IR is 
one of my favorites, and I know more 
than a few engineers who will use these 
before the standard 421, if given the 
choice. On snare, both mies render 
great sounds, the choice of either 
depends on the tone you're after. Their 
choice over that of the standard SM57 
would depend on whether or not you're 
after a dynamic or condenser sound, no 
one being better than the other. As far 
as hi hats and cymbals, the 11 is a great 

choice. It's smooth response, sensitivity 
and excellent transient response 
renders a sound that's real in terms of 
the actual sounds. This mie may not. be 
perfect on hi hat, however as there are 
mies with tighter polar patterns often 
needed in order to isolate the loud 
snare's signal from this instrument 
recording. Don't get me wrong — the 91 
will give good sounds on the cymbals 
and the 11 can be used very effectively 
on kick and toms. I just have, when 
given the choice, personal preference 
soundwise when it comes to these mies, 
and I've used them both extensively. 
On overall percussion, they're great, no 
doubt about it. 
These mies are OK on acoustic piano 

though there are obviously better mies 
for this instrument, but the sound 
rendered by these is full to good with 
both easily better than a 57 or a 58 here. 
They're very good upright and bass amp 
mies, as well as fine for acoustic guitar. 
In fact, I like them on most acoustic 
instruments, such as strings, vibes, and 
especially horns. Here, they take high 

levels, as previously mentioned, and 
are very good soundwise. They're 
perfect guitar amp mies, and while in 
this case, more than anywhere else, the 
choice is purely subjective, I feel they'll 
st and up against any other mie I've used 
When it comes to live vocal recording I 

trust the 91 as much as any other mie I 
can think of. Furthermore, I know of at 
least one occasion where this mie was 
used for a 24 track vocal recording. 
Here, no other mie, in a studio with an 
incredibly full complement of mies to 
choose from was capable of handling 
the pops and breath sounds of a 
particular female vocalist as well. As an 
added point, those tracks sounded very 
professional. There was no indication 
that a less than top shelf mie was used! 
So, what all this boils down to is a pair 

of mies that are more than just useful 
everywhere. Add to this the fact that. 
they are so durable yet inexpensive 
($155 for the ATMI1R and $ 175 for the 
ATM91R). You can see why I'd like to 
see every studio and sound company 
owning at least three of each! 
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Musician's Viewpoint 

The AF of M: Big Brother to Us All! 

There is much talk in America these days of the erosion of institutions. The church, the 
family, the police, etc., are said to be coming apart at the seams. In these troubled times, it 

is reassuring to occasionally discover that there are some things which never change. 
There are institutions which do weather the storm and will be with us from the cradle to 

the grave. One of these hardy survivors is the American Federation of Musicians. 

W F herever a musician works a gig, be it for "Do you belong to this local and are your dues paid up?" 
the President of the United States or for the 

entrance fee at the local Mom and Pop Club, you can bet 
that the Union will be there. 
For some reason that I have yet to ascertain, there has 

been much talk by members, lately, of trashing the Union, 
burning down the buildings, and heading and gutting the 
officers. I have even overhead one malcontent suggesting 
that the US Government test the neutron bomb on the 
Federation offices. 

I think that it is time to speak in defense of this hallowed 
institution before it is too late. After all, most of us that are 
members, simply by joining, have shown that we need to be 
in an institution. 

I would like to ease bad feelings toward the Union by 
listing its positive points and programs and what it has done 
for all of us. After reading my arguments, I am sure that you 
will feel the same way as I. 

THE UNION HAS: 
(A) AN EFFICIENT EMPLOYMENT PROGRAM 
Think back on the countless gigs the Union has gotten for 
you. Think of all the trust fund and transcription gigs that 
you have had in the past and the fortunes that you have 
made from them. 

In the last 20 years I have been a member of five Locals. 
One (which I won't mention by name in order not to mislead 
the reader into thinking that one Local is superior to 
another) called me to stand with four other trumpet players 
in front of a theater and play fanfares before the 
performances of a musical play. After completing four days 
of a five day contract, the Union Representative was 
informed by the contractor that he, said contractor, had 
erred. It seemed that in reality he wanted only four 
musicians instead of five. After a few drinks with him, the 
Union Representative apologized to me and assured me that 
he would make it up to me by giving me gigs in the future. 
Unfortunately, I wasn't able to capitalize on his generosity 
because I left town after only 18 months. In that time, 
nothing came up. 

(B) A WARM CONCERN FOR THE WELFARE 
AND PROTECTION OF ITS MEMBERS 
If the Union stands for one thing — it is protection. In one 
city, I was working the only steady gig in town. This 
particular club had been employing musicians for some 
years. I, and the others, were shamelessly working for 
under scale. The Union found out and stopped the gig. We 
felt true guilt when the Representative so graciously 
pointed out that the employer, by paying us cash on the 
barrelhead, was cheating us out of our pensions. Happily to 
say, the Union must have collected the pension money 
because the next night we were all back on the gig! 
Once I walked into my Local to get some contract blanks. 

Several officers who were sitting around the hall relaxing a 
few hours from their arduous duties by playing checkers, 
smoking cigars, and drinking coffee, approached me at the 
threshold. 

one asked. 
"Where have you been working?" asked another. 
"You had better tell us because we will find out!" added 

yet another. 
"Maybe you had better step into the office!" suggested 

the one obviously in charge. 
I was impressed by their interest in my welfare and what 

transpired in the office, to say the least, did much for my 
sense of security. 

Finally, the warmth of the Union is shown by their 
adherence to the old axiom: There is some good in every 
man. Just as most of us will concede that Nixon showed 
good sense by officially recognizing China, the Union has 
come to the realization that such men as Hitler, Stalin, and 
Joe McCarthy had a few good ideas also — especially in the 
areas of surveillance. As I said, whenever you work 
anywhere, if the Union knows about it they will be there. 
(C) A MODERN PROFIT-SHARING PLAN 
Whether you work for scale or for free you pay work dues. 
Need I say more? 

(D) A HUMANE PENSION PLAN FOR THE AGED 
A friend of mine told me that his friend had paid into the 
pension fund going back into the ninteen-thirties and being 
recently retired, is now collecting his pension. 

In these days of inflation and/or recession, when the 
Social Security System is in the process of collapsing, when 
insurance companies pull off monumental rip-offs, and 
even when banks require references for the opening of a 
savings account, it must be reassuring to this man after 
generations of Union membership to know that like death 
and taxes, he will receive his twelve dollar a month pension 
from the American Federation of Musicians! 
(E) A FIRM POLICY TOWARDS EMPLOYERS 
TO INSURE PAYMENT — AND PROMPTLY! 
When you work a Union gig such as a wedding or recording 
date, you can be 100% assured that after three weeks you 
will probably get your money. 
(F) A PROGRESSIVE PROGRAM TO FURTHER THE 
ADVANCEMENT AND EMPLOYMENT OPPORTUNITIES 
OF ETHNIC GROUPS 
In every city there is a day when members can go to the 
Union Hall and meet contractors for high paying jobs such 
as weddings, country clubs, debutante balls, conventions, 
etc. We should all of us get down on our knees and thank 
the Union Officers for donating the use of the Hall for the 
purpose of furthering the employment of, the advancement 
of, and alleviating the sufferings of white people. 
With the points that I have raised, I think that I have 

adequately expressed my feelings for the organization, and 
I suspect that I speak for many others . . . UP THE UNION(s)! 

I am tired of seeing my Union the butt of such dastardly 
insults as: 
Q. When two officials of the Musicians' Union get married, 
why do they get married in a bathtub? 
A. Because they like to have double ring ceremonies! 

Jack Walrath 
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Variations On A Sax 
A Talk With Paul Cohn 

Writer, concert performer, studio musician, Jazz 
musician, historian, lecturer, teacher. . . will the real Paul 
Cohn please stand up? 

If the above were a multiple choice question, Paul Cohn 
would have to check "all of the above". And yet, my 
interest in Paul Cohn was in another capacity not even 
mentioned — that of saxophone collector! That's right, 
saxophone collector. With a collection of well over 80 
saxophones, Paul has gathered over the years almost every 
exotic, one-of-a-kind, antique, and downright fascinating 
saxophones one could imagine. 

I managed to steal about an hour of Paul's busy 
performing and teaching schedule one December morning. 
As we talked in his upper Manhattan apartment I could 
almost feel a sense of life and personality emanating from 
t he scores of saxophones that were displayed around us. 
IM&RW: The first question that comes to mind, being 

surrounded by all of these saxophones, is how did it all 
begin? Did you originally set out to become a saxophone 
collector? What happened? 
Cohn: It was a very slow process, and it's only recently that 
I consider myself to be a collector. I always wanted to have 
a full set of saxophones to play professionally, soprano 
t hrough baritone and maybe a sopranino for the Rock band 
t hat I was in . . . I was playing a concert out in Ohio, about 
six years ago, and the school system offered their old bass 
sax for sale for a very low sum, and I bought it, just for fun. 
Very soon after, in the same part of Ohio, the Cleveland 
area, I came across, in an old music store, a very unusual 
bent soprano. So buying those things, combined with 
visiting a collector who has an enormous collection in 
Detroit, I began to see all these different types of 

instruments, and I got really interested in the history of 
them. I started finding them. And there were suddenly so 
many instruments within my grasp that were so unusual 
that I could tie them together... I started acquiring them. 
That's how it all started. 
IM&RW: Do you find that many of the exotic saxophones 

that you've acquired were manufactured in Europe? 
Cohn: Most of the instruments of the saxophone variety are 
from this country. Some of the saxophone-related 
instruments come from Europe. But I could say all but ten 
instruments of my collection are American instruments. 
IM&RW: I see some really interesting saxophones that 

I've never dreamt of, much less seen before. The first one I 
notice, I can't believe my eyes, because it doesn't have any 
keys. . . What is it? 
Cohn: That's the slide saxophone (pic 1). That was made by 
the King Company in the early twenties. In the '20s, there 
was such a saxophone craze; it was a tremendous novelty, 
almost a fad, and the saxophone manufacturers came out 
with all different kinds of novelties to attract buyers. This is 
an instrument that they called a 'C-saxoprano' and it has a 
strap going down the length of the little tubing where 
there's a slit. As you slide your finger up and down the strap 
it effectively lowers the length of the tubing and creates 
different notes. It must have been a novelty then and 
couldn't have sold for more than ten or twelve dollars. They 
weren't designed to last and they've become extremely rare 
because of that. 
IM&RW: This instrument over here is about the smallest 

saxophone I've ever seen. It first reminded me of a saxello 
hut it's much, much smaller. What do you call that? 
Cohn: That's a curved sopranino (see pic 2). Those are quite 
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rare. This is one of my European instruments, probably 
made in italy. This curved sopranino is a modern instrument 
made perhaps ten or 20 years ago. And I only know of a 
handful that are in existence, perhaps five or six. They are 
small but are very well made. They are actually playing 
instruments, although they have a very bright sound to 
them. 
IM&RW: Have you ever had occasion to actually perform 

with one? 
Cohn: Yes. When I play some Jazz gigs I'll take it along with 
me and I'll use it. I use my other sopranino which has a 
darker sound when I play orchestrally, such as when I play 
"Bolero", or in other kinds of concerts. It has a wonderful 
sound and mechanically it's made very well. It's a 
legitimate instrument. There is one smaller that I don't 
have, believe it or not. It's called a sopranissimo, and that's 
in ' 13 Flat'. That was part of a collection in Europe which 
was unfortunately stolen last year. 
IM&RW: Now this also saxophone that I'm holding, the 

first thing I noticed when I looked at it was that the keys 
looked very small and then, to my disbelief, I saw that there 
were actually no pads on the keys. What happened to the 
pads? Did they fall off or what? 
Cohn: This was an instrument that was designed and 
conceived by Selmer, manufactured by Heusher. It's the 
Padless saxophone (see pic 3). Selmer introduced this in the 
'40s as an innovative construction designed to let players 
play faster. The tone holes have a leather gasket 
surrounding them. Where the pads would be, are just metal 
discs, and the discs come down and surround the leather 
and seal off the tone hole. Presumably it could help you 
play faster, but the problem was that the instrument was so 
noisy that when studio players took it into the studio to do 
recording dates, the actual noise of the popping would pick 
up into the microphones, and also, since it was leather, the 
slightest little bit out of adjustment would disrupt the seal, 
so it was always riddled with leaks. They made them in both 
an alto and tenor version and they didn't last very long. 
IM&RW: Now this is really unusual. It's a saxophone but 

instead of a bell at the end, it has what appears to be a bulb, 
an enclosed bulb with holes in it. What do you call that? 

Cohn: That's the Conn-O-Sax (see pic 4), made by the Conn 
People back in the late '20s, around '27 or '28. As I said, 
there was an incredible saxophone explosion in the early 
'20s, and as that fad began to die down, the saxophone 
manufacturers did what they could to keep people's 
interest up. So back in the late twenties, Conn made an `F — 
mezzo-soprano' saxophone, which is an alto sax in the key 
of 'F', and they made the 'Conn-O-Sax'. 
The 'Conn-O-Sax', of which they made only a handful, 

perhaps fifty, is an extremely rare instrument that's 
amazing. It's in the key of 'F' and it's straight, has a bulb at 
the bottom, and it has a key range from low 'A' up to high 
`G', and the keys are arranged very conveniently so that it 
really works. They advertised it by saying, "Plays like a 
saxophone, looks like a heckle phone, sounds like an 
English horn". They showed a picture of someone dancing 
as they played it. It bombed! No one bought them. It was in 
the key of 'F', it was 1928 or '29, and it was just too exotic 
for people to become interested in. They became 
immediately rare. 
IM&RW: I see a saxophone over in the corner there that I 

recognize from seeing Roland Kirk, who was one of my 
favorites. He called it a monzello. Is that correct? What do 
you call it? 
Cohn: I call it a straight alto. (See pic 5.) The Stritch and the 
Moncello were appellations that Kirk gave to his 
instruments, but they are in a sense just conventional 
instruments that are rare now from the period. This is the 
Buescher Straight Alto that they made at the same time that 
Conn made their ' F' Alto and their 'Conn-O-Sax'. It's just 
the body of an alto saxophone with the extension down 
straight with a slight curve in the bell and a straightened out 
neck with a slight curve at the top. However, this particular 
instrument plays beautifully. It's so smooth and it's so easy 
to play that I've actually taken it out on jobs and sat in. It 
plays very well. It's also very rare. They may have made 
only one or two hundred of them at the time. They didn't 
sell very well. 
IM&RW: This saxophone that I'm looking at now looks 

like you can play it with only one hand because of the extra 
Continued. . . 
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. . . Continued 

keys on the left hand. Is that possible? 
Cohn: Possible then, almost impossible now. The 
manufacturers back in the early '20s or so were very eager 
to do customizing jobs, and this is an instrument . . . 
IM&RW: What do you call it? 

Cohn: Well, it's just a curved Soprano. . a one handed 
soprano (see pic 6) that can be played with one hand 
because of extra keys that were requested by the person 
who bought it. This was made for someone who played in a 
circus in 1914. In fact, the bell is inscribed, "Especially 
made by Buescher for the Apollo Concert Company" which 
ran circuses out on the west coast. This guy's act had him 
riding into the ring on a unicycle, playing saxophone with 
one hand, and juggling something in the other hand. The 
inst rument itself is quite ornately engraved and quadrupley 
gold plated, and happens to be a superbly playing 
inst ruinent as well as playable wit h one hand. 
IM&RW: Now there's an instill went that I've seen many 

liners On (( 1h0 0! ropers.. I ossoc e it with Omette 
Colcielon, although I know many players playM this, 
inri uding Charlie Parker. It's a plastic alto, isn't it? Was 
thatmaH u red in th is country? 
Cohn: No, t hat 's an instrument that was also manufactured 
in Europe. This is a Grafton Plastic Alto (see pic 7). It was 
manufactured in England, and it came out in the very early 
'50s. Innovai ive in its design and in its key construction, it's 
t he bane of a lot ( if repairmen because they don't care to 
have to repair it, alt hough the one I have is in excellent 
condition. My repairman has done wonders wit h it.. It 
enjoyed a brief popularity in the early ' 50s. Indeed, Parker 
ami Coleman played it, and despite its odd looks, its white 
plast ic body, it act natty has a very warm sound. It doesn't 
sound nearly as odd as it looks. It's designed for a metal 
neck, and maybe t hat makes a difference in t he sound. 
1M&RW: Now Fin looking (It a su.rophone Ilene absolutely 

cannot believe. I think I • tie going to have nightmares about 
th is one. What do you call that? 
Cohn: This is a Rothophone (see pic 8). This is an instrument 
that was made by Roth of Italy and did not enjoy a great 
popularity. What it amounts to is a very, very skinny 
saxophone based on the Sarrusophone principles. It's got a 

very small bore but the bore is conical and shaped to look 
like a saxophone, so it has a skinny body. It was made to be 
played with a double reed. I use a bassoon mouthpiece on it. 
And it has a very nasal, brackish kind of sound to it. The one 
that I have here is an alto Rothophone, so it's in the key of 
`E-flat'. I use it to play alto saxophone parts. 
IM&RW: OK. I'm looking at it, but I don't believe it! It's 

called an `Octavin', is that correct? (see pic 9). 
Cohn: That's right. It's called an Octavin. This is a bizarre 
instrument. I think it was an instrument that was designed 
to be used in outdoor bands or marching bands. It's a conical 
bore soprano saxophone fingered instrument that's doubled 
over on itself, so it's very, very small and it has a bell that 
you can move around so that apparently if you're marching 
one way, you can change the direction of the bell to the 
direction that you're marching. It was made by Adler of 
Switzerland between 1890 and 1920 in the keys of 'C' and 
'B-flat'. It has a little hook on the bottom which makes me 
think that it can be attached to someone's belt as they are 
marching and at the right time they can just pick it up and 
play it without it getting in the way. It has a very soprano-
like saxophone sound, but a little more wild, a little more 
exotic, less controlled. 
IM&RW: I nook! like to ask you one more thing, and that 

is, with just my brief e.rposure in this room with all of these 
instruments, I feel their personalities. I feel an 
ind i 11(1m:illy from each instrument, but I also sense 
someth ing more. You've been with them for years and 
you're tired with them. Is there some way that you can 
e.rpress your filing about them aesth et ically? What I mean 
is that you w11.4 look upon them as more than just 
instruments? 
Cohn: At this point, of course. In fact, I can't exactly call 
them family but they all have very distinct personalities. 
And when I come to them and when I play them, those 
personalities are revealed every time I perform with them, 
and that's the fun because they cease to be just saxophones. 
They become part of a whole fabric of different people's 
conceptions of what an instrument should be and what it 
sounds like, and as individualized as these instruments are, 
you get whole different kinds of feelings when you play 
each one of them. 

David Gross 
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. . . Continued from page 32 
except for one or two really rare 
cases. Nobody in the Dregs has ever 
been given anything for nothing. We 
are very happy to give an 
endorsement to something we truly 
like and use, though. And that's 
what we do. We're just like any 
other musicians, who look around at 
stuff they'd love to buy, but can't 
really afford. 
IM&RW: Well, is Lexicon building 

anything especially for you? Are you 
involved with advising them in 
terms of practical design? 
Morse: I have no idea. All I can say 
is, they've been really good about 
supporting the band. They haven't 
directly solicited any design input 
from me, but they are always asking 
for my impressions about the stuff. 
Remember — I'm just one of a whole 
lot of people that they may ask, 
'How do you like it?' 
IM&RW: What about amps? 

Morse: I'm using Ampegs right now, 
but I'd love to get a hold of some 
Marshalls. Basically, though, I'd have 
to have a few modifications done to 
the Marshalls to use 'em the way I 
use amps. I use two different kinds 
of amps, a clean powerful one, and a 
distorted kind of amp. I mix them 
together, so I need a pretty low-gain 
preamp output from the first amp, 
and I need some kind of mixer in the 
second one. 
IM&RW: You know, the Dregs are 

considered by a lot of people to be 
one of the hottest, most technically-
virtuostic bands in the country. So, 
I'm sitting here wondering why 
you're not famous, why you're not a 
household name? 
Morse: Well... (pause). 
IM&RW: Yeah, I figured I'd end 

up with an easy one. 
Morse: (laughs). Well, to be a 
household name, you have to, in 
some way, appeal to a majority, or at 
least, a very large audience. What 
we've found is, at the moment, there 
are barriers in the media which 
prevent a lot of people from being 
exposed to what we do. 
IM&RW: Are those barriers on the 

broadcasting side, or the record 
company side, or... well, what kind 
of barriers are you referring to? 
Morse: Well, radio, sure. All the 
mass media. I'm considering 
International Musician, even though 
it has a pretty big circulation, to be 
more of a specialized magazine, and 
as such, not part of the kind of mass 
media I'm talking about. 
IM&RW: Well, specialized in that 

it's read mostly by people who play 
music rather than only listen to it. 

Morse: Yeah. But, I'm talking here 
about the mass media — the People 
magazine-type mass media. All those 
forms of mass media are programmed 
toward conservative, middle-of-the-
road fare. They try to guess what 
people want. Or tell them what they 
want. 
IM&RW: So, you're looking at it as 

if the media is creating that want — 
programming it into us. 
Morse: That's my point. Now, maybe 
the average mine worker or truck 
driver wouldn't like our music if 
they heard it tomorrow, but if he 
were at least exposed to more 
experimental music, at least he'd 

have the opportunity to choose what 
he likes from a larger selection. 
Right now, all radio stations are 

divided into three or four little 
groups, you know? Black, Rock, Pop, 
Country... 
IM&RW: Well, where do the Dregs 

fit in? Why don't you try and 
describe your music, as if to 
someone who's never heard you 
before. 
Morse: It's hard. We were not 
created to be a corporate success, a 
money-maker, or anything like that. 
We just create music that we 
ourselves would like to hear at a 

concert. Steven Dupler 

Horizons of Sound 
Single Coil Pickups 

Wires, coils, turns, magnets, etc can all add up to 
a lot of hype. Or a lot of sound 

DiMarzio single coil pickups deliver the sound without the 
hype Each one has a distinctive performance characteristic you 
can hear, from our vintage 50's VS- 1 with its classic bite, to our 
high output 505-1 and TDS-1, with all the power of a humbucker. 

It's this range and sensitivity that let you sound exactly the 
way you want, whether you install the same model in all 

positions or a different one in each. Your Dimarzio dealer will 
be happy to discuss the way our single coils perform, or send 
$2 for our new 28 page color catalog, complete with product 

specs and applications 

0 mus,cal Instrument F'cieups, Inc 
DiMarzio 

NY-10310 • ale (212)981-9V16 
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A HOUSE FILLED WITH MUSIC 

Musichouse and Vivaldi 
Studios in MiiIndal is the 
first and only one of its 
kind in Scandinavia. 
You will find rehearsal 

studios, recording studios, 
a large stage, video 
recording facilities and 
much more under one 
roof. 
The Cafe is the meeting 

place in the Musichouse 
for musicians where you 
can exchange views and 
news. Here you will also 
find a large stage where 
bands can play, rehearse 
their acts, or simply test 
their equipment. 

Since there are three 
studios in the complex (4, 
8, 24 tracks) it is no 
problem to make live 
and/or Video recordings. 

EDUCATION 
The way to success is often 
achieved through 
knowledge, therefore, we 
will arrange courses on 
several items like stage 
lighting, sound, 
instruments and equipment 
in general etc. If you need 
any accessories, such as 
strings, sticks or skins, 
cables, connectors etc., the 

Music Shop can assist you, 
however late the hour. We 
also arrange clinics where 
the latest equipment and 
instruments are 
demonstrated. If you want 
to sell or buy second-hand 
equipment, you can do it 
during our Swap Shop 
evenings. 

REHEARSAL STUDIOS 
25 rooms are available 24 
hours a day. Every room 
has a lock up cage for 
storage. The rooms range 
from 15 to 50 sq metres. 
Bands utiliising these 
facilities may do so on a 
yearly contract, 
automatically extended for 
another year. If not 
cancelled, you can also 
book by the evening or 
hour, it's up to you. 

VIDEO 
What the ears hear the 
eyes often like to see. To 
this end we offer our 
customers a complete 
audio-visual package 
including a complete 
master recording of two 
songs on video. They are 
filmed in two separate 
studios, each built specially 

for the purpose. We use 
the Urnatic-System with 
broadcasting quality 
cameras. 

VIVALDI 4-8-24 
Musicians and producers 
are offered a studio 
complex of three separate 
studios. 

Studio A: 24-track 
studio for all round use. 
Live and warm, specially 
designed acoustics which 
cater for grand pianos, 
string, woodwind, and 
brass sections and other 
acoustic instruments. 
Studio B: 8-track studio, a 
really compact and light 
studio for rocksessions, 
dubbing, rehearsing etc. 

Studio C: 4-track studio 
suitable for jingles, 

dubbing and demo's. 
These studios offer you 

the chance to work in a 
studio of the right size, on 
work ranging from the 
simplest to more complex 
recordings where all three 
studios are linked together, 
offering up to 60 inputs. 
Vivaldi Studios have 
experienced recording 
engineers at your disposal. 

Studio C can also be 
hired without engineers for 
Do-It-Yourself recordings, 
in order to reduce costs. 

M AJAM A RECORDS 
Wtihin the group we also 
have a record and 
distribution company with 
excellent connections in 
USA, UK, Germany, 
France and Italy. 

MUSIKHUSET 

VIVALDI STUDIOS 

KVARNBYGATAN 10 
431 34 MÓLNDAL 

SWEDEN 



MISSED AN ISSUE OF IM Ek RW? 

OM MIR IBM MIR Man 

BACK ISSUES ARE NOW AVAILABLE TO COMPLETE YOUR COLLECTION 

Please check issues desired: 
7 4/81 Paul McCartney, Yamaha CP-10 Synth, Sonor XK949 Drums 

12 6/81 Andy Summers, Music Man RD 100 112 Amp, Roland GR300 Guitarsynth 

E 7/81 Dizzy Gillespie, Korg MS20 Synth, Staccato Drums 
D 8/81 Jimmy Hendrix, Moonstone M-80 Guitar, Steinberger Bass 
E 9/81 Debbie Harry, Yamaha JX-50 Amp, Crumar Toccata 
II 10 81 Stevie Wonder, Revox PR-99 Recorder, Korg LP- 10 piano 
12 11/81 Brian May, Peavey T15, Roland Drumatix TR808 
D 12/81 Rolling Stones, Eddie Van Halen, Fostex A8 Recorder & 350 Mixer 
o 1/82 The Kinks, TOA Mixer, Gibson MVX Guitar 

2/82 Jimmy Page, Ken Smith SII Bass, Yamaha BB 1200 Bass 
CI 4/82 Bev Bevan-E.L.O., John McLaughlin, Drum Accessories 
11 5/82 Squeeze, Fred Frith, Electronic Keyboards 

E 6/82 Lou Reed, Phil Manzanera, Guitar Effects and Tuners 
7/82 Asia, David Liebman on Jazz. Recording Studio Equipment 

D 10/82 Toto, Lindsey Buckingham, Bass Guitars 
012/82 Rick Springfield, Martin MC-28, Recording Tape 
D 1/83 RUSH, Ursa, Magor X 832, Mixing Counsils 

Name  

Address  

City State Zip  

Mail to: 
.....„[1:11k-111117ilni 
Amu RECORDING WORLD 

12 West 32nd 3treet 
New York N.Y. 10001 

UM IBIMI BIM M18 

I have checked off the back issues I'd like to order. 

Please send me issues of IM & RW at $3.50 each. 

I am enclosing a check or money order in the amount of 
(Canadian orders please add 50(t per issue ordered.) 

Sound and Lighting 
Rental 

KEY 
2W 
3W 
4W 
MB 

Sc 
CDC 

MA 

LA 
TVE 
SFX 
SE 

LA 
SV 

- 2 way 
- 3 way 
- 4 way 
- Mixing Boards ( of 
channels) 
- Speaker Components 
- Compression driver 
components 

- Monitors available 
- Mics 
- Lighting available 
- Transport Your Equipment 
- Special Effects 
- Sound Engineer 
- Crew 
- Local 
- Touring 
- Live Recording 
- Size Venue 

GEORGIA 
ATLANTA SOUND & LIGHTING 
500 Plasamour Dr. N.E. Suite 3 
Atlanta. CA 30324 
Tel: (404) 876-5600 
2W, 3W, 4W, MII1-16-24-32. SC & COC-JBL-
Gauss, MA. M-Electro Voice-Sennheiser, 
LA, TVE, SFX-Eventide-Roland,. SE, C, L, 
T ( regional, LA, SV-500 to 5.000 Great 
sound with great service'' , 

ILLINOIS 
PYRAMID AUDIO, INC. 
18240 Prince Dr. 
South Holland, II. 60473 
Tel: (312) 339-8014 
2W, 3W, 4W, MB- 16-24-32, SC & CDC-
Electro Voice, MA, M-EV-Sennheiser, LA, 
TVE, SFX, SE, C, L, T, LA. SV-06000. 

LOUISIANNA 
MOON SOUND. INC. 

4239 Banks St. 
New Orleans, LA 70019 
Tel: (504) 486-5577 
2W, 3W, 4W, MB- 16-24-32, SC & CDC-
JBL-Gauss, MA, M EV-Shure, LA, TVE, 
SFX, SE. C, L, T (regional), LR, 
SV-0-10,000. 

MICHIGAN 
PRO-AUDIO, INC. 
0-1640 Lake Michigan Dr. N.W. 
Grand Rapids, Mi. 49504 
Tel: (616) 677-5973 
4W, MB-32, SC-Community L&S-JBL, 
CDC-JBL-TAD, MA, M-EV-Sennheiser, 
LA, TVE, SFX, SE, C, L, T, LA, SV-0-6000. 

J.C. SOUND INC. 
1003 Adams St. 
Monroe, MI. 48161 
Tel: (313) 243-6480 
2W, 3W, MB-24, SC-Community L&S, 
CDC-EV-TAD, MA, M-Shure-Crown, LA, 
TVE, SFX, SE, C, L. T LA, SV-Up to 
25,000. Crown Amps. Specializing in 
Gospel concerts and festivals. 

ON-TEN AUDIO 
13637 Vernon 
Oak Park, Mi. 48237 
Tel: (313)544-2570 
2W, 3W 4W, MB-24, SC & CDC-EAW-
IBL, MA M-EV-Sennheiser, LA, TVE. 
SFX, SE, C. L. SV-0 to 5,000. 

NEW YORK 
MANN SOUND, L- D. 
105 Auburn Rd. 
Lansing. N.Y. 14882 
Tel: (607) 533-7122 
2W, 3W, 4W, MB-24, SC-JBL-Gauss, 
CDC-Renkus Heinz-Gauss, MA, 
M-Sennhelser-EV, LA, SFX, SE, C, L, T 
(regional), LA, SV-any. Pulsar Labs 
power amps. 

Guide 
NORTH CAROLINA 
ASSOCIATED SOUND PRODUCTS 
215 Bickett Blv. 
Raleigh, N.C. 27608 
Tel: (919) 829-1143 
4W, MB-27, SC-EV-PAS. CDC-Renkus 
Heinz, MA, M-Beyer-Sennheiser, TVE, 
SFX, SE, C. L, T. LA, SV-0-10,000. 

OHIO 
M.S. ENTERTAINMENT 
1001 East 2nd St. 
Dayton, OH 45402 
Tel: (513) 461-1202 
4W, MB-12-16-28, SC & CDC-EV. Renkus 
Heinz. MA, M-EV-Sennheiser. LA, TVE 
(negotiable). SFX-Eventide, SE, C. L, T, 
LA (negotiable), SV-Up to 5.000. 

STARLIGHT SOUND 
Sound Company 
6426 Bunker Rd. 
N. Royalton (Cleveland), OH 44133 
Tel: (216) 237-4131/524-8857 
5-Way stereo, MB-24, SC & CDC-JBL, 
MA, M-Audio Technica-Shure, LA. TVE, 
SFX, SE, C, L, T. LA, SV-500-20,000. 

SOUTH CAROLINA 
GORDON LIGHT & SOUND 
922 Poinsett Hwy. 
Greenville, S.C. 29609 
Tel: (803) 242-5140 
3W, 4W, MB-24, SC-Community L&S-JBL, 
CDC-Renkus Heinz, MA, M-EV-Beyer, LA, 
SFX, SE, C, L T (regional), SV-Up to 
12,000. QSC series 3 power amps. 8000 
watts. 

OCEAN MUSIC 
933 Broadway, 
Myrtle Beach, S.C. 29577 
Tel: (803) 448-7918 
2W, 3W, M8-16-24, SC á CDC-JBL-Altec, 

MA, M-Shure-AKG, LA, TVE, SFX, SE, C. 
L. LA, SV-Up to 8,000. 

TEXAS 
MUSICIAN'S SOUND 
5301 Bissonett 
Bellaire (Houston), TX 77401 
Tel: (713) 661-7014 
4W, MB- 16.24, SC-EV-Altec. CDC-Gauss-
Altec. MA, M-EV-Shure, LA, SFX. SE, C, 
L, LA, SV-150-15,000. 

VIRGINIA 
STAGE SOUND, INC. 
1013 Campbell Ave. S.E. 
Roanoke, Va 24013 
Tel: (703) 342-2040 
2W, 3W, 4W, MB- Kelsey ' Pro Tour. SC-
Gauss, CDC-Renkus Heinz, MA. M-EV-
Shure-Sennheiser, LA, TVE, SFX-
Deltalab-Roland-Fostex, SE, C. L, T, LA 
(Feeds available), SV-250-30,000. 

WISCONSIN 
Z-LAND PRODUCTIONS 
1408 E. Coolidge Ave. 
Little Chute. Wi. 54140 
Tel: (414) 788-4594 
2W, 3W, 4W, MB- 12-16-24-32, SC-JBL-
Community. CDC-JBL, MA. M-Beyer,  
Sennheiser, LA, TVE, SFX. SE. C. L, T, 
SV-0 to 10,000. New 24 x 8 monitor 
system available. 7000 watts ,! 

CANADA 
PIERCE SOUND 
411 Industrial Rd, Unit 6 
London, Ontario, N5V 3L3 
Tel: (519) 455-7041 
2W. 3W, 4W, MB-Up to 36, SC & CDC-
JBL-EV-MA, M-Shure, LA-96K, TVE. SFX-
Roland-Deltalab, SE. C, L T, SV-Up to 
10.000. 
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Dealer Buyers" Guide 
ALABAMA: 
MUSIC CITY 
113 N. Main St. 

Enterprise, Al. 36330 
Tel: ( 2051 347 7110 
A. 8F, D, E, EK, ER, G, IN, IR, K, M, 0, P, 
RE, RS, S, S/H, SL, SM, SR, SYN. TC. 

ARIZONA 
INSALACO'S MUSIC 
297 N. Broad St. 
Globe, AZ 85501 
Tel: ( 6021 425 7057 
A, 8, 8F, D, E, EK, ER, G. IN, IR, K, M, P, 

RS, S, S/H. SM. SR, W 

CALIFORNIA 
AMBROSIA MUSIC 
411 6th Str., Marysville, CA 95901 
Tek 1916) 743 1944 
A, B, BE. D, E. EK, ER, G, IN, IR, K, M. 0, P, 

RS, S, S/H, SM, SR, SYN. TC, W. 

GUITAR VILLA-DRUM CITY 

6226 Santa Monica Blvd, 
Los Angeles, CA 90038 
Tel, 12131 467 1060 
All major brands. Foreign ft out of State 
shipments 

FLORIDA 

THE GUITAR SHOP 
3813 N. Orange Ave., 

Orlando, FL 32801 
Tel: ( 3051 425 7967 
New Et used guitars, Vintage, Custom repairs 

and restoration. 

ILLINOIS 

SORDYL'S HOUSE OF MUSIC 

3rd ft N Grand, Springfield, IL 62702 
'tel. ( 2171 522 4488 
A. B. BF, D, E. EK, ER, G, IN, IR, K, M, 0, P, 
RE. RS, S. S/H, SM, SR, SYN, TC, W. 

INDIANA 

I RIAD AUDIO SYSTEMS INC 
1701 N. Harrison Street, 

FI Wayne, Ind. 46808 
Tel: ( 219) 422 4731 
A, BF, E, EK, ER, G, IN, K, M, O. P, RE, RS, 
S. S/H, SL, SM, SR, SYN, TC. 

KANSAS 

K.C. MUSIC & PRO AUDIO 
6924 West 79th St. 

Overland Park, Ks 66204 
Tel: (913) 381-5206 
A, B. BE, D, E, EK, ER, G, IN, IR, K, M, 0, 

P, RE, RS, S, S/H. SL, SM, SR, SYN, TC, 

W. Oberheim, Kawal, Bi-Amp, JBL, 
Electro-Voice. Also serving the Missouri 
area. 

LOUISIANA 

GUITAR MASTER 
713A S. Lewis, New ' bene. LA 70560 
Tel 13181 367 2318 
A, BE, D, E. EK, ER, G. K, M, P. RS. S. SiH, 
SM, SR. SYN, TC, W. 

SOUND CITY 
10090 Floride Avenue, 
Baton Rouge, LA 70815 
Tel: ( 5041 272 1460 
A, D, E, EX, ER, G, IR, K, M, P, RE. RS, S, 
S,H, SL, SR, SYN, TC. 

MARYLAND 
VENEMAN MUSIC 
15551 Frederick Rd. 

Rockville, Md. 20855 
Tel: (301) 424-2346 

A. B, BE, D. E, EK, ER, G. IN. IR, K. M, O. 

P. RE. RS. S, S/H, SL, SM, SR, SYN. TC, 
JBL, Tascatri. Yamaha, Marshall, Ludwig. 

Below are paid listings of musical instrument 
dealers intended to help you identify stores 
in your locality so you can see and obtain the 
products described within our magazine. 

KEY 
A Amplifiers 

• Brass 
BF Books ft Folios 
D Drums 
E Effects 

EK Electric Keyboards 
ER Electronic Repairs 
G Guitars 

IN Instruction 
IR Instrument Rental 
• Keyboard 
• Mics 

O 

RE e 
RS 

S/H 
SL 
SM 
SR 
SYN 
TC 

Organs 
Parts 
Recording Equipment 
Repair Services 
String ( for Guitar) 

Second hand 
Stage Lighting 
Sheet Music 
Sound Reinforcement 

Synthesizers 

Travel Cases 
Woodwind 

NEW MEXICO 

WILD WEST MUSIC 
200 Central S.E., 

Albuquerque, NM 87102 
Tel. 15051 243 2229 
A, B, BF, D, E, EK, ER, G. IN, IR. K. M, O P, 
RE, RS. S. S/H. SL (can order), SM, SR, 

SYN, TC, W 

NEW JERSEY 

GILSONITE MUSIC 
40 Grand Avenue, 
Englewood, NJ 07631 
Tel: 12011871 3232 
A, 8, BF, D, E, EK, ER, G, IN, IR, K. M. 0, P, 
RE, RS, S, S/H, SL, SM, SR, TC, W, 
Keyboard specialists. 

NOLDES MUSIC BOX, INC. 
Hunterdon Shopping Center 
Flemington, NJ 08822 
Tel: (201) 782-2824 
A, BF, D, E, EK, ER, G, IR, K. M, 0, P, RE, 
RS. S, S/H, SL, SR, SYN, TC. Acoustic, 
Fender, Roland, Studiomaster, Tama 

ASSOCIATED SOUND PRODUCT INC. 
215 Bickett Blvd., 

Raleigh, NC 27608 
Tel: ( 9191829 1143 
A,E, ER, M, P, RS, S, S/H, SL, SR, TC. 
Specializing in Sound Reinforcement. 

MAC'S MUSICAL MADNESS 
Hwy 321 + Cedar Valley Road, 

Hudson, NC 28638 
Tel 1704) 728 9414 
A, BF, D, E, EX, ER, G. IN, IR, K, M. 0, P, 
RS, S. SM, SYN, TC 4-track recording 
studio 

OHIO 

CELINA MUSIC STORE 
128 West Fayette 
Celina, OH 45822 

Tel: (419) 586-2296 
A. B. BE, D, G, IN, IR, K, M. 0, P. RE, RS. 
S. S/H, SL, SM, SR. W. Dorien Clark, King. 
Kustom. Ludwig, Shure 

BERNIES MUSIC CENTER 
27 East 2nd Street, 
Dayton, OH 45402 
Tel: ( 5131 222 6321 
A, BF, D, E, EK, ER, G, IN, IR, K, M. O. P, 

RE, RS, S, S/H, SL, SR, SYN, TC. 

OKLAHOMA 

DRIVER MUSIC CO 
6600 N.W. 39th Expressway, 
Bethany, OK 731)38 
Tel: ( 4051 789 4711 
A. B. BF, D, E. EK. ER, G. IN, IR, M, P, RE, 

RS, S, Si H, SM. SR, TC, W. 

PENNSYLVANIA 

SPECIALTY GUITAR SHOP 

75 Noble Avenue, 
Pittsburgh, PA 15205 
Tel: ( 4121 921 3204 
A, 13F. E, ER. G, IN, IR, M, P, RS, S. S/H, 

SL, SM, SR, TC. 

SOUTH CAROLINA 

OCEAN MUSIC 
933 Broadway, Myrtle Beach, SC 29577 
Tel: (8031448 7918 
A, B, BF, D, E, EK, ER, G, IN, IR, M. 0, P, 
RS, S, S/H, SL, SR, SYN, TC. 

TENNESSEE 
RAY'S MUSICLAND 
102 E. Morris Street, 

Sweetwater, TN 37874 
Tel: 16151 337 7867 
A, BE, D, E, EK, ER, G. IN, K, M, P, RE, RS, 
S, S/H, SM, SR, SYN, TC. 

TEXAS 
RIVER CITY MUSIC 

4402 San Pedro, 
San Antonio, TX 78712 
Tek 1512) 732 7151 

A, D, E, EK, ER, G, IM, K, M. 0, P, RE, RS, 
S. StH, SR, SYN, TC. 

EVANS MUSIC CITY 
6240 Westheimer, Houston, TX 77057 
Tel: 1713) 781 2100 
A, BF, D, E, EK, ER, G, IN, IR, K. M. 0, P, 

RS, S, SM, SYN, TC, W. 

RICK PHILLIPS MUSIC SPECIALTIES 
2317 Winnie, Galveston, TX 77550 
Tel: 1713) 762 8849 
A, BF, D. E, EX, ER, G. IN, IR, M, P, R, RS, 
S. SM, SYN, TC, Peavey, Gibson, Acoustic, 
Alvarez- Yarn, Polytone. 

McCAMEY MUSIC MART 
Box 867, 507 Burleson Avenue, 
McCamey, TX 79752 
Tel: 1915) 652 3703 
A, BF, D, E, EK, ER, G, IN, K. M. P, RS, S. 
S/H, SM. 

MUSICIAN'S SHOP 
5301 Bissonnet, Bellaire ( Houston), TX 77401 
Tel: ( 7131 661 7014 
A, D, E, EK, ER, G. IN, IR. M, P, RE, RS, S, 

S/ H, SL, SR, SYN, TC. 

BILLY'S BAND AID 
150 Hamlet Shopping Center, 
Amarillo, TX 79107 

TeL ( 8061 383 3232 
A, D. E. EX. ER, G, IR, K, M, O. P, RE, RS, 

S. S/H, SL, SR. SYN, TC. 

UTAH 

GUITAR DOCTOR 

573 N. State, Orem, UT 84057 
Tel: 1801) 226 3015 

A, B, BE, D, E, EK, ER, G, IR, K. M, 0, P. 
RE, RS, S, S/H. SL, SM, SR, SYN, TC, W. 

VIRGINIA 

GUITAR CITY 
470 North 1100 West Centerville, UT 84014 
Tel: ( 8011 292 8461 
A. 13, BE, D, E. EK, ER, G, IN, IR, K, M, 0, P, 
RS, S, SM, SYN, TC, W. 

CANADA 
STEVE'S MUSIC STORE 
415 Queens Street W., 
Toronto, M5V 2A5 

Tel: 14161 593 8888/0704 
A, B, BF, D, E, EK, ER, G, M. 0, P, RS, S, 
SYN. TC, W. 

STEVES MUSIC STORE 
51 St. Antoine Street, W. 
Montreal, PQ H2Z 1G9 
Tel: 1514) 878 2258/2216 
A, B, BF, D, E, EK, ER, G, M, 0, P, RS, S. 
SYN, TC, W 

CONTINENTAL MUSIC 
220 Rideau Street, 
Ottawa, ON K1N 5Y1 
Tel: 16131 235 4223 
A, B, BF, D, E, EK, ER, G, IN, K, M, 0, P, 

RS, S, SM, SYN, TC, W. 

CANADIAN MUSICIAN'S SUPPLY 
14524 118th Ave 
Edmonton, Alberta, T5L 2M8 
Tel:14031 451-5376 
A, B, D, E, EK, ER, G, K, M, P, RE, RS, S, 
S/H, SL, SE, SYN, TC, W. Balder, B.C. 
Rlch, DeltaLab, E-V, Hiwatt, Oberheim, 
Pearl, Yamaha Er more' 

Stud 
KEY 

Track 
P/H Per Hour 
PiD Per Day 
OTC Overtime Charge 
NR Noise Reduction 
TF Transfer Facilities 

R/R Reel to Reel 
ST Studios 

CP Copying 
RH Rehearsal 

ED Editing 
BR Bulk Rate 

ALABAMA 

STUDIO FOUR 
1918 Wise Drive, Dothan, AL 3E303 
Tel: 1205) 784 9067 
T-24, P. H $75, P D $400, NR-DBX, Tr, Ri R, 
ST- 1, CP, BR $400, R/C, MST. CMF, DT, 
VS, SM, DUP, Custom Recording, LP ft 
Production Packages available. 

NEW JERSEY 

THE BARGE SOUND STUDIO 
92 Lionshead Drive West, Wayne, NJ 07470 

Tel: 12011 835 2538 
T-8/16, Pi H- 8 T $30, 16T S40, P/D S260, NR, 
TF, RiFt, ST1, CP, BR, R/C, MST, COMP, 

MIX, DIT, VS, SM. 
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Pro-Audio Buyers' Guide 
COLORADO 

PRO-MUSIC/PRO-AUDIO 

9715 East Colfax, Aurore. CO 80010 

Tel: 13031 3662613 
MC. SP, MS, PA/SYS, PA/SP, P./AM. N, 

DR, DA, CW, UE, R, Mile High Sound- Full 
Monitoring end Full Main Mixing Capabilities, 
Concert Sound Only. 

CONNECTICUT 
EAST COAST SOUND SPECIALTIES 

40 Main St., Danbury. Ct. 06810 

Tel (203) 748 2799 

MT/R-8-16, MD, MC, SP, MS, PAISys, 
PA/SP, TP 1/2  "•'ir P/AM, M, DR, 

EA, CW, UE. R. L. Largest selection of 
signal processing gear in stock al 
competitive prices. 

FLORIDA 
DISCOUNT MUSIC CENTER 
456-1 North Orange Avenue. 
Orlando, FL 32801 
Tel ( 3051 843 2025 
MT/R 2-4-846-24, MD, MC, SP. MS, 
PA/ SYS, PA/SP, TP '4" '5" 1" 7, PIAM, 
M, DR, EA, CW, UE, V, Otan, Biamp, UREI, 
DBX, Delta Lab. 

JC SOUND & LIGHTING 
1131 E. Commercial Blvd. 
Ft. Lauderdale ( Serving Miami). FL 33334 
Tel 13051 776 4915 
MC, SP, MS, PA/SYS, PA/SP, P/AM, M. 
DR, EA, CW, R, Professional Sound & 

Lighting Staging Rentals for Concerts. 

TM SOUND & LIGHTING 

1226 R.E. 4th Avenue, 
Ft, Lauderdale, FL 33304 
Tel: ( 3051 522 1200 
MC, SP, MS, PA/ SYS, PA/ SP, P4AM, M, 

DR, EA, CW, UE, V, L, Crown, DBX, JBL, 
UREI,Altman Stage Lighting. 

GEORGIA 

ATLANTA SOUND & LIGHTING 
500 Plasamour Dr N.E. Suite 3 
Atlanta, GA '1C124 
Tel: 1404) 876 5600 
MD, MC. SP. MS, PAi SYS, PA'SP, P/AM, 
M, UR, EA, CW, UE, V, R, Sound, Lighting 
and Stage Equipment Rentals 

Gluide 

/C 

IX 
'CR 
ST 
3MP 
IX 
/T 

A 

JP 

Reel to Cassette 
Mixing Faclities 
Reel to Cartridge 
Mastering 

Computer Mixing Facility 
Disc to Tape 
Mono 

Stereo 
Video Studio 
Session Musiciens 
Duplication 

NORTH CAROLINA 

THE MUSIC SHOP STUDIO 
102 Cherry Street, 
Black Mountain, NC 28711 
Tel: 17041 669 8138 
T8, P. H $35, P- D. OTC ( Cali for rates), TF, 

RR. ST1, CP. BR $30, RC, MST, DT, SM. 
Complete production and LP packages 
available. 

KEY 
Multi- track recorders 

MD Mastenng Decks 

MC Mixing Consoles 
SP Signal Processing 
MS Monitor Speakers 
PA/SYS Pa Systems 
PA/SP PA Speakers 
TP Tape x , N, r, r 
P/AM Power Amps 

ILLINOIS 

PYRAMID AUDIO INC. 

16240 Prince Drive, South Halland, IL 60473 
Tel: 1312) 339 8014 

MT/R, MD, MC, SP, MS. PA/SYS, PA/SP, 
TP '4", 1" r, P/AM, M, DR, EA, CW, 
UE, R, Crest, dbx, Electro-Voice. Neotek, 

Soundcrah. UREI White. 

BACLE MUSICAL PERFORMANCE 
EQUIPMENT 
3606 W. Harmon Hwy, Peoria, IL 61604 
Tel: ( 309) 676 0982 
MTIR, MD, MC, SP, MS, PA/SYS, PA SP, 
P/AM, M, DR, EA, CW, UE, R, Also 
specialize in sound Reinforcement. 

INDIANA 
1RC AUDIO1DIVISION OF IRC MUSIC) 
5911 East 82nd Street, Indianapolis, 
Indiana 46250 
Tel: ( 3171 849 7965 
MT/R 4-8, MD, MC, SP, MS, PA / SYS, 
PA/SP, TP Yi" 2, PiAM, M, DR, EA, CW, 

UE. JBL, Crown, TeaciTascam, Community. 
Light & Sound, Biamp. 

TRIAD AUDIO SYSTEMS INC. 
1701 N. Harrison Street, 

Ft Wayne, Ind 48808 
Tel: ( 2191 422 4731 
MT/R, MD, MC, SP, MS, PA/ SYST. 
PA/SP, TP, P/AM, M, DR, EA, CW, UE, 
Crown, Electro-voice, JBL, Teac-Tascam, 
Urei. 

GREAT AMERICAN MUSIC CO. 
403 North Broadway, Urbana, IL 61801 
Tel: ( 217) 367 6615 
MC, SP, MS, PA/SYS, PA/ SP, TP, P/AM. 
M, DR, EA, CW, UE, R, V, MusicMan, BGW, 
Marshall, Guass, Electro-Voice. 

LOUISIANA 
MOON SOUND INC 
4239 Banks Street, New Orleans, LS 70119 
Tel:15041486 5577 
MT/R. MD, MC, SP, MS, PA/SYS, PA/SP, 
TP, is, '5", r, r, P/AM, M. DR, EA. CW, 
UE, R, L, AB Systems, Altman, Gauss, 
Sennheiser, Soundcraft, Studer Revox. 

MICHIGAN 
AUDIOLIGHT 
22017 Grand River, Detroit. MI 49219 
Tel: 13131 531 8892 
MT:R, MC, SP, MS, PA,' SYS, P/AM, M. 
DR, EA, ON. UE, R, V, Ashford BGW, 
FOSteX, Roland, Stuchomaster, ETA. 

PRO-AUDIO INC. 

0-1640 Lake Michigan Dr, N.W. 
Grand Rapids, MI 49504 
Tel: ( 6161 677 5973 

MT MD, MC, SP. MS, PA/SYS. PA/ SP, 
TP, ;V, ',a', P- AM, M, DR, EA, CW, UE, R, 

L, Concert Sound Et Stage lighting 
specialists. 

HY JAMES THE AUDIO 
PROFESSIONALS 

2839 Boardwalk, 

Ann Arbor, MI 48104 
Tel: 13131 994 0939/522 0190 
MT/R, MD, MC, SP, MS, PA/SYS, PA/SP, 
TP, Y..", '5", 1', 7, P/AM, M, DR, EA, CW, 
UE, R, V, BTX, dl», Otan, Tascam, Urei. 

DR 

EA 
CW 
UE 

Microphones 

Drivers 

Electronic Accessories 
Custom Work 
Used Equipment 
Rentals 

Video 
Lighting 

TIGHTI SOUND Er UGHT 

1667 S. Isabelle 
Mt Pleasant, MI 48858 
Tel. (5171773 0127 
MC, SP, MS, PA/ SYS, PA , sp, p AM, Nt, 
DR. EA. CW, UE. V, R. Computer Designed 

Enclosures and Sound System Room 

Interface. 

MINNESOTA 

MSC PRO-SOUND 
247 1/2 South Snelling Avenue, 
St Paul, MN 55105 
Tel: ( 6121690-1984 
MC, SP, MS, PA/SYS, PA/SP, P/AM, M, 

DR, EA, CW. UE, R, Specialists in portable 

sound equipment 

NEW JERSEY 

CREIGHTON AUDIO LABS 
740 Haven Place.Roselle Park. NJ 
Tel: ( 2011 241 8233 
MC. SP, MS, PA/SYS, PA/SP, TP, P/AM, 

M, DR, EA, CW, UE, R, Audio action, ASR, 
Soundcraftsrnen, Tangent, Kelsey, WAC 

Custom. 

SOUND ENVIRONMENTS INC. 

50 Park Avenue. 
Lakewood, NJ 08701 
Te): 1201) 364 3044 
MC, SP, MS, PA/SYS, PA/SP, TP s. 
P/AM, M, DR, EA, CW, UE, V. Audio Arts, 
Community Light Et Sound, Crown, Electro' 

Voice, JBL. TAD, UREI. 

LOU ROSE MUSIC CENTER 

1627 Rte. 27 
Edison, NJ 08817 
Tel: (201) 985 3333 
MT/R, MD, MC. SP, MS, PA/SYS, TP, 
P/AM. M. DR, EA. CW. UE, R, BIAMP 

BOW. STUDIOMASTER, ASHLEY. JBL. 

NEW YORK CITY 

HARVEY PROFESSIONAL PRODUCTS 

DIVISION 
25 West 45th Street, 
New York, NY 10036 

Tel: 1212)921 5920 
MT/R, MD, MC, SP. MS, PA/ SYS, PA/SP, 

TP. P;AM, M. DR, EA, CW, UE, V, R, ADR. 
Ampex, Neumann, Otan, Quad 8, 

Soundcrah 

AST SOUND 
250 W. Broadway (111'way & Beech St.) 
New York, N.Y. 10013 
Tel: (212) 226 7781 

MT/ FI, MD, MC, SP, MS, PA/ SYS, PA/ SP. 
TP, P/AM, KA, DR, EA, CW, UE, V, Orban, 

Altec Pro, Crown-PZM, Gauss, JBL Pro. 

NORTH CAROLINA 

SOUND ENGINEERING 
539 Old Liberty Road, 

Asheboro, NC 27203 
Tel ( 919) 672 1312 
MC, SP, MS, PA. SYS. PA/SP, P/AM, M, 

DR, EA, CW, UE, R, BOW. dbx. JBL, 
Studiomaster, Urei Speaker Enclosure 
Manufacturer. 

OHIO 
M.S. ENTERTAINMENT 
1001 East 2nd St. 
Dayton, Oh. 45402 
Tel: ( 5131 461-1202 

MC. SP. MS. PA/SYS, PA/SP. P/AM. M. 
DR. EA. CW. R. L. Ashley, AB Systems, E-V, 
Tapco. Walker. SAE Pro. McCauley. Klark-
Teknik. 

Pl KEYBOARDS AND AUDIO 

13329 Pearl Road, 
Cleveland, OH 44136 
Tel. ( 2161 238 0644 
MT/R-4-8-16-24, MD2 4, MC, SP, MS, 

PA/SYS, PA/SP, TP, P/AM, M. DR, CW, R, 
AKG, BOW, Deltalab, Fostex, JBL, Otan, 

Ramsa. 

PENNSYLVANIA 
RO-CEL ELECTRONICS INC 

731 Butler Street, Pittsburgh, PA 15223 
Tel - 14121 781 2326 

MT/R-2-4-8-16, MD, MC, SP, MS, PAiSYS. 
PA / SP, TP '4", 14", 1", r, PiAM. M. DR, 
EA, CW, UE, V, TEAC/Tascam, Crown, JBL. 
Biamp, Cerwin-Vega. 

SOUTH CAROLINA 

GORDON LIGHT & SOUND 
922 Poinsen Hwy., 
Greenville, SC 29609 

Tel: 18031 242 5140 
MC, SI'. MS, PA/SYS, PA/SP, P/AM, M, 
DR, EA, CW, R, Community Light Er Sound. 

QSC, Electro-Voice. Beyer, ETA, Kelsey, 
Renkus-Heinz. 

TENNESEE 
VALLEY AUDIO 
2821 Erica Place, Box 40743 
Nashville, Tn. 37204-3111. 

Tel: (615) 383 4732 
MT/R-2-4-8-16-24, MC, SP, MS. PA/Sys. 
PIAM, M, DR, EA. CW, UE, R. Mc.Leyvier, 
Linn Drum, 360 Systems. Specialists in 
computer based synlhesizers. Personal 

recording equipment & supply (Foslex). 

TEXAS 

CJ SOUND, 
5979 Williams. Corpus Christie. TX 78412 

Tel: 15121 883 3331 
MC, SP, MS, PA/SYS, PA/SP, P/AM, M, 

DR, EA, CW, UE, R, BGW, Gauss, Lexicon, 
Kelsey, Beyer. Steinberger, Legen. 

THE ELECTRIC EAR 

3702 34th Street, Lubbock, TX 79410 
Tel: ( 8061 793 7293 
MT ,R, MD, MC, SP. MS, PA/SYS, PAISP, 
TP ". P/AM. M. DR, EA, Crown PZM, 
Fostex, JBL, Otan, Ramsa. 

VIRGINIA 

STAGE SOUND INC. 
1013 Campbell Ave. S.E. 
Roanoke, Va. 24013 
Tel: (7031342-2040 
MT/R.8-16. MD. MC. SP. MS. PA/SYS. 
PA/SP. P/AM. M. DR. EA. CW. UE. R. L. 
Speaker reconing & repairs. BGW. Clear 

Corn, E- V. Gauss. Hill. Klipach. Renkus-
Heinz. 

CANADA 
COMMERCIAL ELECTRONICS LTD 
1335 Burrard Street, 
Vancouver, BC V6Z 127 
Tel. ( 6041 669 5525 

MT, R, MD, MC, SP,MS, PA/SYS, PA, SP. 
TP, P/AM,M, DR, EA, CW, UE, A, V 

Canada's largest selection of Pro Audio 

THE PA SHOP 
14524 118th Ave. 
Edmonton. Alberta. Ta. 2M8 
Tel 140 461 5376 
MT/R 2-24, MD, MC, SP, MS, PA/SYS, 
PA/SP, P/AM, M, DR, EA, CW, UE, R, L. 

Audiotrack, Butterfly, JBL, Martin, Orban. 
Otan, Sennheiser, Soundcraft & morel 
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IM&RW BULLETIN BOARD  
Classified Advertising Rates 
; I:tiez line (minimum 2 lines) 

ads - $75 per column inch 
fix rate. 10% discuunt 

12x rate: 20% disccxint 

ChedeMoney Order must y copy 
and be received 6 weeks priaocrcr accompany 

publication_ All classified ads accepted at the 
discretion of the publisher. 

Categories 

Musician's FolUITI (singer; band; specific mu-
sician wanted or available); Instruction; Used 
equipment and instruments wanted or for 
sale; Repair service (custom or rebuilding 
work); Rehearsal Studios; Rentals (lighting 
and/or sound companies; road/trucking com-
panies); Workshops Itt Seminars; Custom 
Recording. 

For information call Mark Warner at 
(212)947-6740 or write: 

International Musician and 
Retort/big World 

12 West 32nd Street 
New York. N.Y. 10001 

BOOKINGS 

Performers' Co-op shows how Er where to find bookings. SASE 
brings details. Natural Acts, Box 162-K, Skippack, Pa 19474. 
12151 489-4640. 

IM & RW Classifieds 
Get Results! 

MERCHANDISE FOR SALE 

MUSIC STATIONARY 
Stationary for the musician and the music lover. SASE gets sam 
pie and price list. Send to: STARKS, Dept. IM, 100 Lembeck 
Ave. Jersey City, N..) 07305 

musician 
AND RECORDING WORLD TM 

12 West 32nd Street 
New York. N.Y. 10001 

> Z 
a. el 

MUSICIANS AVAILABLE  

ATTENTION MUSICIANS !!! 
Looking for a position? Stuck in a rut? 

Need a personnel change? Believe us, we 

know what you go through. Get hooked 

up with other MUSICIANS through 

IM& RW at our special musician's rate 

(only $ 6.00 per line, 3 lines minimum). 

Place an ad under " Musicians Wanted" 

or " Musicians Available" on this page. 

For more info- contact: 

MARK WARNER at IMR, RW 

EQUIPMENT FOR SALE 

FOR SALE 
Double bass. Juzek. Spruce and maple. 1956. Very 
clean, warm tone. Excellent condition. £2,000.00. 
Call Murry at (212) 788-2156. 

••••••., ! 

REMOVES VOCAL FROMMOST STEREO DISCS 
The Thompson Vocal Eliminator can actually remove most or 

virtually all of a solo vocalist from a standard stereo record and yet 
leave most of the background music untouched! Not an equalizer' We 
can prove it works over the phone. Write or call tor a 24 page 
brochure and demo record 
Write to: LT Sound. Dept. I M. P.O. Box 338, Stone Mountain, 

GA 30086 Phone 404 493. COST: $349.00 

SERVICES 

TO MAKE IT AS A PROFESSIONAL 
YOU MUST KNOW THE FACTS. Information free. SASE. 
LaCosta Music Business Consultants. Box 147-R, Cardiff, Ca 
92007 

MUSICIAN? 
GET WITH IT! 

WHY WAIT FOR THE RIGHT GROUP OR RIGHT 
MUSICIANS TO FIND YOUR YOU CAN FIND THEM! 

CALL US! THE MUSIC INDUSTRY'S 
LARGEST NATIONWIDE REFERRAL 

GET THINGS ROLLING - NOW! 

11F!PtlE12 . 
GILL TOLL-FREE: ( 800)328-8660 

(OR CALL 612-825-684B) 

MAKE BIG $$$ PLAYING ROCK & ROLL 
Have bands all over. No Booking Agent 
Fees. No Bar Owner Hassles. Work Your 
Own Hours. Send $10.00 To: BIG $$$, P.O. 
BOX 21171, LANSING, MICH 48910. 

RECORDING TAPE 
CUSTOM LENGTH CASSETTE BLANKS made to 

order featuring AGFA and Magnetic Media tape. Any 

length from C-2 to C-122. For price list write: MErK 
Recordings, Box 195- IM, Mt. Morris, Mi. 48458 or call 

1313) 687-7610. 

BLANK CASSETTES 
Agfa tape loaded in Data Pak shells that you can buy wholesale 
Min. order 24 pieces Ex. C-60 for 86t. Send for price list today 
World Class Tape, Dept. RM12, P.O. Box 7611, Ann Arbor. Mi. 
48107 13131 662-0667.  

BLANK AUDIO CASSETTES 
Direct from' mfr. Below wholesale. Any length 
cassettes. 4 different qualities to choose from. Ampex 
& Agfa master tape from 1/4 " to 2". Studio quality tapes 
our specialty. Brochure. 

ANDOL AUDIO PRODUCTS, INC. 
Dept. IM, 4212 14th Ave., 
Brooklyn, N.Y. 11219. 

TOLL FREE: (800) 221 6578, Ext. 3 
N.Y. Res: (212) 435 7322, Ext. 3 

Would you believe REAL-TIME cassette copies for $ 1.03 
each? Exquisite sound, modest cost.Denon DR-F8 
Recorders, AGFA Tape. Full-color printing and assembly 
available., America's most experienced Real-Time 
Duplicators. Contact GAD (602) 252-0077 PO Box 13054, 
Phoenix, AX 85002. 

INSTRUCTION 

GUITARISTS - AT LAST!! 
Pedals and effects demonstrated 
and explained on cassette. Send for 
"Bread and butter pedals and ef-
fects" for the working guitarist. Also, 
basic Rock, Disco, and Funk styles. 
$12.00 for one cassette, $22.00 for 
both. ' These cassettes contain 
many of the "80's" survival skills 
necessary for the show band, recor-
ding, dance band, and club date 
guitarist. Send check or money order 
to: Robert Acker, 2718 East 63rd St., 
Brooklyn. N.Y. 11234. 

BASSBOOKS 
BY BARRY SAHAGIAN 

E Thumb 'n Snap Bass Vol. 1 500 
E Thumb'nSnapBassVol.2 500 
El Progressive Technique for Electric Bass 350 
O Bass Harmonics 500 
1 Rhythms for Bass 400 
El Technical Bass Studies 400 
O Bass Chords 450 
E Melodies for Electric Bass 400 
== Bass Duets 4  00 
O Guitar and Bass Duets 400 
Li "Bass Expressions" Stereo Cassette Album of 

creative Bass music 4  50 
E Cassettes available for any book each 3.50 

add 604 post for total order $1.20 foreign 
Airmail add $ 1.00 per item. Mass, residents add 5% 
sales tax. 

JAYNE PUB., P.O.BOX 175, Malden, MA 02148 

Earn $35.00 per hour tuning pianos. Inexpensive 
kits. Free information. DSY Music, Dep. M-1, 17 
New St., West Haven, Ct. 06516 

PUBLICATIONS 

DEMO RECORDING TECHNIQUES 
A musician's guide into professional recording Fr demo produc-
tion. 50 pages. $5.50 to: J.E.R.. 485 So. Kellog Way. Goleta, Ca 
93117. 

ROCK MUSIC BOOKS AT 
DISCOUNT PRICES 

Police Complete $ 12.95, Queen 
Complete $ 14.95, Judas Priest An-
thology $7.95, Van Halen Diver Down 
$10.95, Fair Warning $9.95, Black 
Sabbath Shattering Sounds $6.95, 
Black Sabbath Shattering Sounds 
$6.95, AC/DC For Those About to 
Rock $7.95, High Energy Hits $7.95, 
Zeppelin Complete Guitar $9.95, The 
Best of Zeppelin $5.95, Teach 
Yourself Lead/Rock Theory/Rock 
Bass/Rhthym $4.95 each, Hendrix 
Note for Note $5.95, Clash An-
thology $7.95, Yes Complete $15.95, 
Rush Anthology $ 12.95, Journey 
Complete $14.95, Slide Guitar $8.95, 
Biographies-Stones, Zeppelin, Who, 
Pretenders, Springsteen, Hendrix, 
Ramones - $5.95 each, Police 
$12.95. Send check or money order. 
50c for catalog. 
DISCOUNT MUSIC WAREHOUSE, 

PO Box 212-W, Lindenhurst, 
NY 11757. 

YOUR HOME RECORDING STUDIO 
IN PICTURES 

We'll pay for photos of your home recording 
studio to go in a new book called THE "NO 
REGRETS" HOME RECORDING STUDIO. Write: 
AW Books, 4910 NW 79th Ave., Suite 205, Miami, 
FL. 33166. 

SUBSCRIBE 
TO 

I M & RW 



Nothing like it. 

In Cri 

aada; Boosey & Hawkes Ltd. 
279 Yor%gland, WilloWdale, 

Ontario M2.1157 

Dual string ancheng systern variation in 

m arc  sustain. 

1415 Waukegan Rd• 

Northbrook, IL. 60062 USA 

For a catalogue, sen 00 d $3.  



Introducing Synsonics- Drums. An amazing new electronic chum set with a built-in 
computer. So y2u can play drums, even if drums aren't your instrument. 

The set includes a snare drum, two cymbal sounds, bass drum sound and two tom 
toms. One tunable for space,drum sounds. 

You play Synsonics Drums by simply touching the buttons that control the computer's 
pre-programmed drum rolls. Or by hitting the pads with your own drumsticks or fingers. 

This makes Synsonics Drums great to practice and learn on. 
And even better to compose with. The computer has three sets of programmable mem-

ories, so you can layer patterns indefinitely in the record mode. Then play them back alone 
or blended in sequence. 

Synsonics Drums are really useful, though, when you need an accompaniment for 
entertaining or jamming. They can be played through any stereo or headphones. 

Synsonics Drums are loaded with other impressive features like tempo control, pitch 
control and stereo outputs. All in a small portable unit costing less than you'd pay for a 
Synareeelectronic drum alone. 

See Synsonics Drums at your dealer soon.Your jam sessions may never sound the same. 
Batteries and drumsticks not included. 

SYNSONICSDRUMS 

TILE LATEST 
ELECTRONIC JAMMING 

DEUCEM,tlul 1q8:All RIghts 




