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Atough customer. that Rick. One never
knows what to expect next. The driving
force behind Stevie Wonder, George
Benson. Al Jarreau and the Yellowjackets,
when they want great sound. they always
come to Rick.

And with Rick. it's still the same old
story. Dean Markley makes his drum-
sticks from only the finest select hickory,
then leaves the finish off for a better grip,
leaving only the great feeling of natural
wood. Our special sealing process and low
moisture content are all part of each per-
fectly balanced stick.

Of all the
all the world he'll ever play. Rick will never
use another stick. because as time goes
by. Dean Markley quality remains
essential.

in joints in all the towns in

Sodoyourselfafavor. go down and pick
up a pair at your Dean Markley dealer
today. If youdon't. you'll regret it. maybe
not today, maye not tomorrow. but soon
and for the rest of your life.

You know. this could be the beginning of

Ricky Lawson

ot the Yellowjackets.

a beautiful relationship with Dean Markley.

Peon Morkiey
D R U M S T I C K s

DEAN MARKLEY DRUMSTICKS 3350 SCOTT BLVD. #45, SANTA CLARA, CA 95051 (408) 98~ 2456
TELEN 91033500460 MARKIEY SNTA © 1984 DEAN MARKLEY STRINGS. IN(
SENDY $3.00 FOR SPECIAL DEAN MARKLEY POSTER SET
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Presenting the stereo mixing consoles with the
key features the competition makes you pay extra for.

The RamsaWR-5216,WR-5212, and WR:5208.

With a lot of stereo mixing consoles,
high-performance can really cost you.

But Ramsa™ builds in the key
features that deliver the high
performance you want without
the high price.

Key features like a sweepable
mid-frequency three-band EQ
that allows precise adjustment
of all input signals.

A solo button with an easy-

3 to-read LED
8 bar graph
§ SO youcan
instantly
monitor each
input channel individually.

Standard equipment also
includes three auxiliary send Each new Ramsa stereo console has two
% circuits. A pre-fader monitor  stereo input channels. And each channel
¢ foldback circuit. A post-fader  can handle stereo auxiliary and phono, plus

effect send. And a switchable a mono MIC line.
pre/post fader send for either -

& foldback monitoring or effects.
: If your microphones need

10¢ preamplification, the

Three-band  MIC/LINE inputs have a 48V
sweepable mid phantom power supply.

Versatile stereo inputs Flexible output section

|

I

| And for greater production flexibility,
| you'll find three separate main outputs.
{ Sub-outputs A and B for stereo sound.

| Plus a main output for mono sound.

| So if you thought high performance had
|

|

|

|

I

|

|

Please send me more information about the Ramsa™ WR-5216,WR-S212
and WR-S208.

PPPPPPPPPPP

to come with high price, discover the Ramsa
stereo mixing consoles.

Company.

Address.

City. State Zip.

Panasonic
Industrial Company

Phone ( )

Return Coupon To: Panasonic Industrial Company, Communications
Division, One Panasonic Way, Secaucus, New Jersey 07094. IMRW_]

|
|
|
|
|
|
|
{ Name___
|
|
|
|
|
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Editorial

MANY FINE ARTISTS, SUCH AS
painters, often become wildly success-
ful after they have already passed on to
the big canvas in the sky, never know-
ing public appreciation of their craft.
And unless you believe that in the next
life you're going to paint your master-
piece or write the hit of the century, it
really is best to enjoy the fruits of your
labors while you are still in the present
tense. What often gets people through
the trials and the tribulations is per-
severance.

Mark Knopfler persevered. Through
various stages and occupations he con-
tinued to press on toward a goal of
actually recording his songs for larger
consumption. It is important to re-
member that when Dire Straits were
signed, your music was supposed to be
loud, fast and arrogant, or decidedly
four on the disco floor. Instead, Knopf-
ler’s music was tuneful, rarely ex-
ceeded a medium-burn speed and in-
cluded several nondistorted guitar so-
los. We are sure more than one record
company exec shook his head over how
to market Dire Straits. But the band
was successful. When record compa-
nies and FM rock radio stations wanted
3:30-length “smash hits,” Knopfler pro-

vided them with nothing less than 5:30
epic stories.

Knopfler’s perseverance wasrealized
in other ways. His unique sound and
style, developed through years of prac-
tice, guitar swapping and eschewing
flat picks, is really just an extension of
the same tendency toward finding
something of his own and making it
work.

Jack Sonni, the newest member of
Dire Straits, has likewise persevered.
Sonni’s is one of those classic stories,
except it’s true. We knew Jack when he
was working at a music store while
shopping demos for his band and play-
ing the local clubs. Jack stuck it out
even when it appeared that no breaks
were on the horizon.

No breaks had summed it up for John
Waite as well. After some lukewarm
success as a Baby and as a solo artist, it
took last year’s No Brakes album to
really put Waite in the spotlight for the
first time.

From the examples in this issue, we
hope that those of you still waiting for
the big break can see that it can hap-
pen; it’s just a matter of persevering.

Ron Bienstock
Publisher/Editor

We’re Giving Away Two

Casio CZ-101s!

Features:

* 49 keys, four octaves.

* Eight voices
(using one line)
or four (using two).

* 16 preset tone
memories.

* 16 programmable tone
memories.

* Effect section: pitch bend, bend range
(range = 0—12), vibrato on/off, portamento
time (time = 0-99), portamento on/off,
solo, tone mix (level = 1-9), key transpose
(G-F#).
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Name N i
Address -
City State Zip .
Home Phone #

Work Phone #

Male Female Age

Where Do You Generally Purchase

Equipment?

(Entries must be received by midnight, November 10, 1985.)

* Connection terminals: line out, phones, dc9v,
MIDI (in/out); output impedance = |.5k-ohm,
output voltage = | .2v (rms) max.

* 785mm X 300mm X 90mm.

* Weighs just 5.5 kg (including batteries).

What Keyboards Do You Currently

Own?

How Do You Purchase IM&RW?

Newsstand Subscription

Who Would You Like to Read About
in IM&RW?__ —

Send to: October Giveaway
International Musician and
Recording World
242 West 38 Street, #1400
New York, NY 10018
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Happy Anniversary, Hartley

Congratulations are in order for Hartley
Peavey: It was 20 years ago, upon his
graduation from Mississippi State University,
that he made the decision to launch his own
amplifier company. By that time, he'd already
been building amps for several years, having
fashioned his first out of old television parts
when he was just |6,

Today Peavey manufactures not only amps,
but guitars and basses, strings and acces-
sories, effects, pro-audio gear and drums, and
employs a staff of 1,240. Yet Hartley still
bases his operation out of the small Mississip-
pi town of Meridian (population: 42,000),
where he grew up and where his father once
owned Peavey's Melody Music Co. music
store on Second Avenue,

Once again, Hartley, congratulations.

Holdsworth Declares His
Independence

“The Un-Merry-Go-Round,” besides being
the musical centerpiece of his fine new
album, Metal Fatigue, also makes a neat
metaphor for guitarist Allan Holdsworth'’s
career. Embittered by the artistic meddling
he encountered from Warner Bros. Records
during the recording of 1984's Road Games,
he decided to forsake the corporate merry-
go-round.

*“| was bullied around so much by Warner
Bros.,” says the British-born Holdsworth, *I
will never sign with a major label again.” He is
currently with the smaller, independent Enig-
ma Records, and while its distribution is
certainly no match for Warners's, that
shouldn't adversely affect a cult artist such as
Holdsworth. But most importantly, he sighs
happily, "'l get to do exactly what | want.”

Allan Holdsworth: Happy as an indy. ..

The guitaring on Metal Fatigue is in keep-
ing with the title, Holdsworth's tongue-in-
cheek commentary on the recent glut of
hard rock. On tracks such as “Home" and the
title cut, he is noticeably subdued, eschewing
his usual blistering attack for more textural,
atmospheric playing. At times his custom-
made Charvel and self-designed Ibanez gui-
tars sound more like keyboards. MIDI? A
guitar synth?

6 October 1985 IM&RW

by Philip Bashe

No, smiles Holdworth, mostly just an
Eventide H949 harmonizer or a series of
harmonizers used in conjunction with a ster-
eo chorus. | have my own ways of deglitch-
ing the sound, which | won't disclose,” he
chuckles. “It's my secret.” But on his forth-
coming LP, Atavachron, due out this month,
Holdsworth will be using a MIDI controller,
the Synthaxe, of which he says, “I'm excited
about it because it's opened up a new world
to me from a composing standpoint.”

The [4-minute instrumental “The Un-
Merry-Go-Round” has its title taken from a
drawing rendered by his late father, to whom
the piece is dedicated. Sam Holdsworth was,
in his son’s words, “a brilliant piano player”
who abandoned his musical career in lieu of
forsaking his principles, a decision that Allan
Holdworth considered making only a short
time ago.

But right now, he says, “I'm pleased with
the way everything’s going. It's difficult—we
still have a problem with the rent check
every month—but at least I'm playing the
music | want.”

Buchanan’s 10th LP Should’ve
Been His First

Like Allan Holdsworth, 46-year-old guitar
legend Roy Buchanan also has had his fill of
the major labels, which have a tendency to
sign an artist based not on who he is but on
their perception of what he can be molded
into. In the case of Buchanan, who |5 years
ago was offered the lead guitar spot with the
Rolling Stones but turned it down, ‘“they

Roy Buchanan: That’s not a Tele. ..

Photo by Photo Reserve

kept trying to turn me into some kind of pop
star.”

Didn't the idea ever appeal to him?

“Sure it did, to be honest, but after | tried
it, it wasn't worth it.”

After his last album on Atlantic, 1978's
Youre Not Alone, Buchanan was so disil-
lusioned that he vowed never to record
again. “But then | got to thinking, ‘I can't
leave that as my last album; I've got to prove |
can play a little bit,’” so in 1981 he financed
My Babe, a “very low-budget” LP recorded
and mixed in just 48 hours.

Buchanan’s latest, When a Guitar Sings the
Blues, is his first for the Alligator label, and,
says the guitarist, “It should have been my
first, 'cos it's me playing with a band, not a
tape recorder.” Buchanan coproduced with
Bruce Iglauer and Dick Shurman, and
also participating in the sessions was IM&RW
contributor Ashley Kahn, who titled the
song “Chicago Smokehouse™ and in general
assisted with arrangements.

The guitar Buchanan is shown holding on
the LP cover is not his customary '53 Fender
Telecaster but a model built for him by Bill
Lawrence. “It's everything | ever dreamed
of in a Telecaster,” says Buchanan, “His
pickups make it sound like running water;
clean, clear and noiseless.” Its neck, however,
is a Fender.

Are the blues making a comeback, as
evidenced by the chart successes of George
Thorogood and Stevie Ray Vaughan? Bucha-
nan thinks sc.

“I see more and more young people at my
shows,” he observes, “which makes me very
happy. | think they deserve to hear music
other than what's happening on Top 40.”

o
Major LPs Expected This Month

Arista: Jermaine )Jackson, Thompson
Twins, A Flock of Seagulls; Atlantic: Ted
Nugent, Bette Midler, Jean-Luc Ponty,
David Foster, INXS, Spinners, Stevie
Nicks, Peppi Marchello, Freddie Hub-
bard, Crosby, Stills & Nash, Twisted
Sister, Yes, Gary Moore; Capitol: Joe
Cocker, Saxon, W.A.S.P., Bob Seger,
Iron Maiden, Tom Cochrane; CBS: Elvis
Costello, Heaven, Maurice White,
Wayne Shorter, Wire Train, Wynton
Marsalis, Ramsey Lewis; Chrysalis: Pat
Benatar, Divinyls; EM/ America: Phan-
tom, Rocker and Slick, Sheena Easton,
). Geils Band, Peter Wolf, Queensryche,
Kate Bush, Talk Talk; Epic: Adam Ant,
Clash, Arthur Baker, Nena, Box of
Frogs, Bill Nelson, Molly Hatchet; /.RS.:
Jane Wiedlin, Stan Ridgeway, Wall of
Voodoo, Alarm, Fleshtones; /sland:
Robert Palmer, Waterboys; MCA: }im-
my Buffett; PolyGram: Ralph Mac-
Donald, Dexy’s Midnight Runners,
ABC, Kiss, Rush; RCA: Diana Ross, Ken-
ny Rogers, Juice Newton, Annabella
Lwin; Warner Bros.: Phil Alvin, Asia, Mar-
shall Crenshaw, Morris Day, Jan Gar-
barek, Madness, Joni Mitchell, Quar-
terflash, Replacements, Todd Rund-
gren, Wang Chung.
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Wherever there's music,
therc’s BMI. AN

BMI The world's 'argest music icensing organ.zaton
New York (212) 586-2000 @ Nasnvilke (615) 259-3625 e Los Angeles (213) 465-2111
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SANDY GENNARO
Cyndi Lauper Band drummer
It seems as if every time my band plays a
large club or hall | can't hear myself in my
monitor—especially my bass drum. To com-
pensate | pound so hard that after just a
couple of songs my wrists are ready to
cramp. Any advice?
Adrian Stone
San Francisco, CA

There are several things you can do.

VOICE OF

ENPERIENGE

One, is to lower the other instruments’

volumes in your monitor, keeping some
keyboards and the vocals but almost
exclusively your drums. With Cyndi, in
my two monitors | have her vocal, my
Simmons and my drums coming out of
one, and bass, guitar and a tiny bit of
keyboards out of the other.

Another thing you can do is to make
sure the guitar and bass amps are
positioned just behind your ear line.
That way they act as monitors for
those instruments, and all you have to
put through your monitor are the voc-
als and your drums.

You can also combat the problem
psychologically. During your sound-
check, listen to your kit and how it
sounds larger than life, what with the
natural ambience of the room. When
you'’re playing the gig, even if your
monitor level isn’t what it should be,
recall what you heard at the sound-
check and imagine that it’s being mixed
wonderfully with the band.

*
14

CHARLIE DECHANT
Hall and Oates
saxist'keyboardist

| play Selmer Super Action 80 tenor and
alto saxes on stage, as well as a baritone. Do
you recommend using a multiple-mike setup
to handle all these different tones? And do
you play into a mike on a stand or one
mounted on the sax’
Danny Causy
Calimesa, CA
| use the same mike on both my
Selmer Mark VI alto and Mark VI
tenor. | used to use a Sennheiser, but
now | use Shure SM58 cartridges, which
| attach to the bell by way of a special
clamp. It’s better than an alligator clip
off to the side, because with that you
also get the vibrations from the bell.

DAVE MENIKETTI
Y&T Lead Guitarist

I'm a heavy-metal guitarist and am thinking
about getting my Gibson Les Paul refretted.
However, | can’s make up my mind whether

to get high or low frets. Highs are good for
intonation but slow you down, while lows
facilitate speed but make it hard to do
hammer-ons. Any advice?
Paul Hunter
Santa Monica, CA
| also play a Les Paul, a 68 with a
cherry finish. I'd suggest you have jum-
bo frets installed, then have someone
who knows what he’s doing mill them
down about halfway. That’s basically
what | do. The jumbo frets are great
because they're a little bit wider and
enable you to really grab a note, sus-
tain it or stretch it; you'll be able to get
more action out of the string.

Send your questions on equipment, playing, recording, producing, etc., to “Voice of
Experience,” IM&RW, 242 West 38 Street, #1400, New York, NY 10018.
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If you’ve got your eyes on the charts,
get your hands on a CZ-5000.

For a serious musician, switchingto a
Casio CZ-5000 could be all it takes to
launch a serious career.

The CZ-5000, obviously, is no
ordinary synthesizer. It's a full-size poly-
phonic keyboard that gives you the best
of two worlas: the ease of programming
and rich sound of an analog synthesizer,

glong with the clarity, compactness and
data processing speed of a digital.

And that's only the beginning. This
lightweight piece houses a powerhouse
of features, including a programmable

key split, tone layering, a modulation
wheel and an optional sustain pedal. It
also has 64 on-poard sounds created by
Casio’s unique dual line ¢t sound gener-
ators and shaped by six 8-stage enve-
lope generators.

What's more, the CZ-5000's
8-track sequencer gives you, in effect, a
multi-track recording studio wherever
you go—allowing you to enter up to 6,800
notes manually, or 3,400 notes in real
time. These you can edit, mix, then store
on standard cassettes for easy access.

If all this isn't encugh, the sequen-
cer will also drive otner MIDI keyboards
—like our CZ-101 and €Z-1000. And
when it's set to receive MIDI, its 8 chan-
nel multi-timbral capabilites make it
probably the most versatile of any key-
board in its class.

Wherever your career is now, a
Casio CZ-5000 could be just what you
need to launch it onto the charts.

CASIO

Where miracles never cease

Casio, Inc. Electronic Musical Instrument Division: 15 Gardner Road, Fairfied, tJ 07006 New Jersey (2201) 882-1493, Los Angeles (213) 803-3411
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The new AI-RMX64
6-channel mixer/
-track cassette -
recorder from

udio-lechnica

o |

(IF

¢
-9

Start with the basics. Six
input channcls, not four
like most “portable stu-
dios” And any input can
be routed to any tape
track. Record in com-
patible stereo at normal
speed. Or on any com-
bination of I to 4 tracks
(from any other com-

...not only as an input
to the tape, but as a
free-standing mixer on
its own. Every input ac-
cepts a balanced or un-
balanced mike or ling
signals with 60 dB of
available attenuation,
and 72 dB of overali
gain. With patch-in/out

st—b——al T \J VI _\lﬁilwl“‘ N o s

bination when dub- , —~ ftor every channel. Plus

bing) at double spced. two “send” circuits for

With Dolby* B or C noise reduction. And cvery channel. Even 48V o phantom-power

punch-in/punch-out on any track. Even vary professional condensers. But thats not all.

speed £15% to match instrement pitch Dual-frequency EQ of each input gives you Qe

exactly. far more control than the usual glorified tone 5
All of the above and more makes the controls. Peak or dip at selectable low and high |

AT-RMX64 a very impressive cassette recorder. frequencies. Or sclect ahigh pass filter for the

But the mixer section is even more remarkable  bass and shelving of the highs up or down.

Grow with it! --

*TM Dolby Laboratorizs Licensing Corp. Circle Number 7
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Thats truly im-

pressive flexibility.

And vou can send any

input to any sub output

and/or tape channel. Add

signal processing from two re-

turn channels. Pan between

channels Tand 2 if vou wish. Or
monitor any combination of channels
with the solo bus. Create a PA mix and a
monitor mix if vou wish, and record the
output while vou perform.

The AFRMXO6+4 feeds your amps at +-+4 dBm,

not —10 dBm like the "little” mixer/ tape re-
corders, With up to +18 dBm before clipping

so that vour can usce all the power in vour amps.

In short, every basic feature
vou need for mixing on the
road or in the demo studio.
Yet the AT-RMXGH is so casy to
usc even a beginner can benefit from
its almost intuitiveé design. And as vour
mixing and recording becomes more
sophisticated. you'll find the ATRMX6+4
design grows with you. Both as a "live”
mixer and full-feature recorder. Indeed, the
more you know, the more the AT-RMXO4
has to offer.
Don't settle for a recorder/mixer that
can't take vou all the way to the top! Try the
AT-RMXO6+ at vour Audio-Technica dealer, or
write for our colorful literature today.

/ audio-technica.

Audio-Technica U.S.. Inc.. 1221 Commerce Dr.. Stow. OH 44224

World Radio History

(216) 686-2600
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“How can I
break into a
music business
career?”

|

|

|

|

|

: With state-of-the-art training given
by industry professionals at The Music
I Business Institute.

| With broad exposure to all aspects of
| the business, giving you the valuable
| backgyound vou need for a technical,
marketing or management career.

I Learn recording studio/concert/video
| production, artist representation/man-
| agement, promotion/marketing, retail-
| ng'wholesaling, publishing, copyright
laws, much more.

I Career placement and financal aid

| available. Why not take a few moments
] now to find out more?

|

|

|

|

|

|

|

|

|

|

|

Free career booklet.
Write or call toll-free:
800-554-3346.

Name

Address __ — S S
Cuy State Zip

Phone ¢ ) Yr. H.S. grad

THE MUSIC
BUSINESS INSTITUTE

Dept. IM; 3376 Peachtree Road; Atlanta, GA 30326

Circle Number 9

“State of the Art”
Music Products

Smith
Electric
Basses

(4, 5 & 6 String)

Smith

Electric Bass
Strings

(Over 30 different
sets to choose
from)

Smith Active
Replacement

Smith Electronics

Replacement
Bass Pickups

P J & Soap B .
(P. J & Soap Bar) Smith

Replacement

Bass Bridges

Dealer Inquiries Welcomed
Ken Smith Basses, Ltd.
(212) 243-2777
27 E. 13th Street, NYC, NY 10003
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Austin, TX/ZEITGEIST

Zeitgeist, which means “the general intel-
lectual, moral or cultural climate of an era,” is
an ironic name for this sexually integrated
quartet. With their basic guitars-bass-drums
lineup and frequent referencing of folk and
folk-rock styles, Zeitgeist are certainly of
their time—witness the recent success of
REM. and the major-tabel signing of the
Washington Squares. Yet they are considered
something of an anomaly in their home town,
which has come to national attention by way
of its blues heritage and artists such as Stevie
Ray Vaughan and the Fabulous Thunderbirds.

Lead guitarist John Croslin can't explain
the folk elements in the material he cowrites
with guitarist Kim Longacre. “In fact,” he
claims. “I'm really not that big on folk and
don't listen to it much. The songs just seem
to come out that way.”

Croslin’s shared lead vocals with Longacre
go a long way toward creating that folk
flavor. Neither has an outstanding voice—he
intones rather than sings, in a deep, husky
register and with a deadpan delivery reminis-
cent of Lou Reed’s, while her voice is plain
and pretty. Buz insteac of adhering to lead/
harmony roles, Croslin and Longacre sing as
one entity, which could be the reason why
their lyrics often seem androgynous. Croslin,
again, is unable to articulate the origin of
their approach; it's as if he sees himself
merely as a medium through which the songs
egress.

Quite often, the tunes on the group’s first
LP. Translate Slowly, contrast melancholy
themes with bracing, energetic playing:
“Things Don’t Change,” which delivers the
unsettling message “Things don’t change/
They never have,” is backed by a gale-storm
performance from the band, especially Keith
Moon-inspired drummer Garrett Williams,
who randomly detonates cymbals when not
careening around his kit, playing single-
strcke rolls. He and bassist Cindy Toth
comprise a first-rate rhythm section whose
keen understanding of dynamics is at the
center of Translate Slowly's best cuts.

Not long after forming in 1983, Zeitgeist's
members—all in their early 20s—issued an
indepencent EP. Transiate Siowly, out on
Atlanta’s DB Records (making Zeitgeist that
label’s first out-of-town signing), was record-
ed with an MCI [6-track, a Tascam eight-
track and a Ramsa WR-8616 console at
Austin's Europa Sound Center, Croslin cop-
roducing with John Viehwig. Like many of the
newer, streamlined American bands,
Zeitgeist's equipment is rather elementary:
Fender Telecaster and Stratocaster guitars
plugged into Fender Deluxe Reverb and
Super Reverb amps; Fender P-bass put
through Acoustic |-15" amp: and five-piece
Ludwig drum kit with Zildjian and Sabian
cymbals.

—PB.
Maragement/booking: Donnie Radcliffe, c/o
{508A Kirkwood Rd., Austin, TX 78722.




London/SIMON TOWNSHEND

C'mon Simon, give it up! What's 't gonna
be, boy? The simplicity of being abie to plug
that R.C. Griffin Schecter (which big-
brecther Pete gave you) into a Boogie amp,
turning up all the settings and cranking? Or
sitting around your flat with friend David
Tickle's Fairlight CMI and molding power-pop
masterpieces like “Barriers” fron your new
LP, Simon Townshend’s Moving Target! Guitars
or keyboards?

“I'm really a very simple rock guitar
player,” says Townsnend n an accent as thick
as mwtton gravy. “I'm not the type of
guitarist who's going to get a big rack of
pedals or a guitar synth, because I'm not
technically capable of anything much more
than what | know | can do with my Schacter

and my Boogie. | love playing guitar because
of that simplicity, whereas with keyboards
you sit down and become completely
engrossed in a different sort of way.”
Guitars, keyboards or whatever, Simon
Townshend is impressively adept at combin-
ing stunning pop melodies with real rock &
roll aggression. Aided by producer Neil
Kernon (Hall and Oates), who, says Town-
shend, “reduced the instrumentation and
gave us more space,” Moving Target's tracks
display hard-edged guitar hooks and tight
vocal harmonies (“"Meet You"), fresh lyrical
insights (“'Barriers,” the first single) and killer
keyboard-sprinkled pop tunes (""Cast Away,”
our choice for second single).
Twenty-four-year-old Simon Townshend
has been a musician since the age of nine; his
best mate as a child was Tony Butler, now of
Big Country. Claims Townshend: “‘At age nine
we were jamming every Sunday, we had a
band when | was ten, we were doing gigs
when | was eleven and began recording when
| was twelve.” Townshend and Butler carried
on for nearly 10 years, playing in acts dubbed
Sounds of Green Lightning, Stringy Sounds,
Clearpiece, On the Air and “tons of others.”
The latter group's drummer was Mark
Brzezicki, now Butler's rhythm section mate
in Big Country. Both he and Butler appeared
on Simon's 1983 debut, Sweet Sounds, and on
Pete’s solo LPs Empty Glass and Chinese Eyes.
The younger Townshend's dilemma over
guitars and keyboards hatched when he
found that he had Tickle’s Fairlight on perma-
nent loan. “The Fairlight gives me complete
freedom,” he explains; “it is undoubtedly the
best thing available for a writer because
you've got every sound you could ever want.
It can bring about a lot of things that normally
wouldn't happen. I'm sure | wouldn't have
written some of the songs on the album if it

hadn't been for the Fairlight; it has sounds
that give you a certain feeling.”

Townshend is currently traipsing around
America on a club tour with a small, tightly
knit band of musicians from Hull, England.
Drummer Dane Morrell plays a simple three-
piece Ludwig kit, bassist Andy Shillito—who
formed the band for Townshend—thumps on
a '58 Fender Precision, and second guitarist
Geoff Carline uses Townshend's guitars be-
cause "he hasn't found anything he's happy
with yet.” The cream of Townshend's guitars
is an R C. Griffinized Schecter originally
made for Pete, who then sold it to Simon. As
Townshend puts it: “Schecters are gorgeous,
powerful guitars and reliable as hell. | really
fove playing guitar live, and despite how |
made the record, | wouldn’t dream of playing
keyboards live.”

But he is using an E-mu Emulator on stage,
he admits, adding, “‘I'm preprogramming our
whole set into it, all of the sequences and
keyboard patterns. I'm not taking a keyboard
player on this tour.”

So how do we keep Pete out of the story?

“| don't think I'll ever surpass the stigma of
having Pete as my older brother until | have a
hit record,” sighs Simon. “As soon as | have
that I'll be able to feel like I've done my own
bit. Then, of course, I'd like to see it keep
snowballing in the same way the Who did.
One of the beauties of that band was that it
never stopped, and that's probably why it's
such a large shadow that's been cast, though
I'm in no shadow at all.

“Sometimes | think people feel slightly
sorry for me, and they shouldn't,” he empha-
sizes, “'because | haven't got a chip on my
shoulder about it.” —MS.
Management: lan Grant, 5 Wigmore St., Lon-
don W1, England; Booking: Premier Talent, 3 E.
54 St., New York, NY [0022.

Champaign, IL
THE ELVIS BROTHERS

What's in a name! Well, when you name
your band after the king of rock & roll and
build a solid local rep by performing Presley
covers from an onstage songbook, you're
bound to spark some preconceptions. “
think a lot of people still think we're three fat
guys in white outfits trying to impersonate
Elvis,” says Graham Elvis, colead singer and
bassist for the Champaign-based Elvis Bro-
thers. “Actually,” he quips, “we're trying <o
impersonate Aimee Mann from Til Tuesday.”

Graham, guitarist/vocalist Rob Elvis and
standup drummer Brad Elvis (no, they're not
brothers) began playing together in the fall of
‘81 and soon were working steadily in and
around their home town.

Before Brad joined up, Rob and Graham
honed their skills by playing barbecue joints.
“The first place we played in,” Graham
recalls, “the owner said, ‘What's the name of
your band? We said, ‘We don't know yet. It’s
gonna be either Rob and Graham, or the Elvis
Brothers.’ He said, ‘| think you better go with
Rob and Graham.’ Then we looked at the guy
and said, ‘Well then, it’s the Elvis Brothers.”
And the band took off from there.

Signed to Portrait, they recorded rtheir
debut LP, Movin’ Up, filled with manic foot-

Photo by Benno Friedman

stompers, relentlessly memorable hooks and
a couple of rockabilly raveups. For the
follow-up, the Elvis Brothers went into the
studio with guitar whiz Adrian Belew pro-
ducing. He added a hint of eclecticism to the
band’s already varied, punchy sound. “'He just
basically wanted to capture the energy and a

little of the rawness that we have live,” says
Brad.

Though originally lumped in with the
neorockabilly school led by the Stray Cats,
the Elvii make mention that that's only a small
part of the music they enjoy playing. “That's
why we called the new album Adventure
Time," says Brad. “We just wanted to break
out of that mold.”

“We're fans of all styles of music,” Rob
adds, “and that comes out in the way we
write.” On Adventure Time, those styles
include horn-based soul (“Count to Three"),
Buddy Hollyish rock & roll (“I Wonder
Why™) and pulsating, singalong DOR (““Chin
Up").

“You want a list of equipment?” asks
Graham. “‘Oh, that'll take about two sec-
onds.” These brothers travel light.

Rob plays a 66 Fender Strat and a '67 Telly
through a ‘61 Fender Pro amp, while Graham
uses Aria basses, an Ampeg SVT 300-watt
head and a |BL Cabaret cabinet with one
15" speaker. Drummer Brad pounds and
jumps on a four-piece Slingerland kit with a
28" bass drum ('‘a humongous thing”) and

one solitary cymbal. — Douglas Brod
Management: Ken Adamany, 315 W. Gorham
St, Madison, WI 53703, Booking: ICM, 40 W.
57 St.. New York, NY 10019.
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THE MODEL 440 EVERYTHING

Valley People introduces its new model 440
limiter/compressor/dynamic sibilance processor,
housed in a single-space rack package. The
compressor control section features continuous-
ly adjustable attack and release time and ratio,
coupled with an interactive expander control to
reduce residual noise. Other features include

fixed 60:1 ratio for the limiter; Gain Recovery
Computation circuitry; barrier strip connectors;
safety clipper; and electronically balanced inputs
and outputs. Suggested retail price is $599. For
more information, write Valley People, Inc.,PO.

Box 40306/ 2817, Erica Pi., Nashville, TN 37204,

or call (615) 383-4737.

Circle Number 100

NOT A SEQUEL
TO BLADERUNNER

Guild Guitars introduces its new Bladerunner
series of electric guitars, featuring a new angular
body design and radical triangular cutaways in the
body. All Bladerunner guitars come complete
with Kahler Pro tremolo system, EMG "Fat
Control” pickup systems, anodized black hard-
ware and Guild Pumping Iron strings. Guild also
offers a range of custom finishes and the radical
"Safe-Case” for extra protection. Suggested
retail price is $1.499. For more information,
write Guild Guitars, 225 W. Grand St., Elizabeth,
NJ 07207, or call (201) 438-4400.

Circle Number 101

WELL, WE'VE SAMPLED
EVERYTHING ELSE

E-mu Systems has announced the introduction
of its new SP-12, 12-bit sampling percussion
system. Features include a full complement of
acoustic and electronic drum sounds; cassette
and disk-drive options; built-in sampling with
memory; programmable tuning, decay, mix-level
and tempo controls; touch-sensitive play buttons;
multiparameter modes; flexible repeat and sub-
song functions; real or step time; and built-in
SMPTE time-code reader/generator. Suggested
retail price is $2,745. For more information,
write E-mu Systems, Inc., 2815 Chanticleer,
Santa Cruz, CA 95065, or call (408) 476-4424.

Circle Number 102

TOBIAS ]

BASIC i

FIVE- il ’

STRINGS i
|

Famous Hollywood luthier Michael Tobias has
introduced his new Tobias Basic Il five-string
bass. The instrument features the traditional
Tobias five-piece Muitilam™ neck. built through
an alder, koa or wainut body. Avaitable in 30"-,
32"- or 35"-scale lengths, the Basic Il is powered
by Bartolini pickups custom-mads to Tobias’s
specifications. Suggested retail price for the bass
plus hard-shell case is $1,550. For more informa-
tion, write Tobias Guitars, 1614 Cahuenga Bivd.,
Hollywood, CA 90028, or call (213) 465-2656.

Circle Number 104

C-TAPE DRUMS?

C-Tape Developments has announced the
availability of its Cactus digital electronic drums.
EPROM-based voices for the kit include toms,
snare, bass, hi-hat with pedal, crash and ride
cymbals, claps, gong, cabasa, claves and tam-
bourine. The starter kit with three toms, bass
and snare, including pads and cables, carries a
suggested retail price of $1,950. For more
information, write C-Tape Developments, Inc.,
P.O. Box 1069, Palatine, IL 60078, or call (800)
562-5872.

Circle Number 103
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Beef Up Your Amp’s Performance
Announcing Same-Day Service. . . for all Amplifiers. . . from MESA-Boogie

Don’t wait for your amp to die on the gig. And don’t put
up with its wimpy, half-hearted performance any longer.
Sure you want a new Boogie. . .butif you can'tafford one
right now, you should up-grade your present amp with
our tubes and speakers. It's simple: MESA-Boogie builds
amplifiers recognized the world over for top quality and
performance. So naturally we know better than anyone
else what tubes and speakers work best. And they can
make a huge difference in your amp. But to get the best,
we had to help make them.

EXAMPLE: We spent over three years perfecting the 6L6

power tube, and then applied this real-world knowledge

to models that fit most amplifiers. . .because you de-

manded them!

FACT 1 Triple thickness mica spacers prevent damage
from high vibration.

FACT 2 Slotted grid rods ensure precise alignment for
greater efficiency.

FACT 3 Enriched cathode chemistry boosts emission
for greater sensitivity.

FACT 4 Double getters purge out more impurities for
longer reliable life.

MESA STR TUBES are now available for Marshall, Fender,
Peavy, Music Man, Ampeg. . .and of course Boogie. Each

6550-A STR 418

6V6 GTASTR 417

Orders via credit card, bank check or m.o.

Shipped Same Day!
Monday thru Friday
We Pay Shipping!
Throughout Lower 48 States
¢ ABSOLUTE HIGHEST QUALITY

¢ SATISFACTION GUARANTEED
¢ FULL 5-DAY RETURN PRIVILEGE

24 HOUR

ORDER LINE
(707) 778-TUBE
Use your VISA or MASTERCARD

(orders also shipped COD or prepaid but personal
checks cause 2 week delay, COD orders add 10%
t0 tubes, $5 per speaker: California Residents add 6%)

NEW! Full Color Catalog sent with every
order. . .or send $2 for first class postage.

6CAT7/EL-34 STR 416 318
616 GC STR 415818

™)
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MESA SPAX7 7025

MESA STR Power Tube undergoes a multi-test program Name

created just for music professionals. All tubes are precisely Address

matched: Weak ones are rejected . . . not graded 1 through ) !
10 and matched to others that are equally weak. We give City Zip
vou the straight facts, with better quality, better prices, Phone

and a better warranty: six full months. So go
ahead . . .beef-up your amp’s performance. You can call
right now!

EVM-filack Shadow 1

The Black Shadow Line of Speakers S S D D €

Your identity on stage depends on your
sound (so does ours!). And the best im-
provement you can make is to upgrade
your amp with one of these great sound-
ing speakers from the Black Shadow Line.
MESA-Boogie gets right in there with the
world’s major speaker builders, helping
them improve their procucts for the mod-
ern musician. And because of our efforts,

$110 EVM-Blac "Shagow 157 $120

_77'( =,
"‘—‘

MESA:Black Shadow &80

EVM.-Black Shadow

The World's Finest Speaker. Period. By
featuring them in the Boogles, we've helped es-
tablish these cast frame monsters as the indus-
try standard— the premier— against which all
others are now judged. The factis, their fat low
end and refined highs make any amp sound big-
ger. bolder, warmer, punchier and more satisfy-

Ing. And for an explosive 4x12, install just two
along with your Celestions. Check it out: The
EVM-Black Shadows make the very best quality

so much mare affordable. . .in tour full-range
versions: 200 watt 10, 127 & 15" plus our new
400 watt 15!

we're able 1o offer vou unrivaled pricing
on these top quality Black Shadow
Speakers!

Black Shadow Special: Dis-
count $5 per speaker on orders

Celestion-Black Shadow

This speaker delivers all the searing power-
sound that 1s part of Celestion's rock hentage,
yetitis not limited to a one-style sound. In fact,
tie clear, warm brilflance and all-around versa-
tility of the Celestion-Black Shadow wlil sur-
pFse you, But when you step down hard on your
amp, you'll hear the trade-mark sound of the

MESA-Black Shadow

This speaker is a sleeper. It delivers more
amazing sonic quality and high-power perfor-
mance—per dollar—than any other. Weve
blended together the best of speaker features
into this responsive, broad ranging driver. )t can
sound warm, shimmering, smooth and clear

-or rude, biting and aggressivel A “no sweat”

=y of 4 or more! May mix types!

cwnch-monster Celestion atits very best. Con-
seqvative y rated at 90 watts.

150 watt rating makes this the heavy-weight
challenger whose beefy sound complements
any high-power amp. An outstanding perfor-
mance value—that's avaitable nowhere else
And it's at a price that's unbelievable!

EVM-Black Shadow 10" $110
EVM-Shadow 400 w. 15" $155

It’'s Within
Your Reach!

MESA

100 watt 4x12 stack from $1200 60 watt 2x12 stack from $925
Mark 1I-C combo from $750 @ 400 watt EVM 15 Bass cab from  $350
60 watt SOB combo from $500 MESA-Boogie 1317 Ross St., Pealuma, CA 94952 (707) T78:6565 Monster EVM Keyboard cab from $425



EQUIPMENT F|LE I

USE THE OBI MATRIX,
SPOCK

Oberheim has unveiled a new |2-voice MIDI-
equipped synthesizer based on its popular Xpan-
der module. Called the Matrix 12, it has 12

independently programmable voices—each
composed of two oscillators with simultaneously
available square, sawtooth and triangle wave-
forms, five envelopes, |5-mode filter, 15 VCAs,
five LFOs, four ramp generators, three tracking
generators, frequency modulation and lag pro-
cessor. The five-octave keyboard has velocity
and release velocity, and is divisable into six user-
programmable zones. The Matrix 12 also has 100
single-patch memory locations and 100 mul-
tipatch memory locations. Suggested retail price
is $4,995. For more information, write Ober-
heim Electronics, Inc.. 2250 S. Barrington Ave.,
Los Angeles, CA 90064, or call (213) 473-6574.

Circle Number 105

WIRELESS LIGHTNING

g
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‘“‘ Nady introduces the world’s first production

wireless guitar with built-in VHF wireless trans-
mitter and standard 501 VHF receiver. The
Strat-style guitar features alder neck through
maple body; ebony fingerboard; jumbo frets;
lightning bolt inlays; 25'" scale; two humbucking
pickups; custom tremolo and locking nut with
string tree; Gotoh tuners; and transmitter on/off
switch with LED indicator. Suggested retail price
is $1.500. For more information, write Nady
Systems, Inc., 1145 65 St., Oakland, CA 94608,
or call (415) 652-2411.

Circle Number 106
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WAIT 'TIL SUNDOWN

Sundown Technology proudly introduces the
SD50C Formula 50, 50-watt tube amplifier. The
Formula 50 features an all-new design including
switchable overdrive stage; versatile tone con-
trols; Accutronics reverb; and Sundown’s exclu-
sive Governor™ control for advanced overdrive
capabilities. Other features inciude ac outlet,
overdrive foot switch and stacking cabinet cor-
ners. The Formula 50 comes with a stock
custom-designed Sundown 12" driver, and Celes-
tion 12H100 and EV EVM-I12L speakers are
offerec as options. The amp is covered in Tolex,
and black and gray finishes are available. Suggest-
ed retail price is $799. For more information,
write Sundown Technology, In¢., 37C Cinder Rd.,
Edison NJ 08820, or call (201) 321-1155.

Circle Number 107

THE RECORDING
WORKSHOP

The leader in training tomorrow’s music professionals.
For over a decade, hundreds of engineers, as well as
producers and recording artists have made their start at
The Recording Workshop—a practical, hands-on approach
where the studio becomes a working classroom.

New for 1985—4 workshop Programs:

> The 5 week Recording Engineer and Music Production Workshop
» The 1 week Studio Maintenance and Troubleshooting Workshop
» New for 1985—The Music Video Production Seminar
» New for 1985—Specialized Music Studies At Capital University

» No previous experience necessary » Lectures by top music pros

» Extensive hands-on

experience in 24, 16, and 8 track recording and mixing » The largest and most equipped recording school/
facility of its kind » Training in commercial production, editing techniques and tape machine ailgnment » Classes

on the newest technologies-digital recording, the digital disk, MIDI interface, digital drum machines and computer assisted
automated mixing ® on campus housing available » Choose from a convenient, year-round schedule of classes.

Enroliment is limited, for free brochure, call or write today - The Recording Workshop, 455-B Massieville Rd., Chilicothe, Ohio 45601

Toll free, incontinental U.S.A. B> 800-848-9900 InOhio andoutsideU.s.A. B> 6§14-663-2544

The Recording Workshop is licensed by the Ohio State Board of School and College Registration #80-07-0696T
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Quality Crafted in USA
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V220 with standard bridge $399

V220F with Kahler Flyer tremolo $469
V220T with Kahler Pro tremolo $519
(availabie with black or chrome hardware)

i (Prices are for standard finishes, not curly)
! X100B 100 watt tube head $499
{ . tt h )
Dept IM64 1155 Industrial Ave. XB0B 6 won fibe head $449
. . 4-12” celestion speoker box $399
| Escondido, Calif. 92025 Single stack (X100B and 1 bottom) $869

Double stack (X1008 and 2 bottoms) $1259

e Ultimate Weapon

“My V220 is more serious than my
other guitars because it feels more
solid and better balanced. The Kahler
is the only tremolo I have ever used
that really works without going out of
tune. The V220 is now my main guitar.
I love itt”

“People keep asking me if my Carvin
X100B’s have been modified, and my
answer is always the same, they're
totally stock. I really can’t say enough
about Carvin amps. After 3 years of
heavy touring and 2 albums, they keep
delivering the sound I like, without
failure.”

— Craig Chagquico, Jefferson Starship

The V220 guitar and X100B amp stack are
available “DIRECT” from our manufactur-
ing plant in California. If you haven’t tried
Carvin products, you are missing an oppor-
tunity to improve your sound. If not con-
vinced after trying them for 10 days, your
money will be refunded.

Send for your FREE 84 pg Carvin Cata-
log or include $1 for 1st class, $5 foreign.

Toll free 800-854-2235
Calif. 800-542-6070
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PROGRAMMABLE POLYPHONIC
SYNTHESIZER

In 1985
» | At $995.00
SIMPLY ... Live Performande One Tol - SIMPLY ... MIDI — In/Out/Thr .
SIMPLY ... 96 Programmatde Pres IMPLY .. Ease of Programihing with E-Z Access Editing e
' Sen yboard for Dynamic 3
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EQUIPMENT FILENEE

AT’S NEW FOUR-TRACKER

Audio-Technica has introduced its new
AT-RMX64, a full-feature, six-input mixer
coupied with a three-motor direct-drive cas-
sette recorder. The AT-RMXé64 is designed to
accommodate any microphone or direct input,
including low-impedance balanced professional
microphones requiring 48v phantom power. A
total of 60db of attenuation is available to guard
against input overloading, and cassette speeds
are |78 or 3% ips. Other features include two-
band parametric EQ on each input, two auxiliary
sends, individual return volumes, solo switch for
each channel, and 72db of gain available in the
mixer for driving amplifiers or outboard gear.
Suggested retail price is $1,495. For more
information, write Audio-Technica U.S., Inc.,
1221 Commerce Dr., Stow, OH 44224, or call
(216) 686-2600.

Circle Number 108

MARSHALL MOSFET BASS
SYSTEM

The new Marshall integrated bass system
offers state-of-the-art features such as MOSFET
power technology, variable electronic cross-
overs, biamping, effects loops, wide-ranging
equalization, and balanced and unbalanced line-
outs. Power configurations are offered in 100-,
200- and 400-watt designs, all in rack formats.
Speaker options include new Celestion Side-
winder series, and enclosures are offered in
1-15", 1-18", 2-15° 1-15" and 2-10" (biamp

model), 4-10” and 4-12" configurations. Suggest-
ed retail price on the 400-watt model is $925.
For more information, write Unicord, 89 Frost
St., Westbury, NY 11590, or call (516) 333-9100.

Circle Number 109

NEW WASH-BOARD

With specialized electronic effects in pedal
form back in style. Washburn has introduced a

new pedalboard for guitarists. The board comes
self-contained in its own hard-shell case, and
offers players a clean, organized and accessible
method of effects selection and convenient |10v
ac operation. Any combination of up to six
Washburn pedal effects may be used individually
or in conjunction with one another on the
pedaiboard. Prewired and designed to eliminate
the hassles of battery drain and owner mainte-
nance, the pedalboard features a line driver that
cancels any potential battery hum or unwanted
noise, and allows players to preset individual
effect levels and separately engage or disengage
them. Retail price on the pedalboard is $160. For
more information, write Washburn International,
230 Lexington Dr., Buffalo Grove, IL 60090, or
call (312) 541-3520.

Circle Number [10

In pro-audio, ; .
the edge is a comb/nat/on
of talent and technology.

D31 DIGITAL REVERB SYSTEM

O HILL 168IT TECHNOLOGY/14KHz BANDWIDTH

Our brand new software based
DR1 Digital Reverb has 16-bit

control

e FULL RUNCTION REMOTE CONTROL INCLUDED
O OVER 100 PRESETS/USER PROGRAMMABLE

e RULL MIDI CAPABILITY

O STEREO IN/OUT/RULL MIX CONTROL

® SOFTWARE BASED/UPDATEABLE

technology and 14KHz bandwidth,
giving you wide dynamic range and
frequency response. This range and
response result in high definition
performance.

Couple this fechnology with the
convenience of full function remote
control, over 100 user presets and
full MIDI capability. Add your talent

and our famous FIR
programs so that all the sound
you're looking for can be realized.
There's one more thing. Our
powerful software is updateabile.
That means when you buy a DR
today, you won't lose your edge
tomorrow.

[~
K d f N q
~o%e and you've got the edge in high Aa
e ru definition. L

Applied Research & Technology Inc.
215 Tremont Street

Rochester, New York 14608

(716) 436-2720

And that's not all. We've gone
several steps beyond by providing
stereo in and out with full mix

Function
Remote Control

B DR DIGITAL REVERB B O1A DIGITAL REVERB B DR2 DIGITAL REVERS @ 1500 DIGITAL DELAY B 4/3 OCTAVE EQUALIZER B 2/3 OCTAVE EQUALIZER B PITCH TRANSPOSER PACKAGE
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Money for Nothin’?
Chicks for Free?
Not Quite,
as a Typical Day on
the Road Attests

By Michael Smolen

ttawa is quiet. A nice day for football

practice or washing a bus, and at the Ottawa

Civic Center that’s exactly what's going on.

Jocks sweating out their frustrations on the

scrimmage line, and a lone, lanky, bearded

man scrubbing down a tour bus—dubbed the Sir Duke by the

local cabbies—the size of a city block. The only other sound to

be heard is that of a megablaster straining to the tune of Dire

Straits’ latest hit, “Money for Nothing.” Already gathering

outside the gates are a number of scraggly stragglers queuing

up for the 1,000 extra general-admission seats that have been
added for tonight’s soldout Straits show.

You'd think the scene inside would be one of mass-hysteria:

roadies scurrying around, tour managers screaming, soundmen

moaning. Instead, various crewmen are gathered around a jar of

20 October 1985 IM&RW

pickled jalapefos. Eyes roll skyward, faces turn red, and
there’s a mad scramble for the beer cooler. “Oh, yeah, we
gotta replace a couple of drivers in some of the cabinets” is
about the only work-related comment to be heard. Back
outside, the street rat’s blaster is pumping out the song’s verse:
“That ain't workin'/That’s the way you do it/Money for nothin’
and your chicks for free.”

That must be the deal for 36-year-old Mark Knopfler and the
six other members of the touring Dire Straits: money for
nothing and chicks for free. No hassles, no fuss, just the
occasional blister on your finger, right? Not quite, and “Money
for Nothing,” the first single from Dire Straits’ sixth album,
Brothers in Arms, is Knopfler’s tongue-in-cheek testament to
the fact that most people haven't the slightest idea what it
takes to put seven musicians and several tons of equipment on
the road for a worldwide tour. Especially guys who work in the
back of appliance stores.

“I was in this place in New York that had a wall of TVs in the
back and custom kitchen setups in the window,” explains the
English-born Knopfler, sipping a vodka and tonic and chain-
smoking inside a plush conference room at Warner Bros.
Records’ Manhattan offices. ““The store also had rows and rows
of refrigerators, microwaves and all kinds of appliances. In the
back, all of the TVs were tuned in to MTYV, and this guy was
sitting there mouthing off in the most classic fashion. He must
have been ltalian and was dressed in that usual way: checked
shirt and lots of gold chains. | snuck behind the guy and watched
him from behind some microwaves, trying to remember all the
things he was saying. He had what | think you in America call a
hard-hat mentality.

“It was great, it was so funny,” continues Knopfler, becoming
increasingly animated; totally out of character for this usually
quiet and dour individual. “| went up to the front of the store
and asked somebody for a pen and a piece of paper, and |
actually sat down in one of the kitchen displays in the front
window and began to write the lyrics to ‘Money for Nothing." ”

°

Back in Ottawa, those lyrics are beginning to take on some
real meaning. The Dire Straits entourage—Knopfler, bassist
John llisley, ex-Rockpile drummer Terry Williams, guitarist Jack
Sonni, sax/flute/percussionist Chris White, and keysmen Alan
Clark and Guy Fletcher—have arrived for soundcheck. Sonni is
stopped by a local fan:

“So, you're gonna have a good show tonight, eh?”

[Deadpan] “Nah, we're not going to play well tonight.”

“No, c'mon, eh! You're gonna do a good one.”

[Still deadpan] “No, really, none of us feels well; we're not
going to do a good show tonight.”

“Ah, no, you're kidding, eh?”’

There is still time for humor here, though not much. Tour
manager Paul Cummins whisks in, and suddenly the Straits road
crew looks very busy.

A band meeting is called in the dressing room, and bodies
rapidly disappear from the makeshift cafeteria area, leaving
behind the woman who catered the show and two scantily clad
groupies. For a moment things are quiet. Then, one by one,
members of the crew begin to emerge from the dressing room,
their faces something out of Night of the Living Dead. Com-
ments range from ““Man, | hadda get out of there,” to “Don’t go
in there, you'll get eaten alive!” Somebody—a good bet would
be the perfectionist Knopfler—is obviously rather unhappy
with the way things are going, or last night's show, or both.
Later, sitting at the mixing board, beer in hand, upfront
soundman Peter Granger reveals that it was last night's show,



Photos by Paul Natkin/Photo
Reserve

1) Red Schecter Strat (used on
“Expresso Love” and “So Far Away”).

2) Sunburst Gibson Les Paul (“Money for
Nothing” and “Brothers in Arms”).

3) Red Schecter Tele: with white:
pickguard (“Walk of Life").

4) National Steel (“Romeo and Juliet”
and “Wild West End”).

5) Steinberger GL-2 (*‘One World").

6) White Schecter Strat (“Sultans of
Swing” and “"Why Worry").

7) Erlewine Automatic (“Solid Rock”).

8) Sunburst Schecter Strat (“Ride Across
the River,” “Tunnel of Love,” “Romeo
and Juliet” and “Wild West End").
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during which “nothing went right.”
“There’s only one way to get someone to
understand all that goes into this gig,” con-
tends Knopfler. “And that would be not to
just have him come to the show, but to have
him come to soundcheck every day, have him
stay with me all the time. Even then he would
have no concept of what it means to go
through months of recording, months of
rehearsals, hundreds of hours of writing,
dealing with a band, organizing a tour, doing
videos, doing interviews—it's such a long
cycle, so much is involved in this thing. Even

Which of these men is
an original Dire
Strait? None.
(Clockwise from top
l.) Jack Sonni
replaced Hal Lindes
this year, Alan Clark
came on board in
1980, and ex-Rockpile
drummer Terry
Williams took over for
Pick Withers in 1982.

Photos by joe Bangay/Pix Int’t

so, | didn't hate that guy in the store just
because he was a prejudiced blockhead; |
loved him even though he represented
everything | can’t stand.”

Dire Straits’ present global assault is
scheduled for over 220 dates, and there’s talk
of even more being added. It’s been estimat-
ed that the two-and-a-half-hour show costs
in excess of $22,000 per day to put on and
requires a crew of over 60 people. Things
often don’t go quite so smoothly. Backstage,
small scenes begin to unfold, such as finding
out that the two phones installed for band

use both operate on the same line—a shout-
ing match tells you .one is not enough. A sigh
is heard, a $50 piano-tuning bill is sighted, and
on the bottom in red ink is a $15 additional
charge for “waiting time.” Cummins is ap-
proached by a crew member who says
something to the effect that he is disappear-
ing for a while. He is curtly informed he’ll do
nothing of the sort. “You have to watch
these guys like a hawk,” says the small but
feisty Cummins, ponytail bobbing furiously.
He’s had enough experience to know, having
worked in this capacity for seven years and at
one point toiling for Talking Heads.

“The road is great, though you really have
to love it, you really have to be into it,” says
Knopfler, who’s toured regularly with Dire
Straits since the band exploded international-
ly with “Sultans of Swing” in 1979. “Sure,
some of the lows are pretty low, but they're
not worth talking about because this band is
so fabulous. We had trouble with the key-
boards for a while, but Guy Fletcher and the
crew are so together that things are fine
now. | dont think this show has been as
difficult to put together as the last one,
which was pretty damn big.”

Knopfler’s enthusiasm for the road, how-
ever, may be dwindling. ‘I think this is the last
of the big shows for us,” he admits. ““We just
did two weeks at Wembley Arena in London,
and it's gotten to the point where you say,
‘Well, I've done that.” Our promoter told me |
could have done a month there, but you have
to be crazy to do two weeks there anyway.
So given the fact that we're already crazy, |
don’t see any reason to repeat it. Anything
we do in the future is going to be much
smaller; we’ll do away with these massive PAs
and lighting systems. | think that by the end of
this tour I'll be more interested in playing
small places and doing a different kind of
thing altogether—if | go back to playing live.”

T he scope of Dire Straits’ live show begins
to take place at soundcheck. Needless
to say, Ottawa’s Civic Center was built for

W, Soundcheck 2

Gear Used on Tour

R1000 digital reverb, manufactured by Yama-
ha International Corp., PO. Box 6600, Buena Park,
CA 90622, (714) 522-9011.
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The R1000 is a digital reverberation unit featur-
ing four reverb modes: Mode | is 1.5 seconds,
mode 2 is |.6 seconds, mode 3 is 2.3 seconds and
mode 4 is 2.4 seconds. Other features include
comprehensive input level adjustment, variable
operating levels, LED metering, parametric EQ,
mixing control, bypass mode and effects loop.

Suggested retail price: $795.

Twelve SP PZM microphone, manufactured
by Crown International, 1718 W. Mishawaka Rd.,
Elkhart, IN 46517, (219) 294-5571.

Crown's new mike offers studio quality in
recording, sound reinforcement and broadcasting.
The Twelve SP is phantom powered by a supply
providing 18 to 48 volts. It features a transformer-
balanced, low-impedance output available at an
integral three-pin connector; wide, smooth fre-
quency response with high-frequency emphasis for
brilliance; low noise and high overload levels
(150db/SPL); hemispherical pickup pattern; and
windscreen for outdoor use.

Suggested retail price: $249.

TransTrem transposing tremolo, manufac-
tured by Steinberger Sound, 475 Oakland Ave.,
Staten Island, NY 10310, (718) 447-7500.

The Steinberger TransTrem is the first pitch-
bending mechanism made for an electric guitar to
permit an individually controllable change rate so

that all strings can be set to maintain pitch
relationships throughout tremolo travel. Tremolo
movement can be quickly locked into place by a
simple rotation of the arm. Additional lower
locking positions of B, C and D tunings and higher
tuning positions of F# and G are available besides
the normal E-key position. The tremolo also
utilizes precision ball-bearing action and does not
require a locking nut.

Suggested retail price: $300, as retrofit for
Steinberger guitars.
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hockey, not rock & roll, and for some
unknown reason the oval arena has been
bisected horizontally instead of vertically for
the stage, losing a good many seats for a
soldout show. Knopfler strolls on stage and is
handed his favorite red Schecter Stratocas-
ter, llisley straps on his ‘61 Fender Jazz bass,
and Terry Williams parks himself behind a
massive Ludwig/Simmons/Paiste drum kit.
Fletcher and Clark are busy tuning oscil-
lators. The PA is fired up, and the empty
arena comes alive with various bits and pieces
of the set. Knopfler, dressed in an undershirt
and jeans, seems aloof, but if you look
carefully you'll see that his eyes are saying
volumes to the people around him. llisley—
the only member remaining from the original
four-man lineup that formed in London eight
years ago—appears as if he couldn’t be more
bored, and the diminutive Williams—who
replaced Pick Withers in 1982—is swallowed
up by his kit to the point where if you
couldn’t hear his machinelike pounding, he
might not be there. Chords are strummed,
lead lines are fiddled with, Simmons pads are
tuned. Knopfler, trading guitars at a frantic
pace, seems to have difficulty hanging on to a
single instrument for more than five minutes.

Second guitarist Jack Sonni, wiry, curly
haired and sporting a loud Hawaiian shirt,
bounds onto the stage and is handed his prize
seafoam-green Schecter Stratocaster, and al-
most immediately the mood on stage chang-
es. A recent addition to the band, in place of
Hal Lindes, he radiates enough energy for
both the entire group and crew. Knopfler

cracks a rare smile and is handed his Gibson
Les Paul Standard for a run-through of
“Money for Nothing.”

“l use the Les Paul for different things,”
explains Knopfler, who is rarely seen sans
Schecter Strat. “| think in terms of the Les
Paul and string sounds. That always sounds
nice to me. The Gibson, if played in a certain
way, can sound really great with other
instruments. | find that with my style of
playing, however, | have to mask out certain
strings to stop certain sounds. You get so
much more sound from the Les Paul, you
have to be careful that you're not bashing
away on the wrong strings with your neck
hand. For example, when | do the intro to
‘Brothers in Arms,’  sort of mask out certain
strings so that they don’t make any noise.”

Perhaps the single most important aspect
of Knopfler's technique is his attack on the
strings. He eschewed the use of a plectrum a
long time ago— “while learning to play
everything from Blind Blake to ragtime to
country blues and Western swing”—in favor
of fingerpicking, upstroking with the middle,
index and ring fingers of his right hand and
downstroking with his thumb. Occasionally,
he will pluck or snap a string for an extra-
decisive pop on a note. This style is known to
some as the claw-hammer.

“l realize there are a lot of things you
really need a pick for: quick single-note lines
and all of that blazing stuff,” says the sultan of
Strat. | really should be using a pick, but |
don't. | like the direct feel of playing without
it. | like to sort of squeeze out the music with

my bare hands.”

Knopfler squeezes out quite a storm when
he plays and does so with a tremendous
variety of equipment, using a different guitar
for practically every song. His current op-
tions include four Schecter Stratocasters,
two Schecter Telecasters, the aforemen-
tioned Gibson Les Paul Standard, an Adamas
acoustic, a National Steel, an Erlewine Auto-
matic and a Gibson Chet Atkins. A recent
addition to Knopfier's guitar collection is a
Steinberger GL-2, the top plate of which is
painted a gun-metal color—the same color
as Knopfler’s Porsche. He uses MESA/Boogie
and Jim Kelley amplifiers played through
Marshall 4-12" cabinets loaded with Electro-
Voice drivers. His rack and his Pete Cornish
custom pedalboard house a Roland SRE-555
chorus/echo, a Deltalab digital delay, a Mic-
Mix Dyna-Flanger, a Master Room reverb
unit, a Roland graphic EQ, an |banez UE-303
multieffects unit and a variety of Boss pedals,
including a CE-300 chorus, a DM-2 delay, a
CS-2 compressor/sustainer, two CE-2 cho-
ruses, a BF-2 flanger, a BH-2 phaser and an
OC-2 octaver.

“All of my guitars are supplied by Rudy’s
Music Stop in New York, and a guy named
John Suhr does the work,” says Knopfler.
“My main guitars are Schecter Strats with
Seymour Duncain Alnico Pro pickups and
Dunlop 6110 frets in them. They are incred-
ibly powerful guitars.” The Erlewine Auto-
matic ‘‘was made for me by Mark Erlewine in
Austin. He supplies Billy Gibbons of ZZ Top
with guitars, and mine is just a screamer. | call

Knopfler’s Knecks

by John Suhr, luthier

I met Mark Knopfler when he purchased a
whole slew of Schecter and Fernandes
guitars from Rudy Pensa. Soon, however, we
got to the point where we ware building
custom instruments for him. In fact, the first
full-fledged custom guitar that | built from
scratch is a white Schecter Stratocaster with
a tortoise-shell pickguard, which | just deliv-
ered to him.

Mark is very particular about the cut of his
necks. The one | just made for him was a
leftover Schecter that hadn’t been fretted or
shaped yet. | finished the cut on it, copying a
'61 Fender Strat neck, only | made it feel a
little bit nicer. He gets so particular about his
neck/fingerboard edges that | cannot start
out with a precut neck because the edges are
too sharp for him. He likes them round, but
he also likes them very thin. | must have
spent an entire day on that neck. He also
prefers more of a radius on the fingerboard
than on a stock Schecter. He likes the radius
to be 10", whereas Schecters are 12", old
Fenders are 6" and Charvels are |5". He likes
his action real low and doesn't want his
strings to choke when he’s bending up notes.

| also copied the headstock exactly like
that of a '61 Strat and fitted it with Dunlop
6110 frets. The body was originally cut by
Tom Anderson, former technician from

Schecter, then | painted it white and finished
it off with a tortoise-shetl pickguard, Sey-
mour Duncan Alnico Pro pickups and a
Fender bridge.

| don’t think Mark knew we were making
him the white Strat, because when | was
working on one for Jack Sonni, Rudy said to
me that we should make one for Mark as
well. Of course, when | was halfway done
with Jack’s, Mark saw it and said he'd really
like to have a '61-style white Strat with a
tortoise-shell pickguard built the way he
really wanted it. Basically, he wound up with
a '61 Fender Stratocaster built the way it
should have been built when it was an
original. It's a really beautiful instrument, and
he told Rudy it's his favorite guitar so far.

[Sigh] | would have loved to own it.

John Suhr is a noted luthier and re-
pairman who has worked with such
artists as Mark Knopfler, Lou Reed,
Brian Setzer, Jamie West-Oram, Mick
Jagger, Keith Mack, Jeff Golub and Ed-
die Martinez, to name but a few. John
works with top technician and set-up
king Guy Amato on the second floor of
Rudy’s Music Stop, 169 W. 48 St., New
York, NY 10036, (212) 391-1699. Please be
sure to call for an appointment first, as
there is no walk-in service.

Photo by Paul Natkin/Photo Reserve

“Every time | approach
the guitar I feel as if |
don’t know anything. It's
amazing; I’'m going to be
learning the guitar when
I'm seventy.”

— Mark Knopfler
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it ‘the Pig.'" Knopfler used to play a Gibson
ES-175 but says he no longer takes it on tour
anymore because “every time | play it | start
to play faster and faster.

“Generally | end up using the same guitar
on the road that | used in the studio,” he
continues, “because in the long run, if |
recorded with it, it has the best voice for that
song."”

With regard to voicings, Knopfler has
certainly been stretching those of his band;
into the seemingly unavoidable realm of
keyboards, that is. Beginning on Dire Straits’
second LP, Communique, and culminating on
their fourth, Love Over Gold, Knopfler has
melded his truly unique guitar sound with a
well-orchestrated yet pleasingly sparse key-
board mix. What with two keyboard players
in the band and keyboard-heavy soundtracks
such as Cal, Comfort and Joy and Local Hero

under his beit, it was probably inevitable.
°

Soundcheck practically over, Knopfler in-
dicates that he would like to make a change
in the set, and almost instantaneously the air
is filled with an awesome barrage of key-
boards. Alan Clark and Guy Fletcher are
joined by yet a third pair of hands, those of
chief keyboard technician Ron “Ronnie from
Bromley” Eve, who during “Brothers in
Arms” plays a Yamaha DX7 programmed to
sound like an accordion. Clark, a veteran of
Straits since 1980, plays a MIDI'd Yamaha G3
grand piano, a Hammond C3 organ, an E-mu
Emulator Il, a Sequential Circuits Prophet 5,
and Yamaha GSJ, KX88 and DX7 keyboards,
all pumped into an RSD 16/8/2 mixing board,
modified by Yamaha and Korg digital delays, a
Yamaha R1000 digital reverb, and powered
by Yamaha P2100 amplifiers and Frazer Wy-

att keyboard cabinets.

On the other side of the stage, newcomer
Fletcher—who came to the band via Roxy
Music and who worked with Knopfler on the
Cal and Comfort and Joy soundtracks—aiso
has an impressive array of new technology:
Yamaha DX| and DX7 synths, New England
Digital's Synclavier, Korg's CX3 organ and
Roland's |P-8 synthesizer. He mixes down
into a Seck 10X 4 board, and modifies his
sound with Ernie Ball volume pedals, Yamaha
sustain pedals and a Roland SDD-2000 digital
delay. Like Clark, he also powers up with a
Yamaha P2100 amp and Frazer Wyatt key-
board cabinets.

“We've got some interesting setups, and
we've also had our share of problems,” says
Bromley. “The Yamaha G3 has been modified
with Forte Music’s MIDI Mod, and we mike it
with C-Ducer tape mikes and two Crown

Phota by Deborah Feingold

ack Sonni is the first person in the world

to tell you he couldn’t be happier doing

what he's doing. Now sharing a gilt-edged
spotlight with Mark Knopfler as coguitarist
on Dire Straits’ current tour, Sonni has come
a long way from dreaming behind the count-
er at Rudy's Music Stop on New York's
famous 48th Street.

“Dreaming? You must be kidding!" ex-
claims Sonni, sitting in the dressing room of
Ottawa's Civic Center, waiting patiently for
soundcheck. “All those years while | was
sitting at home working on my playing and
my tunes, guys | knew, guys that played in my
band, were drifting off to play with Cyndi
Lauper, David Bowie, all kinds of stuff! Mean-
while, | was just sitting there going, ‘Hey,
what about me! It got very frustrating,
especially as | was around guitars all the
time."”

if it took a long time for the 34-year-old
Sonni to get his break, at least he was
certainly prepared for it. Growing up and
studying music on and off in various parts of
Connecticut, New Jersey and New York, he
soon ended up as leader of the house band at
Kenny's Castaways on New York's legendary
Bleecker Street, birthplace of many a hero.
Daytime business was conducted at Rudy’s
Music Stop, a pleasant couple of square feet

Local Hero Makes Good
Jack Sonni Takes the Walk of His Life

with the reputation of being the best guitar
shop in the city, where Sonni sold guitars and
consulted musicians on custom instruments.
But it wasn't just from hanging around
famous people and good guitars that vaulted
Sonni to where he is today. A lot of it had to
do with his relationship with a man who
loved him like his own, his boss, Rudy Pensa.
Seems Mark Knopfler had struck up a fast
friendship with the store owner, frequently
dropping by when in New York.

“Mark would hang out in the shop,” says
Sonni, “and one night | said to him, ‘Hey, let's
go get a drink." We hung out that night, and
we've been thick as thieves ever since. He
would sit in with my band at Kenny's, and it'd
be great.”

Sonni’s career, however, was at a standstill.
Frustrated, and beset with heaith problems,
he seriously considered quitting the music
business, even applying for a special program
and a grant at Fordham University. Three
days after his acceptance, the phone rang.

“lt was very funny,” recalls Sonni. “The
night before Mark called me, | had done a
benefit for Ethiopia with a bunch of guys at
Kenny’s. | hadn’t been on the club scene for
some time, so we just slapped some tunes
together and played. | ended up staying out
very late that night, and Mark’s call woke me
up the next morning. It was a great conversa-
tion that went something like this:

‘Hi, how are you doing?

‘Fine.’

‘What are you doing?’

‘I'm trying to wake up.’

‘Well, Hal Lindes is no longer with us. Do
you want to join the band and do the tour?’

‘Is this for real?

‘Yes.'

‘Hang on a second while | shake my head
out a little and make sure I'm awake.'

“Actually, it took me about a millisecond
to say yes,” laughs Sonni. *‘| kept it real quiet
until the next day, when | heard from their

manager, because 'd been involved in some
real close things before. But this was great, a
real surprise.”

Now, more than midway through a world-
wide tour during which he’s been idolized in
Israel and ya-ya'd in Yugoslavia, Sonni is in the
Great White North, hundreds of miles from
home and happier than he's ever been before.
Even with life on the road?

“I love it!" he shouts. “Compared to my
apartment back in New York, hotel rooms
are just great!”

Sonni Strung

Having worked at Rudy’s Music Stop, Jack
Sonni certainly didn’t have to travel far to
gear up for the Dire Straits tour. On the road
he's packing his main guitar, a Schecter
Custom Shop Stratocaster in a seafoam-
green finish with a white pickguard and a
matching headstock, Seymour Duncan Alnico
Pro pickups, Dunlop 6100 frets and Sperzel
tuning machines. Other guitars include a
lefthanded Schecter Strat (which he plays
righthanded) with a6 V-shaped neck, Sper-
zel locking machines, EMG pickups and a
Floyd Rose tremolo; a Steinberger GL-2
fitted with a TransTrem transposing tremolo;
a white Schecter Strat with a tortoise-shell
pickguard; a Chet Atkins nylon string guitar;
and a recent present from Rudy Pensa, a
solid-body National. *| think it's a 1955,” says
Sonni. “it's got this two-inch thick mother-
of-toilet-seat body, and | love it!”

Amplification for Sonni is strictly Jim Kel-
ley FACS heads, usually set at 30 watts. *‘I've
known Jim for years,” says Sonni, “and his
amps are the best on the planet.” Sonni also
uses two older, smaller Fender Bandmaster-
style 2-12" cabinets that have been ported in
the back “to get a little top in them and to
get a bit more of a free-flow thing happen-
ing.” Drivers are all Electro-Voice, and Son-
ni's myriad effects include MXR and Roland
digital delays.
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PZMs. We're also using four Leslie 147s with
cycle changers that work—a rarity these
days. Two are on stage for Alan's Hammond
and Guy's Korg, and two are off stage, miked
with Crown PZMs. Problems have arisen
with the Emulator |l and the Prophet 5; both
have this serious problem of dumping their
memories every time there's a power surge
or the unit overheats. | even had to load the
Prophet’s memory from a cassette deck
during the show once; it's ridiculous! My
other biggest complaint is the cabinet they
built the Synclavier into. It's so cheap that the
whole thing fell apart, and | had to make my
own cabinet for it. You'd think that for
twenty-one thousand dollars they could
make it road-worthy. | hate that attitude in
manufacturing.”

B rothers in Arms is pretty heady stuff and
is also Dire Straits’ best-sounding album
to date. It runs the gamut, from standard
Straits power twangers (*“Money for Noth-
ing,” “The Man’s Too Strong”) to lilting
opuses such as “Why Worry™ and “So Far
Away,” to keyboard/guitar exercises like the
title track. Of course, there's plenty of
Knopfier’s undeniable unfashionability:
numerous six- and seven-minute songs in this
era of three-minute pop packages. Through-
out his career Knopfler—a onetime school-
teacher and a rock critic for the Yorkshire
Evening Post— has defied convention and
avoided the pop-star wagon train.

“| think if you look at the song ‘Brothers in
Arms,’ it has good depth, good melody and
good orchestration,” he says. “But then if
you look at songs like ‘Walk of Life,’ they are
in many ways throwbacks to the way our
music’s always been. The thing about Brothers
in Arms is its range of music as opposed to its
being more orchestrated. | wouldn't say it’s
more orchestrated than Love Over Gold,
though there is some of that in there.”

Then again, when you're joined in the
studio by musicians such as Sting, Omar
Hakim, Michael and Randy Brecker, Chris
White and Tony Levin, how do you avoid a
bigger sound? How do you avoid cliches!
Something Knopfler always does.

“l don’t know,” he replies. **| suppose | just
try to stay close to what I've written. | write
something in a certain way, | record it, and
then | go out and play it, and that, to a certain
extent, is what | am. | think it's a question of
being true to yourself, or at least being
reasonably true to yourself when you're
involved in making rhymes or making things
look and sound good, or making new ar-
rangements that might take you away from
your original vision. Generally speaking, | just
do what | think is appropriate. It never comes
out like I'm trying to get on some kind of a
bandwagon or trend thing, because | don't
write that way. I'm not interested in doing
stuff like a lot of these pop songs, and so far it
hasn't created any problems at all. It's great
to see all those happy faces at the end of a
show.”

°

The Dire Straits show starts out with a
whimper instead of the usual bang, but you
shiver nonetheless. The opening chords of
“Ride Across the River,” a moody, slow-

paced number, fairly hypnotize the crowd as
Knopfler, dressed in his trademark red and
black cowboy shirt and red headband, strolls
out with a sunburst Strat and jumps into the
opening lines. lllsley takes command of the
left side of the stage and coaxes a beautiful
low end out of his Fender Jazz bass, which he
will play for the entire evening. Joined under
the red glow of stage lights by a similarly
headbanded and Stratocastered Jack Sonni,
the group tears through “Expresso Love,”
“So Far Away” and “Romeo and Juliet,” all
breathtaking and without their taking a
breath. Knopfler’s guitar playing has never
sounded better, but the guitar nonhero is
forever sketchy about his prowess.

“| haven’t improved as much as | should,”
he laughs. “There was a slight improvement
between Making Movies and Love Over Gold
because | spent some time at home just
learning some new chords. But during this
tour,” he notes, “I'm going to be teaching
myself more guitar on a very intense basis.
Every new thing that | learn, | try to work
out what its connections are, what its impli-
cations are, and then | put it to use.”

With the spotlights still dancing off his
well-polished National Steel, Knopfler trades
it for his Adamas acoustic, Sonni trades his
Strat for a Steinberger GL-2, and the Strait-

PA Column

Dire Straits
at Ottawa’s
Civic Center

Chief Engineer: Peter Granger

Hire Company: Delicate
Production Company

PA System: 48-Bin Midas/Martin
Guitar System: Meyer MSL-3
Hall: Indoor Hockey Arena

Upfront System (in Order of Rack
Appearance):

Klark-Teknik DN 300 graphic equalizer
Two Ashly SC-68 parametric equalizers
Lexicon 224X digital reverb
Brooke-Siren Systems modular crossover
Two Klark-Teknik DN 27 graphic equalizers
Two dbx 160x compressor/limiters
Lexicon Super Prime Time digital delay
Klark-Teknik DN 780 digital reverb
Klark-Teknik Time Processor digital delay
Eventide H949 harmonizer

Klark-Teknik DN 22 graphic equalizer
Orban 622A/B parametric equalizer
Aphex Type B aural exciter

Two dbx noise-reduction racks

Yamaha F | 040 crossover

Sony TC-K666ES cassette deck

Tascam (22 cassette deck

Brooke-Siren Systems 402
compressor/limiter/fixed de-esser

Midas Pro 40 boards

men are off and walking (“‘Springsteen has
the franchise on running,” quips Knopfler)
through an extended version of *“Love Over
Gold”—Hammond and Leslies blasting,
smoke and light effects swirling (You sure this
is a Dire Straits show?), and enough keyboard
wizardry to last a lifetime. So what does
attract Knopfler to piles of keyboards and
make him work so hard at achieving a balance
between the two!

“Very often | use keyboards as a texture of
strings,” he explains, “or as some kind of
texture or backdrop over which I will say
something with the guitar. I'm always
searching for textures that work, and a lot of
it is just trial and error. You eliminate a lot of
things, try out different things, work on
things you know you can do better, and just
keep on searching. Using keyboards is just
adding vocabulary to a song. Each one has its
own character, its own voice. | use about
eight different guitars for the show because
they all have their own voices and are all
good for different things. Even though I'm
surrounded by all this high technology, what
I'm actually dealing with is a piece of music;
feelings. I'm not a very technical person, so
it's never been a problem for me to balance
technology and feelings.”

As the lights dim and the last few
sustained notes of “‘Love Over Gold”
ripple through the arena, the audience won-
ders what the band could possibly follow an
exhibition like that with. “Sultans of Swing,”
but of course. With all three guitarists
fingering matching white guitars with tor-
toise-shell pickguards—Knopfler a Strat,
Sonni a Tele and llisley his ever-present
Fender Jazz—Knopfler smiles as Sonni and
lilsley break into a little impromptu choreo-
graphy. Knopfler toasts the end of the song
with a drink and announces proudly that the
next song, “Why Worry,” is being recorded
by the Everly Brothers. This is one of just
three times he will speak to the audience
throughout the evening, so he must be
proud. Watching sound and lighting men
dance their way through other show high-
lights—*"The Man’s Too Strong,” “Walk of
Life,” “Tunnel of Love,” “Wild West End,”
“Brothers in Arms” and “Money for Noth-
ing"—you realize that for this one moment,
naw, that ain’t workin’, that's the way you do
it. No worries about being late, no hassles
with equipment, no long rides in the tour
bus, no missed meals and no late hours.
Money for nothin’ and chicks for free, eh? A
nice thought, but at least one member of
Dire Straits never stops working:

“You know, every time | approach the
guitar | feel as if | don’t know anything,”
claims Knopfler. “'It's amazing; I'm going to be
learning on the guitar when I'm seventy.
That's the way the instrument is. The best
way | can express it is that | think I've got a
bit of soul when | play, but as far as
vocabulary is concerned with the instrument,
| feel as though | can say, ‘Hello, how are
you?" on it, and that’s about it.

“l am hoping that by the time | get

ancient,” he chuckles, “['ll be able to carry on
a reasonably fluent conversation with the
guitar.” O
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MARK KNOPFLER 2 MESABooge MastallEY 4.12
amp beads [ cabinet
4 Custom Shop Peter Cornish Custom effects
Schecter Strats pedalboard rack
l_ 2 Jim Kelley amp MarshallEV 412"
Orher gurtars, Pedalboard includes: Rack includes: heads cabinet
2 Custom Shop Schecter Teles Boss PSA-2 ac adaptor Dethalab digital delay
Gibson Les Paul Standard Boss DM-2 delay MicMix Dyna-Flanger
Adamas acoustic Boss C5-2 compressor/sustainer Master Room reverb unit
National Steel 2 Boss CE-2 choruses Roland graphic EQ
Erlewine Automatic Boss BH-2 phaser Roland SRE-555 chorus/echo
Stemnberger GL-2 Ibanez UE-303 muhieffects Boss CE-300 chorus
Gibson Chet Atkins Boss OC-2 octaver Peter Cormish switching unit
JACK SONNI 2eumom 2.1
cabinets
Roland SDE-3000
iﬁﬁm programmable MXR digital delay 4Jm ::a'rs' 2
dignal delay
2 Marshal/EV
Other gurtars 412 cabinets
Custom Shop Schecter Strat (Jefthanded, played righthanded)

Steinberger GL-2 guitar with TransTrem
Custom Shop Schecter Tele Gibson Les Paul
Gibson Chet Atkins (nylon string)  National solid-body (nylon string)

JOHN ILLSLEY

. 2 Custom
e Seviliony el -l e e
graph VT amps crossover e
Other basses
2 Wal Pro basses

ALAN CLARK

fapaiaCale Hammond C3 E-mu Emulator I e
grand pfm sampling synth Ireuits
(MIDId) Prophet § synth
1

=

all

; Yamaha KX88 2 Yamaha DX7 Yamaha P2100
Yamaha GS} synthy ctber keyboa / / syt I———- RSD 16/8/2 mixer o

{ |
[ r
Korg SDD-3000 Yamaha R1010 Yamaha R1000 2 Frazer Wyatt
dignal delay digial delay digral reverb keyboard cabinets

GUY FLETCHER

Yamaha sustain Yamaha sustain Morley pedals for
pedal pedal Synclavier Il

[ [ [

Yamaha DX | Yamaha DX7 New England Roland SDD-2000
synth synth Sﬁg‘::‘:( i Korg CX3 organ dignal delay
1 = |

Yamaha P2100 2 Frazer Wyatt
amp keyboard cabinets

Leshe 147 speaker

Roland JP-8 synth Seck [0x4 mixer f=—

TERRY WILLIAMS

Drums: Ludwig/Sonor/Simmons Accessories:

22" bass drum Ludwig/Paiste/Simmons/Tama/Latin Percussion
14" snare (also uses 14" Sonor snare)  Ludwig heads
14°.15°, 16" rack toms Ludwig hardware
18, 20" floor toms Paste mallets

5 Simmons clectromic pads Custom mike stands
Simmons trigger pad Tama bass-drum pedals
Simmons control unit Cabasas

Cymbals Paste Shakers

20 bell nde e

20 2002 medum Tambourines

187 505 crash Cowbells

18” 2002 crash Ludwig throne

20" 505 medwm

21”7 2002 crash

197 2002 medum

20" mellow ride

14" hi-hat

207 China

2 Tam Tam gongs

16" 505 crash

22" thin ride

24’ rde

26 October 1985 IM&RW Due to space limitations, “On Stage” diagram connections may not be entirely accurate.



SPECIAL

Multitrack Recorders

by Michael Smolen

Since the first recordings were made
there have been only a handful of ways
in which it could be done: wax (as in old 78
rpm records), optical recording (sourd on
film, as in movies), the short-liveg wire, disc
recording (still being used) and the analog
magnetic tape machine (from simple cas-
settes to 24-plus tracks). Until recently,
analog magnetic tape recording has been the
mainstay of both professionals and amateurs,
and over the years some truly state-of-the-
art systems have been developed. But like
any other technology, the process of mag-
netic recording is slowly being replaced by a
new kid in town called Pulse Code Modula-
tion, or PCM for short. For those of you who
are often winded by the never-ending supply
of seemingly cryptic abbreviations used for
new technologies, in layman’s terms this
process is called digital recording.

Simply put, the impact of digital recording
on the music busiress has, in its short
lifetime, already rewritten most of the mile-
stone achievements of analog recording that
until recently were considerec quite conven-
tional. Insofar as accepting that no new
technology is worth its price tag—and the
price tag of a digital recorder, at the mo-
ment, is entirely unaffordable—Ilet’s piuck a
few of the specifications that apply to poth
technologies and give them an engineer’s
frothing comparison.

Crosstalk—On machines that have two
or more tracks, some information <can
“bleed” from one track to the other. This is
called crosstatk. In the professional wor'd,
this bleed is usually about 75db down from
the main signal level. Digital technology
brings this level to 90db (and often better),
making it almost insignificant.

Print-Through—When material leaks
through from one layer of the tape to
another, this is called print-through. When
recording a solo, sometimes you will hear a
note on the tape before or after the note
actually occurs. Aralog recorders usally
have 60db of print-through, or 60db down
from normal recording level. With digital
recorders, there is no print-through.

Dynamic Range—Dynamic range is de-
fined as the difference between the loudest

and softest information that you are record-
ing, thus providing a value for the changing
level. Analcg recorders usually average ap-
proximately 68db to 70db of dynamic range.
In digital processing, dynamic range is boost-
ed to an average of 96db, though much
higher numbers are possible.

Wow and Flutter—Wow can be best
described as a low-cycle variation in tape
speed that czuses a change in pitch, and
flutter, as rapid variations in tape speed which
distort the original sound pitch and tone
variations.

Modulation Distortion—This occurs
when noise components become audible
across the entire audio bandwidth that is
produced by any audio signal. Once again,
while this problem is inherent in analog
machines, there is ro modulztion noise in
digital recording.

Digital reccrding works via a sample and
hold circuit, which measures the voltage of
the input waveform roughly every 45 micro-
seconds and holds it until it’s time to take the
next sample. The output of this circuit goes
to a quantizer, which basically calculates the
sample into binary digits (or bits), repre-
sented by ones and zeros. The resolution of
the system in the context of time is deter-
mined by how many samples are taken per
second. The resolution of level is determined
by how many bits of information are used for
each sample. Mos: digital recorders use |6-
bit microprocessors and have a sampling rate
of between 44,000 and 50,000 times per
second.

With all the tal< of digital machines eing
the predecessors of completely digital
studios—where sound will be converted to
digital information right at the microphcne—
there are still a number of problems that
need to be overcome before digital record-
ing becomes commonplace. The biggest
problem, as with any new techno:ogy, is cost.
Sony, the first with a digital machine, has 24-
track recorders that start at $104,000, and
Mitsubishi machines (I2-track) kick in at a
hefty $170,000. And rental costs are com-
paratively high as well. Another problem is
compatibility. Just like the problems of VHS
versus Beta in the video world, cigital manu-
facturers have yet to arrive upon a recording
standard, so that tapes made on one machine
may not be playable on that of another

company.

Meanwhile, multitrack machines designed
for home use are nothing new. What's new is
the number of state-of-the-art facilities such
as noise reduction, higher speeds and better
specs that can be found in these machines at
an affordable price. Couple some of these
machines—such as Tascam’s 244 or Fostex’s
250—with some moderately priced, high-
tech outboard gear such as dbx’s new 163x
or a Lexicon PCMé0, and you too can have a
state-of-the-art living room.

Multitrack machines can be broadly di-
vided into two types: open-reel and cas-
sette formats. Cassette multitrack sales have
grown dramatically and represent a major
part of the multitrack market. In general,
these machines put four discrete channels on
one standard cassette and run it at 3% ips,
meaning you won't be able to play that
recording on a regular home-cassette deck.
These machines are inexpensive, convenient,
and terrific for songwriting and home demos.

Beyond the four-track cassette range,
open-reel decks are far more common, with
eight and 16 tracks being the usual configura-
tions for home use. Open-reel machines
generally use '2" tape and run at |5 ips,
making them significantly quieter than their
cassette counterparts. Some machines also
come with an integrated mixer, though most
require a link to a separate console for
patching and equalization. Open-reel ma-
chines also usually come with a pitch control
for varying tape speed; great if you don’t have
an MXR pitch transposer.

What follows here is an overview of
multitrack manufacturers and distributors, to
give you a good idea of what’s available on
today’s market. Please assume that all specifi-
cations are from the individual manufacturer
and not a result of testing by this magazine.
All prices reflect manufacturer’s retail price.

Akai Electric Co.—1316 E. Lancaster, Fort
Worth, TX 76102, (817) 336-5114.

Akai MG1212.

Current line includes: MG1212 ($1,699)—'"
original cassette format, 12 channels with built-in
mixing desk, 3% and 7'z ips, pitch control, three
heads, 50Hz-to-20kHz frequency response, dbx
Type | and three motors.

Aria Music (USA), Inc.—1201 John Reed Ct.,
City of Industry, CA 91745, (818) 968-8581.

Current line includes: R504 ($799)—four-track
cassette format, Simul-Sync, rack mount, effects
send/return, 3% ips, pitch control, dual headphone
jacks, 0.03 percent wow and flutter, and dual mix-
down outputs.
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Take & good fook at this quitar... Sure it
looks like the old standby. . .But what you've
got is an axe with twice the versatifity. . A
Schecter with Scorcher pick-up assembly.

On Top: The Tremlok™ focking-nut mechanism
with fine tuners on the bridge 3llowing
radical whammy techniqus without loss of
latonation .

Pick-Ups: Two single coil pick-ups so you can
et that smokey, “out of phase type” sound

with a lead position Humbucker for hard core

solos with a push/pull coil splitter on the tone
control So you don't lose that distinctive single
cail sound.

Controls: Just one volume and one tore pot
with 2 five way selector for streamlined use.

This i just one set up. ..At Schecter
we've got a lot more. .. Whether it's
the screaming rock of Yngwie Malmsten
or the punch of Andy Taylor and Power
Station. .. It's ALL Schecter. Try one at
your nearest dealer or write us for
Information,

Congratulations to Mark Knopfler
and Dire Straits en the suscess of
their North Amencan Tour! Good
join’ guys!

Schecter Safes Co. 2605 Andjon St. Dallas, Texas 75220 214/350-6955
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Audio-Technica— 1221 Commerce Dr., Stow,
OH 44224, (216) 686-2600.

Audio-Technica AT-RMX64.

Current line includes: AT-RMXé4 cassette
(3$1,495)—Integral six-channel mixer, three
motors, direct-drive, Dolby B and C, |7 and 3%
ips, punch infout and variable pitch control.

Clarion (Kaman)—P.O. Box 507, Bloomfield,
CT 06002, (203) 243-6304.

Current line includes: XD-5 ($1,095)—Four-
track cassette format, 3% ips, Dolby B, full logic
control, synchro, mix-down, transfer and 20Hz-to-
1 6kHz frequency response.

Fostex— 5431 Blackburn Ave., Norwalk, CA
90650, (213) 921-1112.

Fostex A-8 LR.

Current line includes: A-2 open reel ($850)—7"
reels, 7'2 and |5 ips, three heads, two tracks,
three motors, 40Hz-to-22kHz frequency response
and 63db S/N; A-8 open reel ($1,995)—7" reels,
IS ips, two heads, eight tracks, three motors,
45Hz-to- 18kHz and 73db S/N; B-16D open reel
($6,800)—10'A" reels, 15 ips, two heads, 16
tracks, three motors, 40Hz-to-18kHz and 80db
S/N; B-16M open reel ($9,600)—10'4" reels, 15
ips, three heads, |6 tracks, three motors, 40Hz-to-
I8kHz frequency response and 80db S/N. There
are five other multitrack machines available from
Fostex, including two cassette versions.

Otari Corporation—2 Davis Dr., Belmont,
CA 94002, (415) 673-4544,

Current line includes: MX5050 MKIIl-4 open
reel ($3,895)—10'4" reels, 7'42 and 15 ips, three
heads, four tracks, three motors. 30Hz-to-20kHz
frequency response and 70db S/N; MX-70-816
open reel ($13,500)—10'4" reels, 32, |5 and 74
ips, three heads, eight tracks, three motors, 55Hz-
to-22kHz frequency response and 72db S/N;
MTR90-Il 16 open reel ($27,500)—14" reels, 30
and |5 ips, three heads, |6 tracks, three motors,
20Hz-to-20kHz frequency response and 76.5db
S/N; and MTR90-i 24 open reel ($38,950)— 14"
reels, 30 and |5 ips, three heads, 24 tracks, three
motors, 20Hz-to-20kHz frequency response and
74db S/N. There are 16 other models in the Otari
line.

Sony Professional Audio—Sony Dr., Park
Ridge, NJ 07656, (201) 930-1000.
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Sony PCM-3324.

Current line includes: JH-110C series open reels
($5.890 to $11,975)—10'2" reels, 2/4/8 tracks,
three heads, 0.02 percent wow and flutter, and
66db S/N; JH-24 series open reels (317,000 to
$34,000)— ! 4" reels, three heads, 8/16/24 tracks,
0.03 percent wow and flutter, and 67db S/N;
PCM-3324 open-reel digital ($104,000)—10%2"
and 14" reels, 76cm/s and 66.7cm/s tape speeds, | 6-
bit linear quantization, 24 tracks, greater than
90db dynamic range, 20Hz-to-20kHz frequency
response, better than 0.05% thd, and 44. 1kHz and
50.4kHz sampling rates (switchable).

Soundcraft Electronics—1517 20 St., Santa
Monica, CA 90404, (213) 453-4591.

Current line includes: Series 20 open reel
($6,500)— 14" reels, 15 and 30 ips, four heads, two
tracks, three motors and 0.02 percent wow and
flucter; SCM 381-8 open reel ($10,500)—10'%2"
reels, i5 and 30 ips, three heads, eight tracks,
three motors, 50Hz-to-24kHz frequency response
and 63db S/N; and SCM 760 open reel (317,590 to
$24,950)—10'4" reels, 15 and 30 ips, three heads,
16/24 tracks, three motors, 50Hz-to-24kHz fre-
quency response and 60db to 63db S/N.

Studer Revox America—1425 Elm Hill Pk,
Nashville, TN 37210, (615) 254-5651.

Current line includes: B77 open reel ($1,799)—
10'4" reels, adjustable speeds for any two between
1% and 15 ips, three heads, two or four tracks,
three motors, 30Hz-to-22kHz frequency response
and 65db S/N; PR-99 MK li open reel ($2,250)—
104" reels, 3% to 15 ips, three heads, two tracks,
three motors, 30Hz-to-22kHz frequency response
and 65db S/N; A810 open reel ($6,300)—11.1"
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Tascam 85-168B.

reels, 3% to |5 ips, three heads, two tracks, three
motors, 35Hz-to-31kHz frequency response and
72db S/N; and A80 RC open reel ($8,950)—11.1"
reels, 7'4 to 30 ips, three heads, two tracks, three
motors, 50Hz-to-20kHz frequency respense and
64db S/N.

Tascam Professional Products—-7733 Tele-
graph Rd., Montebello, CA 90640, (213) 726-
0303.

Current line includes: Porta One Ministudio
cassette ($600)—Compact, 17 ips, integral four-
channel mixer, dbx noise reduction and electronic
punch infout; 22-4 open reel ($1,425)—7" reels,
three heads, four tracks, three motors, 40Hz-to-
22kHz frequency response and 61db S/N; model
38 open reel (32,750)—10'2" reels, |5 ips, three
heads, eight tracks, three motors, 40Hz-to-20kHz
and 68db S/N; and 85-16B open ree! ($13,000)—
10'2" reels, 15 ips, three heads, |6 tracks, three
motors, 30Hz-to-24kHz frequency response and
68db S/N. There are many more models in the

Tascam line, something for any price range and any
application.

Yamaha International—P.O. Box 6600, Bue-
na Park, CA 90622, (714) 522-9011.

Yamaha MT44D.

Current line includes: MT44D cassette ($535)—
17 ips. four tracks, Dolby B and C noise reduc-
tion, two motors, punch infout jack, and fast-
forward and reverse cueing. Yamaha makes a
complete line of accessories to complement the
MT44D, including the RM602 mixer ($395), the
RB35B rack/patchbay ($!65) and the YMCI0
MIDI-to-tape-sync converter ($120). a

Leslie West’s playing is powerful

and direc

Circle Number i6

. . .. SO is his DiMarzio

MegaDrive.

Leslie West, the big man with
the even bigger talent, served
as Larry DiMarzio’s inspiration for
creating the first hot re-
placement pickups for electric
guitars. Leslie’s sound was so
pewertul and his tone was so
ambzingly different from any-
body else’s that Larry set out to
"build a pickup which would
consistently produce that out-
put and tonality. That's why we
were so happy when lesiie
decided to use the DiMarzio
MegaDrive™ on tour with his
recently revived group.

The way his guitar scunds
is very important fo Leslie.
That's why he uses the Di-
Marzio MegaDrive™. If you
care about your sound, don't
settle for anything less than
DiMarzio.

{ ¥DiMarzio

PO Box 387
Staten Island, NY 10310

You can hear Leslie West and Mountain
on their latest Ip, “Go For Your Life” on CBS
Records.
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You've always had an
ear for music.
Now you have a
mind forit.

Compose yourself. And do anything
else with music that you have in mind. With
the computer that has a mind for music,
Yamaha's CX5M.

The CX5M is the first computer with
true musical talent. The first and only

computer with an FM digital tone generator
(the same kind used in our DX synthesizers)
built into it. For incredible musical accuracy
and realism.

Alsobuilt into the CX5M is a polyphonic
synthesizer program with 46 preset voices



00C /playback capac1ty And
user-selectab}e parameters for editing the
preset voices. So if you have something else

YAMAHA .

¥s b I |

can work your ﬁnances '

a break from that musical score and rack up
a score of a different kind on a video game.

m\.umm ‘

But maybe the voices you hear in your
head are vastly different from the preset
voices. Buy the optional FM Voicing Program
and you increase programming power by
leaps and bytes. With this increased power
you can extensively edit the preset voices.
As well as create totally new ones.

Other music software programs avail-
able for the CX5M include the FM Music
Composer which lets you create musical com-
positions in up to eight parts with Complete
control over voices, volume, expression mark-
ings, tempo, and key and time signatures.

An FM Music Macro Program which
lets you take advantage of the voicing and
performance potential of the CX5M within
the framework of an MSX® Basic program.

And a DX7 Voicing Program. (More on
this in another ad.)

And because the CX5M is an MSX

[1C U785 U

musician-friendly machine.

And a well connected one, too. Its exten-
sive input/output jacks and ports let you
save edited and created voices, scores and
programs on cassette tape. Print out scores,
voice parameters, letters, charts and graphs
in hard copy. And connect the CX5M to any
MIDI-compatible piece of equipment.

What else can the CX5M do? What else
did you have in mind?

For the answer, see your authorized
Yamaha Professional Products retailer. Or
call 1-800-821-2100 and ask for Operator
M10. In Canada, write: Yamaha Canada
Music Ltd,, 135 Milner Ave., Scarborough,
Ontario M1S 3R1.

MSX is registered tracemark of Microsoft Corp.
Video monitor. FM Music Camowser Program. and 49-key YK-10 keybourd shown are optional.

© YAMAHA




RECQRDING W4

RLD

The Sessionmen

Tony Thompson: Renowned for the
Groove, He Was Raised on Rock

by Bill Milkowski

A s drummer for Chic, Tony Thompson
was an integral part of a sound that

has become a genre unto itself. That quintes-
sential Chic groove, epitomized by the mon-
ster 1979 hit single “Good Times," has been
imitated and emulated by countless artists.

Consequently, Thompson has become a
hot property. David Bowie recruited him for
Let's Dance and the eight-month Serious
Moonlight '83 world tour. Mick Jagger called
on Thompson's crisp drumming for his solo
debut, She’s the Boss. Robert Paimer grabbed
him for his latest release. Plus, Thompson,
Paimer, and Duran Duran’s John and Andy
Taylor recorded together as the Power
Station, named after the New York studio
where the LP was recorded. And now he’s
sitting on offers from Bonnie Tyler, Ric
Ocasek, Elton John and Men at Work.

Everybody wants to cop a piece of that
groove.

But in spite of all this activity, the question
remains: whither Chic? It's been three years
since their last album, although the members
{Thompson, Bernard Edwards, Nile Rodgers
and vocalists Alfa Anderson and Norma Jean
Wright) have all been busy on their own.

“Well, Nile’s off doing his thing, and God
bless him,” says the 30-year-old drummer. “I

Thompson (r., above with
Chic and at far r. with Power
Station) plays a Yamaha
Recording series kit both on
stage and in the studio.
Dimensions are 24" bass
drum, 6'/2"-deep snare, 12",
13" and 14" rack toms and

16" X 16" and 18" X 16" floor
toms. Cymbals are Zildjian,
which the New York-born
drummer endorses.
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don’t know if we'll ever get together again
with Nile, but Bernard and | have been
talking about doing some things together.
Bernard did mention to me that he's thinking
about doing another Chic record with Nile,
but | don't know. We haven't discussed
anything. | think it would be a perfect time
for it now. In fact, we have a whole album
under wraps that nobody’s ever heard.
Rhythm tracks, anyway. It's smoking! Me and
Bernard. Serious stuff, but | don’t think
anybody will ever get a chance to hear it. It's
on the shelf.”

Thompson doesn’t like to sit on the shelf
himself. He enjoys playing live before howling
crowds, which is why he so enjoyed the
Bowie tour.

“I hadn’t been on the road for a while, so |
was itching to get back,” he recalls. “I had
just finished up my parts on Let's Dance and
was hanging around the studio when |
overheard David talking to some people
about doing a tour. So | told him, ‘Hey, if
you're looking for a drummer-. ..’ I've always
been persistent like that.”

Thompson got the gig, along with two
boyhood pals from Queens, New York:
bassist Carmine Rojas and perennial Bowie
guitarist Carlos Alomar. “We were thumpin’,
man,” he enthuses, “these three black cats
from Queens playing some serious rock &

roll behind David Bowie. It was hip. There's
not too many white rock & roll guys who are
going to allow a lot of black cats to come in
the band, which is unfortunate, because there
are a lot of black cats | know who can play
rock & roll. Some people think that if you
don’t have blond hair and blue eyes, you can’t
play rock & roll. But Bowie was cool. He just
let us go out there and burn. People assume
because I'm with Chic that all | can do is
groove. But | was going out there breaking
sticks night after night, having a fun time
playing rock & roll.”

Thompson points out that he was raised
on rock & roll. “A lot of people assume that
because I'm black | grew up listening to James
Brown,” he says, “but my major influences on
drums were Ginger Baker and John Bonham.
I remember hearing Ginger on ‘Toad'—that’s
what made me want to become a drummer.
From then on | was a Cream fanatic. It was
that or Hendrix or Led Zeppelin.” Thompson
realized a dream this past summer, playing
alongside Phil Collins as part of the Led
Zeppelin reunion at the Philadelphia Live Aid
show. “l didn’t know anything about the
Commodores or James Brown,” he con-
tinues, “l didn't listen to that stuff. Cats
would come up to me in school and say,
‘Wow, man. You hear the new Commodores
record?” And I'd say, ‘No, you hear the new
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Blind Faith record” ”

Thompson began learning about the
groove after hooking up with Chic mates
Edwards and Rodgers. “When | originally
joined Chic, | was really into the flash
technique and all the fancy things that most
drummers find necessary to have, and they
really aren't,” he explains. ‘I really learned by
playing with Nile and Bernard that it's all
about the groove. John Bonham knew that.
He'd lay down a solid four, and when it came
time for him to do a fill, he did it at the right
time and place. He had big ears, just like Nile
and Bernard. So I've learned to listen.
Groove is the most important thing to me
now. Equipment-wise, having a hundred
drums and cymbals don’t mean squat. It’s all
about laying down that solid groove. If you
have no foundation, all that other stuff you do
on top don't mean nothing.”

As a kid, Thompson used to beat on
tables, the couch and anything else
around the house that could stand up to his
percussive assaults. His father finally relented
and bought him a $60 Telstar snare drum and
a little tin cymbal. **Man, | had ‘Toad’ down on
that snare drum and that cymbal! | remember
sitting in front of the record player just
bashing along to ‘Toad.’ | would never go out,
never play sports or anything. I'd just sit and
listen to music and play all day long.”

Not long after that, his father bought him a
full kit, and Thompson was appeased for a
while—until he saw Carmine Appice in
concert with the group Cactus in the early
'70s. “He had this drum set that | had never
seen before: two 28" bass drums, huge toms
all over the place. | went home and begged
my father for a kit like that. It took three
years of begging, but | finally did get it, my
first professional Ludwig kit.”

He adds, “Back then | always vowed that
one day if | ever made it to the point where [
could afford it, I'd get tons of drums and tons
of cymbals. Now | feel like I've got too
much.”

His current kit for both the studio and the
road is a Yamaha Recording series with a
cherry-red finish, including 24" bass drum,
6'/2"-deep snare and five toms: 12" x 8",
13"%x9", 14"x 10", 16"x 16" and 18" % 16".
He endorses Yamaha drums, hardware and
pedals. His bass pedal is from the CS-500
series. His heads are clear Remo Ambassa-
dors and he uses a Remo Ambassador Black
Dot on his snare. He also endorses Zildjian
cymbals and carries six in his setup: two 18"
paper-thin crashes in front, a 20" paper-thin
crash on his right, a 20" ping ride, a 22" pang
(“'the loudest thing in the world”) and a 20"
swish over the ride cymbal. For his hi-hat he
uses 14" Quick Beats in the studio and 15"
Quick Beats live. He endorses Power Tip
sticks and uses no electronics.

*No, I'm not into electronics,” he main-
tains. | didn't get this far using any of that
stuff, although | guess it's valid in some ways.
Like, I'll use a Linn or something for handclaps
once in a while, instead of using a click track. |
hate using click tracks; most of the record-
ings I've done—Bowie, Jagger, Diana Ross,
Chic—I've never used click tracks. With me
it's more of a natural feel; | think | can lock in

pretty well. Now, if | do a session and the
other artists want a click track, I'll say,
‘Forget the click. Put some handclaps in there
and just go with that.’

“In fact, when | did three tunes on the
Material album, One Down, it was just me, the
handclaps and a chart—no band! | did all the
drum tracks first, then everybody else came
in and overdubbed their parts. And | also did
that on Power Station.”

“People assume
because I’'m with Chic
that all | can do is
groove. But [with
Bowie] I was going out
there breaking sticks
night after night, having
a fun time playing rock
& roll.”

After years of laying down the groove,
Thompson is now taking some time to study
the drums. ““I'm getting into the reading end
of it and learning about polyrhythms and
where drums are going now. | still take
lessons from an old cat named Sam Ulano.
He's about sixty-five years old and an incred-
ible reader. He's teaching me all kinds of stuff,
which is cool, because for so long | put most
of my emphasis on time and groove and feel,
just getting that snare, bass drum and hi-hat
locked in. I'm still into that, but I'm branching
out a bit.” Thompson also studies from The

Funk Drumming Workbook by New York-area
drummer Chet Deboe (available through
Deboe Publications, 427 Uniondale Ave.,
Uniondale, NY 11553).

Thompson practices on pads in his mid-
town Manhattan apartment or drives out to
his mother’s house in Queens, where he has
a full kit set up. “I'll go out there and bang for
hours and hours,” he says. “‘My parents don't
mind. 've been doing it for years.”

His favorite drummers are Vinnie Colaiuta
and Terry Bozzio, both graduates of the
Frank Zappa school of discipline. *I really
admire those guys a lot because they can read
so well,” says Thompson. “And they've both
played with Zappa, who is somebody I've
always wanted to play with. | always wanted
to get to that point—Zappa or Weather
Report. Because when you play with those
cats, you've got to be on the money and you
have to have your reading down. | think it'd
be a good test for me.”

Thompson is proud to be among the
fraternity of young New York drummers
currently burning up the scene, including
Omar Hakim, Steve Jordan, Lenny White and
Narada Michael Walden. He contends that
there is a certain amount of friendly competi-
tion involved that spurs each of them on to
new heights. “The pride factor is definitely
there. | mean, you've got to be serious to
play here. | turn on the TV and see Steve
Jordan burning on the ‘David Letterman
Show,’ or | see Omar smokin’ with Sting. You
know, everybody’s doing it here, and that

Continued on page 65
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complete with GC-1 instrument connect-
ing cable. Go for the max...now.

WE TOOK THE WORRY OUT OF WIRELESS

M EFFECT

Take your performance where it's never been before. Samson
VHF wireless frees up the visual side of your music without losing
your distinctive sound or the use of electronic effects. Samson
Concert Series wireless instrument systems start at $499 (U.S.)

SAMSON'’

Somson Music Products, 124 Fulton Avenue, Hempsteod, New York 11550 {514) 489 2203 TLX 510 222 1630
In Conodo: Omnimedio Corporation, Ltd., 9653 Céte de Liesse, Dovol, Québec HOP 1A3 514-636 9971
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Home Recording Workshop
Combining Tracks and Bouncing

by Julian McBrowne

w hat’s the one question that's asked in
every muititrack studio every day? It
could be the popular “Why cant | hear
anything?”, which is usually followed by “Can
| have another set of headphones?” It could
even be that famous telephone query
“Where's my check!” Experience tells us,
however, that the winner of the most-asked
studio question is: “How many tracks do |
have left?” The advent of 24- and 48-track
studios has done nothing to diminish the
frequency of this question, and most engi-
neers will admit to spending an idle hour
dreaming up optimal track assignments. The
quality of your four- and eight-track home
recordings depends on this kind of planning.

The advantages of muititrack recording
are clear: You can concentrate on one thing
at a time, experiment with different relation-
ships among the instruments and voices, and
delay the moment of truth—the mix—
almost indefinitely. The probiem with all of
this freedom is that it breeds indecision.
Sooner or later, if you want to continue,
you're going to have to mix those first three
tracks down to one. The trick here is to
make up your mind and start thinking like a
producer.

Every recording needs a strong founda-
tion: the basic track. Basics are usually the
simplest combination of drums, bass and

rhythm needed to play the song. Whether
you're playing it all by yourself or you're using
musicians, these are the first three compo-
nents you'll be working on. Once you get the
sounds, it's time for your first decision: a
track apiece for each of the three elements,
or one track for the whole thing? Although
there are advantages to both approaches, the
second choice will sound better. Remember:
The object is to record as much first-
generation material as possible. if, however,
you're a one-man band, bouncing is inevita-
ble. But your options are still not limited to
just one instrument per track. You could, for
instance, cut your bass and drum parts on
one track. With a little care and some
planning you could have bass and drums on
track one, rhythm guitar on track two, a
second rhythm guitar on track three, and
then mix all of them down to one great basic
track.

One way to reduce your mixing problems
is to let your arrangements mix for you. If
you want the guitar to be louder and
stronger on the chorus, try doubling the
guitar parts only on the chorus. There’s more
than one way to do this, too. You could just
cut two guitar tracks and mix them down to
one. But this time let’s try a “live bounce.”
This technique incorporates your first guitar
track with a new part in one simple step:
Bring your first track up on a fader (via the
“tape” or “remix” selector) and assign it to
the new track. Then, on another fader, bring

up the part you're playing and assign it to the
new track as well. Listen closely to the
combined signal, and when you have a good
balance between the new and the old, it's
time to “print.” Although the trial-and-error
method works well, simple math works even
better: Bring up your original track so that it
peaks at — 5Svu. Mark your level and turn it
off. Then bring up your new part to the same
level, — 5vu. The result of the combination of
these two — 5vu signals should add up to a
resounding Ovu.

Mixing is a function that improves with
practice. The more mixes you do, the better
you get. As usual, there are some rules that
must be followed, and some that were made
to be broken:

Rule: Monitor your bounces and premixes
on speakers, not headphones. Music that
sounds great in the ‘phones is usually unre-
cognizable on speakers, but a great speaker
mix always sounds good on headphones.

Rule: Add highs to your bounce tracks. The
top end is the first thing that suffers as it goes
from generation to generation. There are
those who say that everything sounds better
with a little 8k-to- 10k boost, and they might
be right.

Rule: Take your time. Having a home
studio allows you to do things at your own
pace. Take advantage of that; mix and remix
until you're sure you're satisfied.

Rule to break: Always put percussion on a

Continued on page 36

MULTITRACK CASSETTE
RECORDERS

Fostex— 1543 Blackburn Ave., Norwalk, CA
90650, (213) 921-1112.

About the size of a physics textbook, Fostex’s
the X-15 weighs just under seven pounds, runs on
batteries (included) and provides a minimal mix
section with two post EQ and pan pots. The
machine runs at |7 ips and doubles as a regular
cassette player. On board is a calibrated Dolby B
NR circuit. Levels are set with slide pots, but you
can record only two tracks at once. Bouncing is
done without patch cords, and each track has a

separate out for signal processing. The pitch
control works for both the record and playback
functions, as do the treble and bass controls.
Punching in/out is done by means of a mechanical
plunger, which isn't quite as accurate as an elec-
tronic one. But the deck fulfills its stated purpose
of being “‘an electronic notebook” rather handily.
List price: $495.

The 250 Multitracker is a cassette system that
lets you record all four tracks simultaneously. The
3%-ips unit has a mixer section with assignable
inputs, improved signal-to-noise ratio and can use
any foot switch (even one from a Fender Twin
Reverb amp). Each channel has direct-out and
record-in jacks, resulting in a possible |0 inputs,
and the record and mixer sections can be used
independently of each other. Controls consist of
gain, tone, echo send and pan. The 250 rounds out
with Dolby C, vu metering with LED peak indi-
cators, digital tape counter and return to zero. List
price: $1,300,

Tascam/Teac—7733 Telegraph Rd., Montebel-
lo, CA 90640, (213) 726-0303.

Tascam'’s 244 Portastudio is an upgraded version
of Teac’s original 144 Portastudio, a pioneering
machine in home-cassette multitracking. On the
244 you can record all four tracks simultaneously,
and the new NR is dbx. Like the |44, it has a mixer

integral to the unit, and parametric EQ has been
added. It has three-motor transport, stereo tape
cue, stereo auxiliary for either additional cueing or
effects, digital tape counter, slide-pot faders, soft-
touch controls and foot-switch punching. List

price: $1,300.

The 234 Syncaset is not much larger than a
regular cassette deck and is rack mountable. Sans
mixer, the 234 provides dbx NR at 3% ips, digital
tape counter with zero return and repeat-play
feature, LED monitoring of mode operation (nice
after a long day at the board) and a foot-switch
punch in/out capability that allows you to monitor
on input. List price: $900.
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Producer’s Chair

The Recording of Heart's
“What About Love?2”

|

by Ron Nevison

An established producer who’s
worked with the likes of Jefferson Star-
ship, Michael Schenker, the Babys and
Eddie Money over the course of his
decade-plus career, Ron Nevison is
sought out by artists for his sound:
characterized by cannoning drums and
densely mixed guitars, and perfect for
AOR radio.

The combination of Nevison and
Heart has helped to revitalize the career
of the Seattle-based group, whose for-
tunes began to slip in the early '80s.
“What About Love?”, from their ninth
LP, ‘Heart,’ is their biggest hit in years,
and here Nevison details its recording.

PREPRODUCTION

We had to change the key from the
original demo; it wasn't high enough for Ann
Wilson to sing effectively, so we moved it up.
There were a few other changes, all minor.
We pretty much learned it from the demo,
and then everybody started stretching out to
find his or her parts. We worked on it in the
little rehearsal space that Nancy Wilson has
in her house in Seattle, which is where we did
all the preproduction for the record. When
we got to Los Angeles, we rented rehearsal
space at SIR [Studio Instrument Rentals),
where we could crank things up more, and
ran a tape of the rehearsal onto their Teac
four-track as a reference.

BASIC TRACKS

In studio D at L.A’'s the Record Plant—
which has an SSL board, two Studer A800
24-tracks and Westlake Audio monitors—

(L) Heart’s most recent lineup has
remained intact since 1982: (I.-r.) Mark
Andes, Denny Carmassi, Ann and
Nancy Wilson, Howard Leese. (Above)
producer Ron Nevison.

we recorded drums, bass, synthesizer, and
Nancy and Howard Leese playing guitars; but
only on the choruses. There were two
different sounds on the synth, and | kept the
verse sound but later redid the chorus sound.
Later we also redid one of the two guitars; |
think it was Howard's. The guitar amps were
Marshalls and the new Seymour Duncan
Convertible.

DRUMS AND BASS

| didn't use overhead mikes on the drums;
just room mikes fairly far out from Denny
Carmassi’s kit. | used two Sennheiser 45(s on
the boom mikes, an Electro-Voice RE20 on
the bass drum-—not tight in, and he didn't
have the head off, but it sounded good at the
time—a 45! on the snare and the hi-hat, and
Sennheiser 421s on the toms.

Mark Andes played a Fender Precision
bass, which we took direct only.

Song: “What About Love?”
Produced and engineered by Ron Nevison

MASTER

Recorded at: The Record Plant, Los Angeles (basic tracks); the Plant Studios, Sausalito, CA (overdubs, mix-down)

Track | Track 2 Track 3 Track 4 Track § Track 6 Track 7 Track 8 Track 9 i Track 10 Track || Track 12
Vocal Bass drum Snare drum Floor tom-tom Floor tom-tom Tom-tom Tom-tom Tom-tom Hi-hat (left) B hat (rght) Room (left) Room (right)
Track '3 Track |4 Track 15 Track |6 Track |7 Track 18 Track |9 Track 20 Track 21 Track 22 Track 23 Track 24
Simmans toms Simmans toms Bass guitar Keybards ichorus) | eeses guitar N Wilson's guitar | Synclavier (verse) LinnDrum Dr Ciick Sitrmens snare SMPTE
i
Track | Track 3 Track & Track 7 Track 8 Track 9 T 1 Track | Track 12
Chorus hackng Track 2 Chorus backing Track 4 Track § Chorus backing Thorus backing | Gurar solotead | Syath Freoan o = 00 pm— J e
vocak Chorus vocal vocals Yamaha DX7 (vers.) | Yamara DX7 (verse)]  vocals (Shick vocals (Stick, tan gooded gt Lo &ty power o O -m
(Shick. A Wilson (N Wilson) Thomas, A Wilson) | Thomas. A Wiison lines {chorus) cherus’ synth synth
;',:‘g"', o Rocs g'u‘“,. Track IS Track 16 Track 17 Track 18 Teack 19 Track 20 Track 21 Track 22 Track 23 Track 24
(recorded in N Witson solc Synclavier synth | Keybaards 'verse Chorus line N Wilton's guitar Chorus guitar Lead vocal Yamaha DX7 strings | Backing vacals SMPTE
Sausalitos mandolin strings (N ‘Mison)
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KEYBOARDS

We used a Synclavier, a Yamaha DX7 and a
Fender Chroma with a patch that sounded
kind of like a guitar. The synths were pro-
grammed and played by Peter Wolf, a solo
artist and also a touring keyboardist with the
Starship. | really tried to achieve a sort of
moody kind of voice on the synths. | kept the
original synthesizer on the verse and added a

* similar stereo track to the background to

thicken it up. We used the Synclavier to do
the intro, whereas the original demo had a
guitar doing it. The main synth on the track
has a kind of horn sound on it. Then, on the
choruses, there are two or three different
sounds doing ascending and descending lines,
along with a French horn sound doing an
answer line.

It was after this that we redid Howard’s
guitar, which posed a problem on the basic
tracks, either because of the tuning or the
sound. We kept Nancy's guitar because it
sounded real good and matched up nicely.

GUITAR SOLO

The next step was the guitar solo, for
which we used a 50-watt Marshali amp.
When | do guitar overdubs, | have six or
seven different amps all set up. We try
different settings on the amp and the guitar.
Howard has a huge collection of guitars, so
we had a lot to pick from. He brought in
maybe ten. On a four-speaker cabinet, |
miked two speakers and used a Shure
SM57—which | almost always use—placed
really close up. | don’t use a room mike. |
have a Roland chorus echo that has a repeat
effect, which | like to use on solos. There was
also a limiter on it. | usually set my guitar
recordings with a Urei 1176 limiter and a
Pultec program equalizer and combine that
with EQ added at the board, since on a
program equalizer you can select only one
frequency for the top end and one for the
bottom.

VOCALS

Ann sang through an M-49, an old tube
Neumann that sounds beautiful. We tried six
or seven microphones before we found the
one that really fit her. We didn't add many
effects to her voice. | wanted to get a very
close, clear sound for the verses because |
wanted it to be a very moody kind of
delivery, whereas on the choruses | wanted a

big sound that hit you smack in the face.
There was some compression, however, be-
cause she has such a wide range of notes and
intensities on this song. We did the verses
and the choruses at different times, coming
back to them two or three times until | was
happy with them.

For the backgrounds | got the Starship’s
Grace Slick and Mickey Thomas to sing the
“what about love”s with Ann and had Nancy
do a harmony with her on the answer part. |
used Sennheiser 44 (s for all the background
parts, and the processing on them was just
limiters and some EQ for brightness. There’s
really no plate reverb on the whole record;
it's all digital. We used two older Lexicon
224s and two AMS digital reverbs. But
mostly it was the 224s, which | really like. On
some of the newer reverbs the echoes sound
too good; | like them to sound roomy and not
too bright.

On the tag where it modulates, | had Ann
do several tracks of vocal ad libs and then did
a compilation track of them.

MIX-DOWN

We mixed at the Plant Studios in Sausalito,
which is where we also recorded the
overdubs and the vocals. The console at the
Plant is a Trident, the multitracks, Studer
AB00 twenty-four tracks, and | used my own
Meyer monitor speakers. We went forty-
eight tracks after the basics, which means
that after we cut the tracks we put away the
masters, used slaves for the rest of the
recording, and then, for the mix, | put back in
the original drums. The drums had been
mixed down to two tracks for the purpose of
doing overdubs, and that does two things for
you: It saves the drum tracks from constant
wear over the heads, and it gives me a lot
more tracks to record on. And also, once
you get your original drum tracks back in the
monitors, it's kind of exciting. After you've
been listening to those third-generation
drums for a while during the overdubs and
then go back to the originals—which are in
pristine condition—it gives you quite a
boost.

The mix for “What About Love!” was
pretty conventional, and | approached it very
straightforwardly, like | would a live perform-
ance. It was really just a case of mixing the
whole thing together. O

— Edited by Dan Daley

Home Recording Workshop

Continued from page 34

separate track. If you follow this one, you
may be forced to choose between a lead
guitar track and a percussion track. Why not
have both? Try recording a live percussion
track along with your basic track premix. Try
playing tambourine while you record your
lead vocal. There will probably be just
enough leakage into the vocal mike to make
it sound good.

Rule to break: More than three or four
bounces equals mush. This depends on what
you're bouncing. A third-generation lead
vocal is not something you'd like to hear, but
for three-part backing vocals, this might be

your only choice.

Now, it's completely possible that you can
master all of these techniques and still need
more tracks. Your last alternatives are: Mix
down your track to another machine, then
bounce that back to your multitrack and
continue. Or this method: Do your overdub
while you mix. It sounds simple now. But
when the first records came out with an
artist singing harmony with himself, the
public was fascinated and mystified. We've
removed some of the mystery, but you don't
have to. When they say, *“You did that on four
tracks?”, just smile.

Circle Number 213



GET YOUR ACT TOGETHER AND TAKE IT ON THE ROAD.

Packing up for a gig. It's an important
moment of truth for every musician.
Within the safe confines of your studio,
vou've worked your music into shape.
Polished it. Perfected it. Put it on tape.
Now it's time to take it on the road. You’re
excited, keyed up. How will your music
hold up under the hot lights and cold
scrutiny of the outside world?

One thing's certain: you'll be counting
on your equipment to come through for
you when you're up on stage. Your mixer?
If it's a TASCAM 300 Series, it's the same
quality you've recorded with in the
studio. The same familiar, clean perform-
ance in a package compact and rugged
enough to hit the road with you.

One mixing console for recording and
sound reinforcement. The M-30K)'s are

TASCAM THE SCIENCE OF BRINGING ART TO LIFE.

< Copyright 1985 TEAC Corporation Of America

the first series of mixers to accomplish
this clusive ideal. They have all the
fo!dback, effects, subgrouping, 2nd
monitoring you'll need. Balanced and
unbalanced inputs and outputs. Sterco
or mono output. Top panel switching
matrix to eliminate patching. Sophis-
ticated solo syster. Flexible buss
assignment. Extensive talkback system.
Over a decade of experience designing
boards that last means TASCAM depend-
ability. Find out how musicians are
making the mast of their mixers. See the
TASCAM 300 Series at your dealer today.
Or write to us for more information at:
7733 Telegraph Road, Montebello, CA
90640,

THE TASCAM 300 SERIES MIXERS




"TIL

TUESDAY

Aimee Mann
InaMan’s
Man's

Man's World

Aﬁnee Mann (abo and second from .

_in photo at r., wi itarist Robert
Holmes, kem oey Pesce and
drummer hael Hausman). The

Boston-based band played its first show
in 1983; this year ’Til Tuesday have
opened for Hall aﬂ*bates as well as
for Tom Petty and the Heartbreakers.

by Dan Daley

M urphy’s Law. It'll catch up to ya at the
damndest times; in "Til Tuesday’s case,

in the midst of the Boston-based quartet’s
first major tour, opening for Hali and Oates.
In Detroit, somebody made off with Aimee
Mann's Fender Precision basses and Robert
Holmes'’s prized Fender Stratocasters, one of
which he'd owned for eight years.

“lt sucks to get guitars ripped off,” sighs

Mann, whose sharp, aquiline features and
plumes of blond hair make her the band’s
obvious focal point, in addition to the fact
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that she cowrites and sings its material. But
outside of the four- and six-string theft, Til
Tuesday’s prospects couldn't look brighter,
thanks largely to their “Voices Carry” video,
one of the more startling visual feasts to slink
across the MTV screen recently.

Not because it breaks any new technologi-
cal ground. Not because of any hair-raising
pyrotechnics. It stands in stark contrast to
much of what surrounds it by virtue of its—
and the Top 10 song's—ability to touch a
very real and human chord. And that’s be-

cause its source, like the inspiration of any
fine piece of work, is the truth.

“l know what it’s like to be involved in
relationships where you don’t really have
anything in common but you still want to
hold on hoping,” says Mann, referring to the
song'’s story line. “But if somebody wants to
hold you back for some reason, after a while
it's not because they want to keep you to
themselves; they want to keep you down
because they're afraid of change.”

Continued on page 40
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It can sound like anything from
ajazz combo to a rock band.
And record like a multi-track studio.

Introducing the Technics SX-K350 PCM keyboard.

The peal of a trumpet. The whisper of a flute. The rhythm
of percussion.

These PCM sounds, and more. are all at your fingertips.
Because they're all stored in the memory of the new Technics
SX-K350 portable keyboard with MIDI capability.

And to mix everything together, the SX-K350 features a
4-channel play sequencer that’s like a multi-track recorder.
With it you can play and record solo presets, bass lines and
separate left and right voices on four tracks. Tnen play back
one track or any combination of tracks simultaneously with
your live performance.

And with the MIDI terminals you can interface with up
to 16 other MIDI keyboards, an external sequencer or even a
computer. Which means the SX-K350 can handle the
demands of today’s music. And tomorrows.

The Technics SX-K350 keyboard. It €an take your music as
far as your imagination will go. Maybe even further.

Technics

The science of sound




To Catch a Thief

l hanks to some worm from the Motor
City, Til Tuesday’s Robert Holmes
now plays a Schecter Strat guitar, with a
Washburn Panther and a Kramer Fo-
cus K3000 as backups, all with GHS Boom-
ers. His Roland JC-120 amp is loaded with
JBL speakers, and Hoimes aiso employs a
100-watt Marshall 1960A. Recently pur-
chased effects include Danish-built TC Elec-
tronics distortion and stereo chorus, and
Roland SDE-3000 and SDE-1000 digital de-
lays.

Aimee Mann puts her replacement Fen-
der P-bass, also strung with GHS Boomers,
through either a Gallien-Krueger 800RB or a

Fender Dual Showman. Her only effect is to
cover her basses with black tape, though it
appears to be more for cosmetic purposes
than tonal. She also uses a 15" |BL speaker in
a ported cabinet.

Joey Pesce’s keyboards are Oberheim
OB-8, Yamaha DX7 and Roland Juno-60
synths; his lone effect, a Yamaha R-1000
digital reverb. He goes through an AB Systems
Precedent 600 and an Acoustic EAW cabinet
loaded with JBLs.

Drummer Michael Hausman's kit is all
Sonor except for a vintage Tama wood snare.
Cymbals are Zildjian; sticks, Regal Tip Quan-
tum 3000 wood.

]l 13 ouiran
BOOMERS
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Circle Number 23

The plot of the video—a man watching
the woman he is involved with growing as a
person and developing a career apart from
him, and her subsequent angst and final,
dramatic bid for personal freedom—is reflec-
tive of situations in Mann’s own past, as are
most of her songs. Her mining of this past,
however, has helped turn the present into an
exuberant time for 'Til Tuesday—Mann,
Holmes, keyboardist Joey Pesce and drum-
mer Michael Hausman. They began perform-
ing in March 1983, and within weeks their
demo tape had brought them local acclaim
and a slot on Boston radio station WBCN-
FM’s annual “‘Rock & Roll Rumble,” a
citywide battle of the bands that makes a
Yankees-Red Sox series pale in comparison.
They nabbed first place in that competition
and attracted the interest of several major
labels.

Epic Records sensed the potential of the
band, signed it, and recruited British produc-
er Mike Thorne (Bronski Beat, Wire) to
bring 'Til Tuesday to vinyl. But it was director
D. J. Webster’s video and MTV’s heavy
rotation that got the group the exposure
needed to push it over the edge, for without
those two critical factors, “Voices Carry”
might have been still-born. According to
Mann, “When the record first came out, the
Epic execs were all at a convention in Hawaii
for a week. We got the Hall and Oates tour
all on our own. No tour support.

“About halfway through the tour,” she
continues, gathering steam, “‘Epic started to
realize that this was going to happen only
because the video was getting played hellishly
on MTYV. There was no radio play—none. We
were out there playing in the Midwest, with
these funny haircuts, and people were really
responding. And they started calling up the
radio stations.”

Lack of tour support wasn't the first
problem 'Til Tuesday encountered. Ex-
ecutive producer Dick Wingate relayed Ep-
ic’s concern over the sexual implications of
“Voices Carry™’s original lyrics, which were
“about a girl from the man’s point of view,”
explains Mann. Epic’s criticism, she says,
frowning, “was pretty stupid. | said | was
working on some other lyrics, and that if |
could get them to come out the way |
wanted, |'d change them. So they said fine.”
Once the situation was cleared up, the
band and Webster plotted the video along
the lines of the story contained in the song,
Its content could be construed as a feminist
statement on one level, and a hommage to
personal freedom on another. Mann feels
more affinity with the second interpretation.
“Making a video that means something
didn’t mean | wanted to make a statement at
all. But | did want to have a story that made
sense from beginning to end, and that had
something to do with my life and my feelings,
something with some drama and guts to it.
The idea about this guy in the video not liking
the way | looked was more D. |. Webster’s
interpretation of my lyrics, and | worked
with him on that” Songwriter and video
director did battle over one point, when
Mann felt that Webster was portraying the




male antagonist as too overbearing, to the
point where it was becoming unrealistic. “If
he were more of a jerk,” she comments
about the character, “l wouldn’t put up with
him, so | was trying to get him toned down a
little. 1 can get behind it the way it stands
now, but | obviously wouldn't be with a guy
like that.”

When told of Mann's remark, Mike Haus-
man laughs softly in agreement. “No, Aimee
wouldn’t go out with a guy like that,” says the
drummer, who was romantically involved
with her for a time. In fact, the two were
sharing an apartment when 'Til Tuesday
formed. Some bruised egos resulted from the
breakup, both admit, as well as within the
entire band, though for another reason.
There was some grumbling over Mann’s
figuring so prominently in the *“Voices Carry”
video. It's an old story—rookie band coping
with the newfound pressures of stardom—
but one that was new to 'Til Tuesday.

“We had been on the road and all we saw
was one another, and things were really just
getting strange,” says Mann. “But a couple of
weeks ago we sat down and had this big
conversation, and now things are fine. We
wanted to be completely honest and decide
what we wanted, because. ..” She hesitates
warily. “I'm not going to work in a very
personal way with anyone who says, ‘This is
just a job." | have to bring in songs about
things that have happened to me, and every-
body knows what it's about because they
know me and what goes on in my life. And if |
can’t trust them to the point of telling them
these secrets, then it’s not going to work.”

Hausman amplifies further: “Everything
that happened for this band happened really
quickly. You can easily lose track of what you
want to do with the band and how every-
thing works together. We were feeling that

everyone was going in different directions
and not really pulling together.” The prob-
lem, both Hausman and Mann maintain, was
quickly extinguished.

’ I il Tuesday’s closeness was palpable

at a recent performance opening for
Tom Petty and the Heartbreakers at the
Meadowlands Arena in New Jersey. They
stood tightly together on the stage that
night, looking to one another for support.
“It’s not like each of us is trying to grab his or
her own piece of the audience,” contends
Hausman. *“We try to project a sense of
really being together on stage. We want
people to see that there's a chemistry which
works. 1t makes the music better.” Plus, he
adds pensively, *“You can really feel alone up
there.”

At one point between songs, Mann
reached out and touched Joey Pesce on the
shoulder as she crossed the stage. Their eyes
met for only a moment, but the communica-
tion was there.

“There’s a moment in the video where
Aimee touches me on the shoulder, and |
look up and see that she’s upset,” says
Hausman, noting the similarities between the
video and the stage encounter. “That's the
way this band works; there’s a lot of sup-
port.”

There is a recurrent theme in literature,
that success erodes the personal relationships
which enabled success to take place. 'Til
Tuesday’s four souls seem cognizant that it
can happen and that it’s a constant endeavor
to avoid such a trap. “'Everybody tries to be
sensitive to other people’s feelings,” says
Hausman, *and that always takes effort,
whether you're best friends or not.”

Holmes and Mann had the Fender Strat guitar and the Precision bass shown here
stolen in Detroit earlier this year. Mann is now playing another P-bass, which is
covered in black tape, while Holmes has switched to a Schecter Strat.

Photo by Ebet Roberts
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Selected Gear Used on Tour

JC-120 combo amplifier, manufactured by
RolandCorp US, 7200 Dominion Cir., Los Angeles,
CA 90040, {213) 685-5141.

The JC-120 is a | 20-watt amplifier featuring two
12" drivers; two channels; volume, treble, middle,
bass, distortion, reverb, vibrato speed, vibrato
depth and chorus/vibrato switches; foot-switch
jacks for chorus/vibrato and reverb; and line-out
and external speaker jacks. Just because the “JC”
stands for “Jazz Chorus™ doesn't mean this mon-
ster won't pound out the rock & roll as well; just
ask the gang in Til Tuesday.

Suggested retail price: $775.

Panther guitar, manu-
factured by WVashburn
International, 1415
Waukegan Rd., North-
brook, IL 60062,
(312) 541-3520.

Washburn's Panther is
a Strat-styled instru-
ment featuring 25" scale;
two humbucking pick-
ups; rosewood finger-
board on laminated
neck; 22 frets; chrome
machines; and poly-
urethane finish. The
Panther's neck is bolted
on, and Washburn offers
a number of tremolo
options, including its
hot, new Wonderbar.

Suggested retail price:
$799.

800RB bass amplifier, manufactured by Gal-
lien-Krueger, Inc., 584-B Vandell Way, Campbell,
CA 95008, (408) 379-3344.

‘8. _0000.0.CEC

Gallien-Krueger’s 800RB is a self-contained
biamp system featuring preamp section: variable
electronic crossover (100Hz to |kHz); two ampli-
fier sections—one 100-watt amp for high end and
one 300-watt amp for low end; effects loop and
optional rack-mount configuration.

Suggested retail price: $949.
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ON SONGWRITING N
Bob Halligan,

Writing the Heavy Hits

Jr.:

by Dan Daley

I t is a putative notion that heavy-metal
acts are the primary suppliers of their
own material. It's hard to conceive of one of
the more covered contemporary writers
such as Billy Joel or John Fogerty being
recorded by Def Leppard or Blue Oyster
Cult. But these bands do have a problem in
that the vast majority of their material rarely
makes it to the radio, which tends to shun
HM to the point of ghetto-izing it, relegating
it to the early a.m. hours—if it plays it at all.

Even established purveyors of metal have
to get access to the airwaves in order to
flourish; to survive, for that matter. And to
accomplish that they sometimes have to go
elsewhere for songs that can crack the
Top 40.

Enter Bob Halligan, Jr., whose composi-
tions and cowrites have sold over four million
records worldwide. By the end of this year,
he will have at least 25 cuts released on
albums by Judas Priest, Helix, Blue Oyster
Cult, Kix, lcon, Lee Aaron and Rick Cua, with
projects in the works with Ted Nugent,
Blackfoot and Export.

“I've benefitted from the assumption that
heavy-metal bands generate all their own
material,” says Halligan, 33. “In fact, they're
looking for songs. | seem to be the only guy
doing what | do; the only one who noticed
this niche.”

Halligan, currently with Screen Gems Mu-
sic, was a staff writer at United Artists Music
in 1981, writing mainly pop rock—his per-
sonal favorite—with one successful cover
behind him: “The Best of Me,” recorded by
South African rockers Clout. The single sold
over 300,000 copies in Europe that year.

But something else happened that year for
Halligan. Judas Priest were searching for an
American single for precisely those reasons
mentioned earlier. Halligan’s “Take These
Chains” was submitted and was chosen by
the band from over 300 other entries.
Appearing on the 1.3 million-selling Scream-
ing for Vengeance LP, it gave Halligan the
proverbial lightbulb over the head.

| got the bright idea that if | could write
one of these, why not go for others!” he says.
And he did, with a very well-thought-out—
to the point of being clinical—approach. I
really studied that record and the other
songs on it,” he admits. *| listened to Priest’s
other albums, read about them, looked at
their photos, and went to one of their gigs. |
really tried to climb into their skins and see
what it felt like.”

He took heavy metal apart like a watch
and examined the pieces, looking for its
essence. | analyzed their songs from a
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harmonic, melodic and rhythmic standpoint,”
he explains. “There are certain places you
can go, certain modalities that are comfort-
able for heavy metal. Harmonically, it’s rather
simplistic. There are certain tricks, certain
chromaticisms you can use.

“Let's say you're in E minor. The popular
avenues there are to C. The G is often a
passing chord. The D will get used a lot. You
won't get a lot of augmented or diminished
chords—if any at all—or thirds in the bass.”
However, Halligan says that the latter is
becoming more popular, a recent HM evolu-
tion he asserts was legitimized by the unusu-
ally tuneful Def Leppard. Halligan's research
became judas Priest’'s next single, “Some
Heads Are Gonna Roll” from 1984’s Defen-
ders of the Faith. The record garnered consid-
erable airplay and brought Halligan recogni-
tion as an HM specialist.

Halligan’s approach to metal can be applied
to any genre for writers trying to expand
their horizons. His advice: “Initially, study the
structures; never mind about the chords or
the melodies at first. just sit down like a
football coach watching films of last week’s
game. Time the songs. Time the intros. Figure
out where the intro stops and the song
begins. Find out if there’s an ‘a’ section and a
‘b’ section in the verse. If so, how many bars
are there in each! Once you kind of rough all
that in, you get a sense of structure, and then
you try to write a song that fits that
structure.

“Better yet,” he continues, “take one of

For those aspiring to write in the
hard-rock vein, Bob Halligan, Jr.,
advises studying carefully the song
structures of popular metal acts.

your own songs and see how it stacks up
against this structure. If your chorus comes in
at a minute and thirty seconds, people might
turn the radio dial before they get to it.
That's basic stuff which applies to any genre.”

In terms of heavy metal specifically, he
suggests writers listen closely to instrumen-
tation once the structure is mastered. “Think
like a producer. These bands have to perform
these songs in a certain kind of style. Don't
dig any holes for yourself. Do they use a
glockenspiel on the intros? If not, don’t write
one in.”

MAKING METAL DEMOS

What's the best way to present a metal
song on tape! Calling the songs' arrange-
ments “absolutely critical,” Halligan stresses
that “if you use prominent keyboards on a
heavy-metal demo, it goes directly into the
trash without a listen.” The guitar is still
supreme in this neck of the woods, apparent-
ly.
What about the maxim that a good song is
a good song regardless of how it's presented’
“l don’t believe that,” he replies, “‘unless
you're blessed with a great pair of ears on the
other end. We're in an era of style over
content, and if people don't feel the style is
right, or if the guitars on a demo aren’t cut in
a certain way, you're up the creek.”

Halligan, born in Syracuse, New York,
further asserts that the nature of the indus-
try these days requires high-tech demos to
secure a fair listen. He’s probably correct in
that assumption, if only because the prolifera-
tion of good home recording equipment has
made at least minimal production values on
demos de rigueur.

Halligan himself works mostly on an up-
right piano and admits to “showing my
acquired ignorance” when it comes to tech-
nical jargon. His demos are recorded on a
friend’s Tascam 38 eight-track. “Producing to
me is having ears and knowing when some-
thing sounds right,” he contends. “The trick
is to know your limitations and to work with
somebody who knows the tech end.”

In exploiting the niche he has carved out,
Halligan has implemented an overall game
plan, a higher operative philosophy. Both he
and his manager, Barry Bergman, believe that
hard rock is “mellowing out.” Why! “Be-
cause radio is appealing to an older audi-
ence,” says Bergman, who originally signed
Halligan to UA in 1979. He points out that
heavy-metal bands have to accommodate the
changing demographics and make their music
more accessible to the mainstream. Halligan’s
perscription: ““More melody; more musicality.
A heightened sense of song craftsmanship for
the adult palate.”

Considering the number of acts covering




his tunes in the genre, is there a danger that
he might become tagged within the industry
as a writer of only metal! “There's some
danger of that,” he admits. ‘‘Let’s call it a
situation where there is this metal monicker,
and we don’t want it to stick anymore than
necessary.” To this end, Halligan is pursuing a
recording dea! for himself, a record that
would reflect his own musical taste. (As to
whether or not he likes metal personally, he
says he has "acquired a taste for it” along the
way, although he prefers to be near the
volume control.)

Halligan has adapted his skills to another,
nascent form of hard rock, one whose impact
is just beginning to be felt: contemporary
Christian music. “It’s rock & roll that | would
defy anybody to identify as gospel music
unless he had a lyric sheet in front of him,” he
states firmly. He recently coproduced and
cowrote seven songs on an album by Rick
Cua, a born-again Christian rocker formerly
of the Outlaws. One notable cut from that
record (Youre My Road, Sparrow Records,
Chatsworth, CA 91311) is "“Don’t Say
Suicide,” a song that addresses the recent
teen-suicide epidemic. Noting that this cut is
perhaps the most metallic of the songs on the
record, Halligan says, *“We felt the best way
to do it was with a sledgehammer, because

Contemporary metal,
contends Halligan,
features “more melody;
more musicality.”

the kid who is in that frame of mind is more
apt to be listening to Scorpions than to
Debby Boone.”

Halligan is no evangelist. His Irish heritage
and choirboy appearance suggest more a
mischievous altar boy than a brimstone-
belching crusader. But with Cua the pairing
worked remarkably well. “Rick is well-
versed in the lexicon of gospel songwriting
and knows the images that you can use in
those songs,” he says, noting ironically that
those images are diametrically opposed to
the ones which characterize heavy metal:
demons, death and destruction—the three
Ds. An interesting juxtaposition. In his own
tongue-in-cheek words, “from Judas Priest
to Jesus Christ and back again.”

The bottom line on Bob Halligan, Jr., is that
he has taken analysis of the craft to a rather
elevated level. Even more, he has been
enormously successful at it. Cogent, at times
almost eloquent on the subject, he is the
archetype of the calculated writer, a breed in
short supply these days. Not that he's a
stranger to inspiration—you simply don't get
as much done as he has without liberal doses
of it. But he illustrates the major side of the
equation which states that it's 90 percent
perspiration. Halligan has put a lot of thought
into what he does, and every writer, regard-
less of his or her type of songs, can learn a
great deal from him. L

Dan Daley is a songwriter whose credits
include “Still in Saigon,” recorded by the
Charlie Daniels Band, and “This Could Be the
Night,” a Top 10 single for R. B. Hudman.
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by Ron Bienstock

Roger Phillips, an associate with So-
lomon, Lieberman, Tusk and Chung,

called Harley Whitbread, leader of the Lift-
ers, a new band the firm had been hired to
incorporate. The group had sent several
names for possible use as its corporate name,
and there were a few problems.

“Mr. Whitbread,” said Phillips, “a corpo-
rate name cannot use someone else’s trade-
mark or any other corporate name that has
been previously used.”

*“I would imagine that ‘3M’ is out then.”

“Definitely,” replied Phillips. “In addition,
‘Mixmasters’ may still be someone else’s
trademark; I'll have to do a trademark search
before we can try.”

“Let's go with 'HitSquad, Inc.’; it's got a
certain anticorporate feel to it.”

“I'll have to check with the Secretary of
State’s office first, but it sounds O.K. to me.”

As Phillips hung up the phone he pondered
Whitbread'’s curious comment on anticorpo-
rate names. He wasn't sure what Harley
meant, but he had a feeling he would be
finding out.

The rest of the Lifters, Dan Smoot, Bob
Schwartz and Hans Kirshner, thought that
Harley’s choice of a name would suffice,
although Dan was disappointed they couldn’t
use 3M or Xerox Music. The band had more
important responsibilities such as electing
officers and directors to think about. At their
next rehearsal the Lifters began their corpo-
rate process.

“l move we make Harley president and
chief operating officer,” said Harley.

*“I think we should ask Phillips just how
we're supposed to do this,” groaned Dan.

*“I think we should use the money from
HitSquad to finance a silk-screening business
for Dan and myself!” exclaimed Bob. “After
all, for a year we've been making our band
posters on our own time at work, and we can
all write off the printing business on our
taxes.”

“I don't know if we can do that. Our
bylaws say our business has to be music
refated,” said Dan. “We could end up owing
millions; then where would we be?”

“Let’s not overreact,” interrupted Harley.
“Look, I'll be the president, but we will all
have a vote in what HitSquad does, and yes,
Dan, we will follow our bylaws. | promise
that Elliot Ness will not break down the door
to remind us we cannot run something
outside of our sacred corporate duties.”

“Aren’t we supposed to write down this
stuff as corporate minutes?” asked Dan.

“Oh, come on, Dan,” sneered Harley.
“This isn't Chrysler. Let's get on to more
important stuff, like exactly what equipment
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we're going to pick up tomorrow.”

The next day the band made a trip to
Morley’s Music. Feeling quite flushed after
finally getting their bank loan as a corpora-
tion, they bought two DZ-9 Polystems, an
Ancron sampler, two San Andreas bass bins
and a slew of Cross effect pedals. Although
Dan had complained, the band had named
him as the purchasing agent, and he signed
and paid for the equipment as “Dan Smoot,
vice-president.”

Across the street at Stamish Music, Bob
purchased a set of custom-length PA and
stage cables, and signed and paid for them as
just “Bob Schwartz,” leaving an order for
more cables to be picked up in two weeks.

Weeks went by, and the Lifters continued
their success as a live act, now sounding
better than ever. One day a letter from an
attorney appeared in Bob Schwartz's mail-
box. It said he personally owed Stamish Music
for the custom cables that he ordered. When
Dan Smoot saw the letter he became hyster-
ical.

“How can we play if you're in debtor’s
prison? And what's worse, if we owe Mor-
ley’s any money, | may join you.”

Harley called Roger Phillips. Phillips now
knew what Whitbread meant by “anticorpo-
rate.” He told the band to come to his office
late in the day.

Phillips was perturbed. *| instructed you
gentlemen that a corporation is serious busi-
ness and that you must follow guidelines and
rules if you're to benefit from it. Now, | think
| can call the attorney about the Stamish bill,
and it appears Dan signed correctly at Mor-
ley’s, though you should have signed as vice-
president of HitSquad. But in the future,
corporate minutes must be taken, such as a
resolution to buy equipment. This will show
you intended to buy for the corporation. |
hope everyone has got the picture! Oh, and
by the way, about an hour ago Lenny
Kornblatt, head of A&R for Diveco Records,
called. He really liked your tape and wants to
see the band. | told him you'd all be very
pleased.”

°

A corporation is a legal entity—an artifi-
cial person—created in accordance with indi-
vidual states’ statutes. The corporate entity
is separate and distant from the legal person-
alities of those who own and manage the
corporation. After incorporation has taken
place, care and continued planning and coun-
seling are needed to avoid the following
problems that generally can arise with any
corporation, and have in the Lifters’ case.
This month we continue our conversation
with Manhattan attorney and manager Harris
Gordon Miller.

|. Piercing the Corporation—The

ON LAW I

Incorporating Your Band
or Music-Related Business, Part 2

benefits of incorporation discussed in last
month’s column will be lost if the band or
music-related business corporation fails to
operate and maintain itself as a legal and tax
entity separate from the band and its individ-
ual members. If this is allowed to occur, a
creditor can then pierce the protective
nature of the corporate “‘shell.”

The corporation must comply with federal
tax and state law requirements, including the
filing of specific documents, forms and tax
returns. It must observe the corporate for-
malities, including recording the minutes of
corporate meetings (which the Lifters failed
to do), preparing bylaws, issuance of stock
certificates representing the shares of the
corporation, election of directors and of-
ficers, and establishing corporate bank ac-
counts.

Further, the corporation should enter into
an exclusive employment contract with the
band-members, specifying the services they
will provide. The corporation, not the band-
members (as in our example with Bob
Schwartz), should purchase or lease equip-
ment, rehearsal space and other items re-
quired by the band to conduct its music or
music-related business.

If the band ignores the corporate struc-
ture and conducts its business as individuals
or as if it were still unincorporated, each
member/shareholder opens himself to the
fullest personal liability for the debts and
misdeeds of the band and every other mem-
ber/shareholder to the extent of every asset
he personally possesses. To make matters
worse, whatever tax-favored status the busi-
ness is enjoying may be challenged by the IRS,
possibly resulting in bigger tax bills for the
band-members. The points below cover
some of the tax problems.

2. Personal holding company sta-
tus—This is a problem for the solo artist in
particular. When a corporation is established
to receive and hold the income of its share-
holder in order to shield that income from
higher individual tax rates, the IRS will
scrutinize the operation of the corporation.
If the IRS finds “‘undistributed personal hold-
ing income,” then it will be taxed at the
highest rate.

This tax can be avoided. One way is to
distribute all of the corporation’s income in
the form of salary, pension, profit sharing and
other fringe benefits that can be deducted by
the corporation. When no undistributed
personal holding company income remains,
nothing can be taxed. Even so, the corpora-
tion may be subject to the challenge that the
compensations are unreasonable.

3. Unreasonable compensation—
Should the IRS deem the shareholder’s

Continued on page 51
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First No Breaks,
Then ‘No Brakes’

Now He’s Shifting Into High Gear
by Philip Bashe

Photo by Ebet Roberts

“l really want this story to come out
sounding positive,” John Waite half-
emphasizes/half-implores, “because that’s
how I've been feeling lately.” Doing his best
to sound convincing, he adds, “I'm such a
happy person these days. Really.”

A John Waite story with a happy ending
would be a nice change of pace, actually, for
it's only been in the last year that such a
culmination would be possible. Until 1984’s
No Brakes, the 30-year-old Lancaster,
England-born singer’s career was bedeviled
by no breaks. Consider the following
chronology (handkerchiefs optional):

From 1976 to 1981 Waite fronted the
Babys, an immensely underappreciated and
misunderstood band whose sardonic name
conflicted with its aggressive, melodic pop &
roll. They should have finally broken amid the
late-'70s new wave but instead of sweeping
ashore were swept aside. In frustration, and
disabled from a knee injury suffered on stage,
Waite quit both the Babys and the music
business, bolting back to England with the
intent of becoming a painter.

One year later he was coaxed out of
retirement to record Ignition, a respectable
solo debut that was thwarted commercially
by an apathetic label which then had the
audacity to reject a second album. Waite
disappeared into the English countryside
once again.

Then, unexplicably, his luck changed: He
signed with a new, supportive record compa-

“Fm most at ease
when m in

the spotlight or
singing in the
studio. | say
much more
about myself
and am more
myself in those
situations.”




ny, EMI America, and, to fill out his first LP
for the label, hastily penned a poignant ballad
called “Missing You.” The song went to #I,
and the complexion of Waite's career
changed overnight.

But Wiaite is not one to overlook the hard
times. You can see it in his deep-set, entranc-
ing brown eyes and, most of all, hear it in his
voice, which can wring heartache out of the
simplest line. The tortured-artist principle
enacted once again.

“I've gone through a lot of bad things in my
life,” Waite says in a moderate brogue that
turns a word such as “‘guitar” into “‘ge-tahr.”

“I'm a pretty distant person; most of the
time my mind is somewhere else. I'm most at
ease when I'm in the spotlight or singing in
the studio; | say much more about myself and
am more myself in those situations than
when I'm, say, with a friend.” Waite is
extremely animated, tugging constantly at
the sleeves of his Navy jacket, displaying the
kind of restlessness that pervaded his last
album, the successful No Brakes. Many of its
songs concerned loneliness, separation and
distance, one track in particular—*‘Dark Side
of the Sun"—seeming to sum up the singer’s
perspective at the time. But now Waite has
enjoyed what he says is unequivocably “the
happiest year of my life.” So how is that
reflected on his new record, Mask of Smiles?
In blithe, cheery little numbers about taking
time to smell the roses?

“Well,” Waite snickers, “there’s one song
called ‘Welcome to Paradise,’ which is the
ultimate down song.” He recites the opening
lines: “‘Sour milk in a saucer and the cat
won’'t come home/And sometimes New York
City feels like burning Rome’—pretty de-
pressing stuff.”

Everybody's favorite heartbreaker is one
who’s been heartbroken—that’s John Waite.
If you're a guy, you want to buy him a good,
stiff drink and commiserate. If you're a girl—

“l‘ ek! It's him! Its him!” Knees are
4 squeezing together tightly and
hearts are melting outside the entrance to
the Boogie Hotel, the onetime Moose Lodge
and Slavic Cultural Center turned recording
studio. A trio of teenage girls has staked out
the stately looking Victorian-era building on
Main Street in bucolic Port Jefferson, New
York, about two hours east of Manhattan.
Somehow the squealing nubiles were alerted
that John Waite is recording music at the 24-
track facility, originally built by the members
of Foghat seven years ago. Waite, who'd just
darted out of the control room, feigns
embarrassment before ambling over to duti-
fully sign some autographs. Then it’s back into
the studio, where keyboardist Tommy Man-
del is overdubbing a part on a Yamaha DX7 as
coproducer Stephan Galfas intently adjusts
the levels.

Waite has become a bona fide celebrity
over the past |2 months, due not only to the
success of No Brakes but also to his appear-
ances on the since-scrapped TV series *‘Paper
Dolls.” It wasn’t exactly Shakespeare (“I got
to stick my tongue down some girl’s throat,”
he laughs wickedly), but it did provide Waite
with an appreciation of the parallels between

acting and trying to put across a song. “In
acting you have to lose yourself completely.
It's a sublimation of your own personality,
which in some ways is a lot more difficult
than rock & roll.”

It's his ability to not lose himself that
ultimately makes John Waite such a convinc-
ing singer. He may rue his sensitivity when it
comes to his personal life, but it certainly
comes in handy when it’s time to step in front
of the microphone. His emotions, he admits
readily, are exposed like bare wires, making
it easy to draw from past experiences, both
pleasurable and not. For example, when
laying down the vocal to “Missing You,” he
subconsciously conjured up memories of a
lost love, with no coaching from his produc-
ers and no psyching necessary before the
tape started rolling. “I was cringing when |
sang that one,” he recalls.

“l don't need a false start,” Waite says
when asked if he prefers a certain environ-
ment in the studio, whether it be soft lighting
or an intimate vocal booth. “Every time | sing
‘Missing You' | think of the same images.
Every time | sing ‘Dreamtime/Shake It
Up’ "—partly about the murder of John
Lennon—*| think of Seventy-second Street
in Manhattan, which is where | lived when |
wrote it.

“Without being too poetic, you can just
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Though he’s not using one here, Waite
generally favors Shure SM57s live,
saying, “You can whack an SM57.”
On ‘Mask of Smiles” he sang into

a Sanken CU4I.

Vocal Mikes—Which to Use?

0 ver the course of his multifaceted
recording career, Stephan Galfas has
been a producer/engineer (including a stint as
a staff producer for Warner Bros. Records)
and for 10 years a co-owner of the House of
Music recording studios in West Orange,
New Jersey.

His main area of expertise, however, is in
working with vocalists—how to inspire a
quality performance and with what micro-
phone to capture it. He's helped bring out
the best in Jack Bruce, Southside Johnny Lyon
and Ellen Foley, to name but a few. Here are
Galfas’s comments on some of the more
popular studio vocal mikes, plus some re-
commended applications: 3

AKG C-414 (condenser, muitidirection-
al), AKG C-414EB (condenser, multidirec-
tional)—*“| find the 414 to be a little hard for
most male singers. For background vocals it’s
terrific, but for leads it’s got a little bit of a
midrange boost and a slightly crunchy top
end. The 414EB has a very smooth top end
and can be terrific for female singers. | used it
for Ellen Foley several times, and it was very,
very good. P've never used the 414 for a male
vocalist on a record.”

Audio-Technica ATM-63 (dynamic, car-
dioid)—"A very clinical-sounding mike. It's
very good for dance-record vocals, where
the voice needs to be very even and right up
front. | recommend it for female vocalists.”

Beyer M600 (dynamic, hypercardioid)—
“For heavy rock tunes and for a really heavy,
harsh singer, it can be great. [t takes a lot of
dynamic pressure to move the capsule, and
therefore the mike has something of a
bottom-end hump. The bass proximity effect

is very noticeable with the M600.”

Neumann U-87 (electret condenser,
multidirectional), U-67 (same), U-47 (elec-
tret condenser, cardioid)—*The U-87 has
been a standard for years and is just a great
all-around mike; anybody sounds good with
it If a vocalist doesn't know how to work it,
you can get some real pops, but for a vocalist
who does, it’s terrific. As soon as it gets wet,
however, it must be aflowed to dry out. Also,
U-87s have unique personalities, so you have
to check them out very carefully, to get the
one you want with the sound you want.

“I usually start sessions with U-47 tube
mikes; the solid-state model is a little too
cold, even and flat. The U-67s can be won-
derful too, and there’s also an M-49, which is
incredible for background vocals.”

RCA 77 DX (ribbon, multidirectional)—
*} used this on one of the Southside Johnny
records | worked on. It cant take any
pressure, but it has this real warm, strange
sound; a real in-the-living-room-with-you
sound.”

Sennheiser 441 (dynamic, supercar-
dioid)—"it’s a good live microphone, and it's
great for recording acoustic guitars, but | find
it a fittle too bright and too sizzly.”

Shure SM57, SM58 (dynamic, car-
dioid)—*‘Even though you're ‘not supposed
to’ use these in the studio, | have. Sometimes
a singer has a great live sound but can't
reproduce it in the studio. That's because
he’s spent his whole life using the bass
proximity effect to develop the sound of his
voice, and when he uses a real clinical mike,
he can’t deal with it. So for that reason, I'll
sometimes use the Shures.”
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I Soundetiock O3

Selected Gear Used on
*Mask of Smiles’

by Studer-Revox, 1425 Elm Hill Pk., Nashville, TN
37210, (615) 254-5651.

The ABO RC's features include 7% /15, 15/30
speeds; |1.] maximum reel size; three heads; three
servo motors; 50Hz-to-20kHz frquency response;
lZ-vokumM.mvunm?ﬂ'xlfxa‘
dimemimswln-poundwew

Suggested retail price: $9,000

Cu-4) mwfacnredbym
available from Martin Audio Video Corp., 423 W.
55 St, New York, NY 10019, (212)541-5900;
Studio Supply Company, Inc., 1717 Eim Hill Pk..
Suite B-9, Nashville, TN 37210, (615) 366-1890;
Audio Industries 1419 N. LaBrea
Ave., Hollywood, CA 90028, (213) 851-4111.

The Sanken CU-41’s features include flat fre-
quency response from 20Hz to 20kHz: inherent
noise level less than 15db; and dynamic range of
125db.

Suggested retail price: $1,327.

DX7 synthesizer, manufactured by Yamaha
International Corp., Box 6600, Buena Park, CA
90622, (714) 522-901 1.

The ubiquitous DX7 shows up at more sessions
than a case of Dom Perignon. Its features include
61 keys; FM Tone Generator sound source with six
operators and 32 algorithms; |6-note poly mode;
one-note mono mode; six mode selectors; six
controls; 12 voice parameters; |2 function para-
meters; LCD display; and cartridge interface.
- Suggested retail price: $1,995.
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“John ls a great
singer,” says his
producer, Stephan
Galfas, “though he
sings as badly as you
can sing if you’re going
by the book. But it’s
correct for him. John
has an urgency in his
voice that | think rock
& roll is about.”

Photo by Ross Marino

close your eyes and the song takes you there.
The landscapes are inside your head. So for
me, studio environment isn't important.”

Having the proper microphone, however,
is important to Waite, who says he was
unhappy with his vocal performance on the
last album. “| couldn’t find the right mike, but
this time I'm singing like a bird.” For that he
credits New York City’s Clinton Recording
Studio, coproducer Galfas and the Japanese
Sanken CU-4{ mikes he's using.

“They have a tube sound,” Galfas says of
the solid-state dual-condenser mikes, which
retail for $1,327 and are available through
only three dealers in the U.S. “They're like
perfect Neumann U-87s.

“But,” he adds, “they may not be right for
all singers, because they're real unforgiving—
exactly what they hear, they give you.” Live,
Waite favors Shure SMS7s for their rug-
gedness, saying, “You can whack an SM57.”

Just as critical as mike selection is having
the correct balance in the headphones when
singing. Waite prefers a relatively low volume
of music and voice, which, he explains,
“allows you to really get behind the song and
get a lot of response from the mike. If your
voice is too loud in the cans, you tend to not
sing hard enough. You can get a great vocal
only if you have a great sound in the 'phones,
and Stephan is the only person I've ever
worked with who can get that for me.”

Galfas, a vocalist himself, is extremely
sensitive to supplying the right mix in the
headphones, because singing in a studio, he
analogizes, “is like singing in a laboratory. So
if John wants more EQ in the headphones, I'll
EQ the return. But | won't EQ what's going
on tape; I'd rather have everything to work
with in the mix instead of being restricted by
a pre-EQ'd voice. The same holds true for
limiting.”

Galfas calls Waite an easy singer to work
with, able to take direction, but not so easy
to capture on tape. “No vocalist as good as
John is easy to capture,” he says, “because of
their emotional range.” For that reason,

Waite is not a punch-in vocalist. Galfas
explains that he records two or three full
performances of a song and from those picks
the best one. **Very often we won't tamper
with it at all, though once in a while there'll
be something to correct here and there.

“John is a great singer,” he continues,
“though he sings as badly as you can sing if
you're going by the book. But it's correct for
him. John has an urgency in his voice that |
think rock & roll is about, and that’s what |
try to stimulate from him.”

'l‘ hat urgency is just one of the traits
that makes Waite such a distinctive
singer. There’s also the quality of his voice,
raspy yet potent, capable of evoking both
vuinerability and strength. And then there’s
his adept delivery. One technique Waite
frequently employs is the use of blue notes,
which are sung a half-step off to suggest a
bluesy, dissonant feel. “That comes from
being a bassist,” claims Waite, who played
bass for the Babys in the early stages of their
career and who today composes mostly on
acoustic guitar and piano. He jumps up and
runs over to a nearby piano to sound out an
example of a typical Waite vocal line, creating
a chord that makes you wince slightly. “Very
disturbing, isn’t it?” he smiles. “‘Sting does the
same thing. It comes from having played bass
and my blues background.”

Wiaite's uncanny phrasing is also derived
from his years spent playing in bands. He'll
often cut off the last word of a phrase, as on
“Missing You™s “I ain’t missing you at all,”
allowing the band to rush back to greet him.
He’s an unusually band-conscious vocalist.

“Band conscious, yeah. | believe that in
order to have a great vocal performance,
everybody's got to be at his finest. It's not
like being in the movies—‘Don't upstage me,
darlin’ '—you have to let everybody be really
great and not inhibit anyone. | can’t work
with musicians and say to them, ‘Be not quite

Continued on page 65
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GIL MOORE
|

of Triumph
Talks About
Drumsticks

| always had a problem with
sticks snapping and hitting
me in the face. One time at a
show in London, Ontario, one
hit me in the eye. | thought |
was blind; | couldn’t see for
two days.

Another time a stick nearly
tore off my ear—blood was
coming out all over the place.
So | finally decided that | had
to use a synthetic stick. |
tried them all, and the
problem was that they felt
too heavy; plus, of course,
they didn't feel like hickory
sticks, which is what I'm used
to. So | looked around and
found that Aquarian
Accessories Corp. (1140 N.
Tustin Ave., Anaheim, CA
92807, 714-632-0230) solved
the problem. Their sticks feel
and sound great. I'm using
the Formula X-10* Combos
with Shock Grips™ as pictured.

’ / ] l
" .. ! RS A 2
vy - et

For more information, contact your
local dedler or write direct to
Aquarian.

AQUARIAN

1140 N. Tustin Ave., Anahelm, CA 92807 (714] 632-0230




ON TESTHINNS

Product: HD 1500 Harmonics
Delay

Manufacturer: Ibanez (Hoshino,
Inc.) 1716 Winchester Rd.,
Bensalem, PA 19020, (215)
638-8670, or Chesbro, 3221
Producer Wy., Pomona, CA
91768, (714) 594-1076

Suggested Retail Price: $559; PC40
Preset Controller, $170

I banez has long been both a pioneer and a
refiner of musical technology, and we've
always found the company to consistently be
among the best when it comes to respon-
siveness to musicians’ needs. That is what the
HD 1500 harmonics delay is: a response to

the feedback |banez received from the HD
1000. The HD 1500 is a dual-processing
device featuring a harmonic pitch shifter and
a full-function digital delay in one unit.

CONSTRUCTION

The HD 1500 comes in a compact EIA
standard 19" rack-mount chassis. Slim (43mm
X 454mm, [12mm deep) and light (eight
pounds), it fits neatly into ene rack space—
nice for both home studios and gigs.

The front panel is clear and clean. There is
an input level control, adjustable for both
mike and instrument levels (high/low impe-
dance). The level display is a five-block
indicator calibrated from — 10dbm to 6dbm,
allowing you to tweak it for optimum s/n
ratio. Another display below it reads out
either delay times (in milliseconds) or har-
monics pitch (in cents). Delay times are

10000666

Ibanez’s HD 1500 harmonics delay comes in a compact EIA standard 19" rack-mount
chassis. It’s both slim (43mm X 454mm, 112mm deep) and light (eight pounds).

adjustable with two-step switch buttons,
allowing for rapid or slow movement.

Three other switches determine the delay,
harmonics or bypass modes, with indicators
above them.

In the harmonics mode, pitch shift is
controlled by two knobs, the second of
which is a fine-tuner. Additional rotational
knob controls for width, speed, feedback, dry
signal and effected signal round out the front
panel.

The rear panel contains an input jack,
feedback send and receive inputs, dry and
mixed signal outputs, and a standard foot-
switch input; all standard two-conductor /4"
phone-plug types. Additionally, there is a
DIN-type jack for the PC40 preset control-
ler, the ac cord and a 0.5-amp Fast-Blo fuse.

The PC40 preset controller has six foot
switches, enabling the usér to recall three
preset harmonic pitches or a preset delay
time to switch between the two, or to
bypass the system altogether. There are also
redundant pitch and fine-tuning controls, and
LED indicators on each pedal to show mode
status.

FEATURES

The HD 1500 provides up to plus or minus
1,300 semitones of pitch shift, doing so in a
very respectable processing time of 30ms.
You can play passages with accompanying
harmony notes or octaves, pitch shifting,
micro pitch shifting (for excellent fattening
effects). and time companding. The har-

Circle Number 28
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"When your music
demands quality

Please do not circle more than |5 items.  /

and performance.”

The Process of Natural Selection

In a specialized and rapidly growing industry, survival is a matter of
adaptation, to sense and respond to changing environments.
Spectrum’s growth and reputation is based on this ability.

Products like the DZN Series and EFC controllers and the QEP
dimmers filled the void in low cost portable lighting. from there our
OX Series dimmers were created to handle mid-sized applications.

Our portable RS rack system and high density OX-24/36 dimmers
were then developed to meet the demands of major tours.

Custom systems for such tours as ASIA in 1983 and Biily Joel, U2,
and Bruce Springsteen in 1984 vastly broadened our capabilities.

The Next Generation

In mid 1985 Spectrum will introduce a new concept in lighting
system controllers—the EVO Series. The EVO will be a modular
design offering a myriad of configurations and expansion
capabilities. It will be an evolution in control.

SPECTRUNMWE
3420 Walbert Ave DESIGN & DEVELOPMENT, INC.

Allentown, PA 18104
(215) 395-6934

SPECTOR
GUITARS

230 3 Street
Brooklyn, N.Y. 112]5
(718) 834-1995

Send for free brochure
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monizer mode utilizes PM (phase-matching)
circuitry and microprocessor, resuiting in
pure pitch shifting. Completely digitalized, it
incorporates two separate central processing
units and custom integrated circuits.

The delay mode offers digital delay of up
to 504 milliseconds, enabling the user to
achieve all the standard effects, such as
doubling, flange, chorus and reverb. There is
also the delay time Multi feature, which
allows for quick shuttling between delay
settings where successive pushes of the but-
ton selects among the three delay ranges:
XI—0 to [26ms; X2—O0 to 252ms; and
X4—0 to 504ms.

The specs qualify as features on this unit:
The normal frequency response (predelay or
harmonics) is from 30Hz to 20kHz at minus
3db, the thd at less than 1.0 percent with
effects in, and the LFO response at 0.03 Hz

to 7Hz.

STAGE AND STUDIO

The HD 1500 was a quick set-up, thanks
especially to a very well put together user’s
manual and the clearly laid-out back panel.
We ran ours through a Fender Twin Reverb
amp on stage.

The harmonics effects we were able to
achieve were excellent. The real-time shifts
created thicknesses that could not be dupli-
cated by digital delays alone. The aforemen-
tioned user’s manual clearly lays out a brief
primer on harmonic theory and quickly
shows you how to make settings to fit into
whatever modality you're playing in. The LED
readouts presented clear and fast indications
of status from even long distances on stage.

Running the HD 1500 through a Tascam
244 Portastudio, we were just as pleased.

The frequency response was as good as
promised, and the DDL mode performed
flawlessly, particularly the delay time Multi
feature, which allowed for rapid shifts in
delay-time settings—even during the same
pass—with no noticeable pops or clicks. This
makes one-man operations at home that
much simpler, especially if you're running on
only four tracks. The one thing we might
have wished for was a longer onboard qelay
time.

CONCLUSION

The HD 1500 is a unit we can recommend
without hesitation. We found that having
both of these features in one unit was not
only technically sound but also cost effective,
making it a value to both live players and
home recording buffs.

— Dan Daley

On Law

Continued from page 44

compensation, including salary and fringe
benefits, unreasonable, the corporation will
not be permitted the deduction for the
compensation expenses, and the compensa-
tion will be considered a distribution of
profits. This means that the excess compen-
sation will be taxed twice, at the corporate
and shareholder levels.

But if it can be shown that substantially all
of the income earned by the corporation is
paid to or for the benefit of the shareholders,
and that the compensation does not exceed
the value received by the corporation for the
shareholder’s services, the IRS may then have
a difficult time finding the compensation
unreasonable.

4. Tax Avoidance—The corporation
may also be challenged under a law permit-
ting the IRS to disallow deductions, credits or
other allowances where it can be shown that:
a) individuals acquired control of a corpora-
tion and b)the principal purpose of the
corporation is to avoid payment of federal
income tax by taking advantage of tax bene-
fits the individual would otherwise not re-
ceive. However, based on past cases and
rulings, the benefits of incorporation that
have been discussed here are unlikely to be
disallowed by the IRS.

Incorporating a band or music-related
business offers many benefits to the band-
members (see part |, Fall Equipment Spe-
cial). But it's not the right move for every
band. The act should weigh the advantages
against the potential problems. No matter
what form the business or band takes, an
experienced lawyer and/or accountant can
help organize and guide it into successful and
profitable operation. O
Next Month: Readers’ Questions An-
swered.

In “On Law” we seek to provide general
information about legal issues affecting musi-
cians. We hope to educate our readers to
recognize legal issues when they arise and to
obtain further legal assistance to resolve
those matters.

All characters contained in the above are
fictitious; any similarity to actual persons is
purely coincidental.
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gm has lots of guitars, but
% uses one pic

ih.

3
“He likes the S-

it's humbucking yet com-
wletely faithful to the origi-
| sound of his guitar. He

. likes having a heavy rhythm
sound combined with a lead

und that cuts like a switch-

ade. He also likes being
able to put a humbucker in
his'guitar without having to
cut it up. The way his guitar
sounds is very important to
Yngwie. That's why the
DiMarzio. HS-3™ is the only
pickup he. uses. If you care
about your sound, don't set-
tle for anything less than
DiMarzio.

DiMarzio
PO BOy 387
Staterlisiand, NY 1031Q

You can hear Yngwie play d' (Marzio HS-3™ on

§iNng Force'' on
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ON TEST I

Product: DW6000/8000
Programmable Polyphonic
Synthesizer

Manufacturer: Korg (Unicord),
89 Frost St., Westbury, NY
11590, (516) 333-7100

Suggested Retail Price: $1,295;
DW8000: N/A

I o fully comprehend the Korg

DW6000/8000's capabilities, it's neces-
sary to first understand what a synthesizer
utilizing DWGS is all about.

Conventional synthesizers use YCOs or
DCOs, which produce simple wavetorms
such as sawtooth, triangle, pulse and square.
But to obtain the richness of real instrument

sounds, a2 more complex harmonic structure
is required. These harmonic structures can
be found in a digital waveform generator
(DWG) system. Korg claims that it is using a
new digital method of sound generation for
its DW6000/8000 synthesizers, called Digital
Waveform Generator System, or, for short,
DWGS. DWGS uses digitally encoded
waveforms, which have a more complex
harmonic structure. In the following test,
IM&RW will determine the effects this type
of synthesizer design has on the everchanging
digital-versus-analog debate.

CONSTRUCTION

The Korg DW6000 comes housed in a
durable, rugged plastic enclosure. On the
front panel, function and editing controls are
neatly labeled for quick access zo zll parame-
ter changes along with program changes.

Solid white buttons lace the front panel for
quick access to the editing capabilities of the
synthesizer. To the left of the unit is a data-
entry slider, and volume and master tune
controls. Directly above center is a neatly
formed LED display that features (left to
right) program number, parameter number
and value number. To the right of the panel is
a complete parameter listing printed solidly
on the face of the keyboard. To the extreme
right, oscillator waveforms with their value
numbers are aiso similarly printed. On the
DW6000, there are eight waveforms, and on
the DW8000, 16. These waveforms are
based on re-creations of sampled sounds. To
the far left of the keyboard is a four-way
joystick. The rear panel of the instrument
includes output, headphones, damper, por-
tamento, program up, foot switch and pedal
jack. MIDI in, out and thru is also included
along with tape interface. One interesting
thing here is that the DW8000 claims to have
a rapid tape interface. Finally, to the far right
Continued on page 56

Korg’s DW6000 and DW8000 synths utilize DWGS (digital waveform generator system), a new digital method of sound generation.

ON TESTH

Product: SM-12T Stage Monitor

Manufacturer: Eden Electronics,
P.O. Box 338, Montrose, MN
55363, (612) 675-2650

Suggested Retail Price: $331.11

w hat good doeseth a musician that he
should gain great guitars, keys and
amps, yet loseth his hearing? By now, everyone
who plays live on a regular basis knows the
value of a reliable stage vocal monitor. Even if
you play in clubs that provide a PA system,
it's not unknown for them to skimp on the
monitors, since they might be more interest-
ed in making sure their patrons hear what
they came to hear. So if vocals mean anything
to your music, a good monitor is a critical
factor in the performance.

Eden Electronics's response to this fre-
quent problem is its SM-12T stage monitor.

CONSTRUCTION

Built with club applications in mind, the
SM-2T is intended for medium-to-high-level
use, and, according to the manufacturer, is
capable of covering both vocal and instru-
mental programs simultaneously.

The SM-12T is constructed of plywood
and fibrepine. All wood joints are either
daddo or rabbit cuts (which result in higher
acoustic integrity), and there are specially

W Circle Number 31

coated staples placed every 3", which, when
driven into the resin-based glue, form a
complete seal around the unit. The front grill
is coated with |6-gauge epoxy, which elimi-
nates ringing. There is also a Thiel-aligned
ventral port, which maximizes bass response.
A military-type folding handle is mounted for
easy carrying.

FEATURES
The SM-12T is configured with three
placement angles: 30 degrees near-field, 60
degrees midfield, and 90 degrees for far-field
and side-fill applications. The center position
(directly in front or just to the side of the
mike) is designed for cardioid-type mikes,
while the 60-degree angles (either side) are
for super-cardioid types.
The speaker is Eden's own make, and it
Continued on page 62

Eden Electronics’ SM-12T stage monitor is constructed of plywood and fibrepine,
and all wood joints are either daddo or rabbit cuts.
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1943 € & O, MARLLABELLA

STATE OF
THE STRING.

STEINBERGER) .

" DOUBLE BALLSYSTEM .

.CLUSNELY BY
"E &E)x MARI /LaBella

Since 1630, I
E. & O. Mari/LaBella has been making
the world’s finest music strings for the
world’s finest instruments...from |
Stradivarius to Steinberger.

WLaBella

256 Broadway, Newburgh, New York 12550
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The “TWANG”
Lap Steel Guitar

By JQEID

To stand out in a crowd and be

a star you must be different
\ .play different or play on
B, SOMETHING different

BE A STAR!
Play the one and
only “TWANG"
Lap Steel

Guitar.

®* On-Board
Amplitier

® Maple Body/
Acrylic Finish

e Standard and
Pro Models

® 1 Yr. Warranty

* An affordable, quality
Instrument

For further information write:

1.C. SOUND CO.

P.O.Box 9

Rouses Point, N.Y. 12979-0009
Tel.: (514) 697-0881

Dealer/Rep. inquiries invited
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ON TESTHNES

Product: DN612C Double-Neck
Electric Guitar

Manufacturer: Carvin Corpora-
tion, 1155 Industrial Ave.,
Escondido, CA 92025,

(800) 854-2235

Suggested Retail Price: $895
Direct From Carvin (Mail
Order/Pro Net); Case, $75

D ouble-neck guitars have always been
something of a double-edged sword

for guitarists. On one hand, they offer the
versatility of two guitars in one, but on the
other hand, there has always been the lurking
suspicion that they represent a compromise
of quality.

Carvin, perhaps aware of this dilemma, has
done its best to make available a double-neck
that fulfills the promise of two quality guitars
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in one, and certainly the DN612C is well
worth scrutinizing.

CONSTRUCTION

The DN612C has both six- and {2-string
necks, with a double-cutaway body for easy
access to both necks. The necks are made
with selected ebony fingerboards with dot
fret-marker inlays. The six-string neck is
standard in size, with the |2-string neck
slightly wider (1'¢” at the nut, 2'4" wide at
the heel). The necks are glued and contoured
into the body at the base of the neck.

The body has new contoured edges, a nice:
feature when you're moving rapidly from
neck to neck. The body is made from eastern
hard-rock maple wood, and the finish is of
high-luster polyurethane. Our test model had
a lovely blond finish beneath the poly-
urethane. At an overall length of 434", a
width of 15%" and a thickness of %7, it’s
not an unwieldy axe, and a weight of 132
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Carvin DN612C six- and 12-string doubleneck (I.) and six-string and four-string bass

(r.).The former weighs just 13' pounds.




pounds is rather remarkable for a double-
neck.

The bridges and the tailpieces are ma-
chined of solid brass, with the rest of the
hardware sporting triple chrome plating. The
pickups on the DN612C are four M22s, each
with its own dual/single-coil switch and each
fully adjustable by way of four screws.

Other notable construction points are the
balance engineering of this guitar, which is
truly remarkable, and the Schaller machine
heads atop each neck.

FEATURES

The DN612C's main feature is its elec-
tronics. There are individual volume controls
and tone controls for each of the two necks;
individual pickup selector switches for each
neck; the aforementioned dual/single selec-
tor for the pickup coils; individual phase in/
out switches; and separate mono input jacks
for each neck, which enable you to plug each
half of the guitar into its own amp or channel.

There is a very accessible neck-selector
toggle switch located between necks, and a
master tone control just aft of the other
toggle switches on the upper (I2-string)
neck.

The volume controls rate a special men-
tion here. The gradient of gain increase is
consistent and fluid. We only wished the
controls were placed where they would be
reachable by the little finger for volume
swells. As it is, all the controls are located
behind and below the pickups.

STAGE AND STUDIO

The electronics continue to be the

DN612C's prime feature. Running it through
a Porta One four-track machine, we encoun-
tered no humming or buzzing. The phase in/
out switches provided some excellent on-
board effects, and they really do lend addi-
tional versatility to this guitar, especially
when you combine them with the dual/single-
coil selector switches. You can run the gamut
from screaming metal leads to funkier r&b
licks and chording on the six-string neck.

Putting it through a Fender Twin Reverb in
a rehearsal studio, we found that the neck-
selector switch was silent, with no pops or
clicks moving between necks during a per-
formance. And because of its light weight,
there was no feeling of fatigue that you might
expect from wearing a double-neck.

The one disappointment we had was with
the six-string neck. The sustain really came
from the pickups rather than the neck. We
didn’t notice this on the |2-string neck,
although we used that primarily for chords,
and it was a winner, with clear, bright, biting
tones. And you could vary the sound tremen-
dously. ranging from a twangy Rickenbacker
sound to thicker—and considerably more
original—textures.

CONCLUSION

The DN612C double-neck represents a
serious advance in double-neck technology.
The electronics alone are worth its very
affordable price, which puts it within reach of
those who might want to start experi-
menting with more than one guitar at a
time. [

— Dan Daley

Circle Number 34

PO. Box 4394
Sanfa Rosa, CA 95402
(707) 525-9941

member . . .

_AKAI

Now the S-612 SAMPLER™ by AKAI enables
thousands of svathesizer owners the free-
dom of sampling technology without mort-
gaging their wife and kids! AKAI has intro-
duced and is delivering a 12-bit, 32K Band
width, 6-voice SAMPLER™ for $995.00. Re-

nothing is sacred with an AKAI

WOULD YOU LIKE A SAMPLER™ FOR LESS THAN $1,000.007?
(SO WOULD 348,000 OTHER SYNTHESIZER PLAYERS!)
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AKAI PROFESSIONAL PRODUCTS
PO. Box 2344 Fort Worth, TX 76113
(817) 336-5114
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612 SAMPLER®. Sample a .. . voice, a train, a
bell or anv analog or digital signal ... and
then 8 seconds later be plaving it on any
MIDI kevboard.

Call or write for all the AKAI SAMPLER™
facts and see it at your local dealer.

IN CANADA: RKAl RUDIO-VIDEO CANADA

ogcay u
e o1

131 Wathne
Mississauga, Ontanio, Camada 142:P2
4'8) 890-230
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Korg Synth
Continued from page 53

of the rear panel is the power cord, conven-
iently removable.

FEATURES

Since the DW6000 seems to be one level
down from the DW8000, let’s put the spot-
light on the latter and take a closer look. This
is an eight-voice, programmable synthesizer
featuring two digital oscillators per voice,
each with 16 waveforms. The unit comes
complete with a velocity- and pressure-
sensitive keyboard with aftertouch. The
synth has a built-in programmable digita!
delay that can handle 64 programmed effects,
based on one for each program. These
include echo, flanging, chorus, slapback and
doubling, which is standard with any decent

digital delay. Two six-parameter digital
envelope generators per voice plus separate
oscillator autobend functions are also avail-
able. The data-entry controller, along with all
other functions, is fully programmable, and
the 64 programs can be offloaded with the
rapid-tape interface. Other programmable
features are as follows: polyphonic porta-
mento, noise, aftertouch, pitch bend and
VCF sweep functions. The MIDI group in-
cludes full I6-channel MIDI implementation,
changeable transmit-and-receive channels,
and external program-editing capabilities.

STAGE AND STUDIO

Unfortunately, the DW6000 was the only
synthesizer we could spend a lot of time with
in the studio and under live conditions.
Nevertheless, we were very impressed with
the digitallike quality of the programs. With

MUICIMIX

16:2:1 12:4:2:1 16:4:2:1

easy-to-understand editing, due to the unit's
analog language, we were able to achieve
good bass lines, fluid strings, decent pianos
and cutting leads. All sounds were satisfacto-
ry in quality. Had we had touch sensitivity, we
are certain that with the new functions of
the DW8000 keyboard, it would be a top
runner in the sampled-wave market. Using
the DW6000 live, all editing, programming
and tape-loading operations operated
smoothly. The keyboard action was quick to
the response of the hand and operated
adequately from the sequencer. Joysticks,
although not as accurate as wheels, seem to
be a standard on Korg products and oper-
ated sufficiently. One positive feature about
this type of synthesizing technique is that live
edits are quickly made, as Korg has an
excellently laid-out parameter-listing display
board, and the synthesizer produces digital
quality with user-friendly internal language at
all times.

CONCLUSION

It would have been nice to see Korg
include touch dynamics sooner, but having a
choice is also a positive thing. MIDI capabili-
ties were up to the industry’s demands and
overall preset sounds were average, but how
many synthesists use presets! We also feel
that the RAM cartridge system should have
been used, and a rack-mount version of these
two synthesizers should soon be offered. As
it is, however, this is a very good system. []

All from one 19” rack mount console

® 3 band Equalisation

® 2 auxiliary sends

® 90mm smooth action faders
® Mic and Line inputs

® Subgroup direct outputs

Hill Audio, Inc.
231 Marquis Court
Litburn, GA 30247 USA
(404) 923-3193

TLX 293827 HLAD
Headwater Industries
635 Caron Avenue
Windsor, Ontario N9E 588, Canada
{519) 256-2454

Hill Audio, Ltd.

Hollingbourne House
Hollingbourne, Kent ME17 1Q), England
(062 780) 555

TLX 966641 HILL
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® RIAA equalised inputs

® Peak LED on inputs

® 12 way LED displays on masters
® Phantom power on every input
® 5532 Op-amps throughout

Hill Audio
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—Les Davis
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GUITARS

T.M.

PAUL REED SMITH GUITARS
1812 Virginia Ave., Annapolis, MD 21401
SEND $2 FOR FULL COLOR BROCHURE

Circle Number

38




SOME OF MAN'S GREATEST TRIUMPHS ARE PERSONAL.

Sure, making music is often a group
effort. But there are crucial moments
when it all comes down to a one-on-one

relationship between you and your music.

Moments when only you can give form to
a creative inspiration that is uniquely
your own. When you've got it, you know

it. But the only way to be sure is ta hear it.

That's where the TASCAM Ministudio
can help. There's no better way to capture
those persanal triumphs whenever and
wherever they occur. Bring TASCAM's
portable production facility to rehearsals,
out on the road...anywhere you and your
music want to travel. Four assignable
input channels give you plenty of space
to work out songs and arrangements, or
to document practices and performances.

The battery-powered Ministudio has

all you need to bring your ideas to life.
Overdub parts, combine tracks and
modify them at will with the convenient
punch-in facilities. And TASCAM quality
means that with the Ministudio you can
put your message across with wider
dynamic range and crisper sound than
with anybody else’'s ministudio.

THE TASCAM MINISTUDIO

The personal satisfaction of creating
music on your own can be yours with the
remarkable TASCAM Ministudio. Why
not visit your local TASCAM dealer for a
demonstration? Or write to TASCAM for
details (and your free copy of “Are You
Ready For Multitrack”) at 7733 Telegraph
Road, Montebello, CA 90640Q.

TASCAM THE SCIENCE OF BRINGING ART TO LIFE.

© Copyright 1985 TEAC Corporation Of America
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The bold body style of the G- 707 guitar is just a surface reflection of the behind
Roland’s new The G-707 backs up its good looks with hot performance. Its
graphite support bar eliminates resonant frequencies, cutting out dead spots, glitches and uneven
response. With its rosewood neck and precision hardware, the G-707 is an
that, it's a

Beyond
fully compatible with any of Roland’s guitar synthesizer modules,
including the GR-700. The flick of a switch is all it takes to send the G-707 guitar into synthesis mode.
Convenient controls mounted right on the G-707 let

1 module and then adjust VCF
Cutoft Frequency and LFO Modulation.
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With its the GR-700 is a brilliant electronic mind. It follows the nuances of any
guitarist’s techniques and commands a spectacular sonic palette. Not even keyboardists have ever
enjoyed this much synthesis power. Imagine using a guitar to play an entire string or brass ensemble, a fat
synth patch or a steel drum. With and it's all possible. The GR-700
has a great memory, too. Store 64 different patches for easy footswitch access during performance. The
GR-700's . even lets you tap into the power of any other MIDI instrument. The Roland Guitar
Synthesizer System: A great body with the brain te back it up. RolandCorp US, 7200 Dominion Circle, Los
Angeles, CA 90040.
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BE PREPARED!

i ; , _ Your Best Weapon is
’ : ' Not Just Your Axe

Only International Musician and Recording World
gives you what you need to know in order to make it in the music world:
information on equipment, playing technique, recording, video, the music
business and columns by experienced pros; plus feature articles on today’s biggest stars.
So be prepared—Subscribe to International Musician and Recording World, and get the edge!

may cancel my subscription at any time and
receive full refund on the unused period.) /NTERNAT/O/:/AL

0 Payment enclosed.

(0 Bill me; all I've got on me is a guitar pick. = .
Name AND RECORDING WORLD
Address P.O. Box 6542

City State Zip Syracuse, NY 13217

Canadian orders add $7.00, U.S. funds only. Foreign subscriptions $28.00 for 1 yeor (12 issues). Please allow 6-8 weeks for delivery of first issve.
Make checks payble to BRI Publishers, In¢:



¥

The

Right Mix

& TIPSR

MANAGEMENT

ENGINEERING

PRODUCING

MUSIC
The music recording industry
— demands skilled professionals.
Trebas Institute of Recording Arts
gives you the right mix of theory
and practice...a two year training
program that prepares you for
success in this dynamic industry.

Apply now for Management, Record
Producing, or Sound Engineering...
full or part-time program,
day or night classes.

Choose the mix that’s right for you.

“developing people for the music industry since 1979.”
1901 Ave. of the Stars 34 West 8th Avenue 410 Dundas St. East 290 Nepean Street 1435 Bleury, #301

M ) TREBAS INSTITUTE OF RECORNING ARTS

Suite 1774 Vancouver, B.C. Toronto, Ontario Ottawa, Ontario Montreal, Quebec
Los Angeles, CA 90067 CanadaV5Y 1M7  Canada M5A2A8  Canada KIR5G3  Canada H3A 2H7
(213) 551-6619 (604) 872-2666 (416) 966-3066 (613) 232-7104 (514) 845-4141
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Eden SM_1 2T an:jpﬂand a Tapfc'o board. We used both floor
’ . and flown configurations.
APVERT|SER S INDEX Stage Monltor The unit had a smooth frequency response
Advertiser Page # across the spectrum and a consistent projec-
AKAL o 18+43 .
ART ...t 19 Continued from page 53 tion pattern at all gain levels. Set-up was
AQUAFIAN . ... 49 quite easy, and we found that the SM-12T
Audio-Technica . .................o... 10+11 features a 60-ounce magnet and a Kapton gave very good results with a minimum of
Garwin g | voce coil which is a high-temperature plastic | equalization. e should be noted that place-
Casio ... 17 compound that is claimed to enhance both | ment of the unit in front of the vocalist so
Castalia .. ... 45 high- and low-frequency responses. that he or she is looking down at the center
gfa'n' O R LR T ETRERIE \ Féé There is an automatic thermal-protection of the horn is important. Athletic vocalists
DiMarzio 7 R T Y circuit built into the unit, which operates still get good response if they move off axis,
ED@N ..o\ttt 62 only on sustained overload and does not trip though if you move about a lot you should
ElCGtrozl/oice RIS 1BC the peak overload safety. The protector, when also get a side fill.
B8O Mar | Ulise | engaged. s silent and akso protects the | When hooked up to a Tascam Portastudio
Fodera ... ... ... 36 amplifier from transient damage. In opera- as a reference monitor, the SM-12T also
GHS .o 40 tion, the protector reduces cabinet level by proved its mettle. While it’s a tad large for
Hill Audio ... 56 about 25db for five to |5 seconds, depending apartment use, if you have more space you'll
:(Ensgc:“::: C f; on the amount of overload. The speaker then find this unit competitive with others in its
MESA BOORIE - . v e ov oo s automatically switches back to full power price range. It has a slight frequency boost
Music Business Institute .. ................. 12 after the initial safety delay. built in, from 2.5k to 4k, which enhances the
;::r;’ee‘& e BSC6 Another feature that keeps this relatively signal's clarity. In this application, a bit more
RAMSA .o vv v e T light (45 pounds) unit cost effective is its all- time must t?e spent on EQ. bu‘"" the more
Recording Workshop .. .. ............... .16 field-replaceable diaphragms. critical studio environment, that’s expected.
SR::,I;n: """"""""""" 8% The eight-ohm unit has a power-handling CONCLUSION
Samson capability of 300 watts rms short-term and ) ) .
gz:i:“:i:e;_“ IS0 watts rms long-term. The frequency The SM-12T monitor is a cost-effective,
Spector response is rated at 70Hz to 19kHz, plus or reliable unit. In each situation in which we
S minus 3db to 6db. used it, we found it fulfilled the manufactur-
Steinberger er’'s claims and then some. We can recom-
TASCAM ... 37+57 mend it without hesitation, so if your ears
e L LU LR L LI L EL L L L ELLLLE T o S AND S_TL,leo need a break, give this one a Iisten.y
Trebus ... ..o 61 For the live application we set up the
Yamaha ... 30+31 SM-12T in a theater, using a Crown power — Dan Daley
Circle Number 4| Circle Number 42
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LISTEN..
and You'll be Tempted!

( >
Vil ronses e

| is here.

(612) 675-3650

Manufacturers of High Quality Professional Sound Systems.

EDEN ELECTRONICS, INC.
P.O. Box 338, First StreeteMontrose, MN 55363
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MUSIC VIDEO INC.

Dept. IM, PO. Box 1244, Old Chelsea St., NY, NY 10113

Credit Cards Accept_ed call 1-800-342-4500

"In Session,” the long awaited second
instructional video tape from Steve Gadd,

l It features Steve in the studio with re-
nowned session players Will Lee, Richard
Tee, Eddie Gomez and Jorge Dalto.
Steve's parts are featured throughout
and he explains his technique in defail.

’ Fe

send 564

-+~

lus S4 for shipping to




ON TESTHEE

Roland’s Axis-1 MIDI remote cpntroller
weighs just seven pounds and is
powered by a remote power supply.

Product: Axis-1 MIDI Remote
Controller

Manufacturer: Roland Corp US,
7200 Dominion Cir., Los
Angeles, CA 90040,

(213) 685-5141

Suggested Retail Price: $695

I tis no longer unusual to see keyboardists
performing with the keys hanging around
their neck. The next step, of course, is a
MIDI remote that allows you tg play the
whole operation while enjoying |the same
freedom of movement. Roland has always
tried to offer the newest in synth technology,
and its Axis-1 MIDI remote contrcfler should
have quite an impact on live playing.

CONSTRUCTION

The Axis-1 weighs a mere seven pounds,
making the keys easy to wear and comfort-
able for long durations. It has| adequate
playing space (just under four| octaves),
though you'll probably have to adapt your
technique somewhat. The Axis-| i5 powered
by a floor-unit remote power supply with
one five-pin Switchcraft connectol, which is
for sending all data information | back and
forth from the remote to the synthesizers
you choose to control. The power|supply has
a single MIDI plug to the synths, with
adequate chord lengths supplied for MIDI and
power connections. The unit itself is of a
similar color and shape as Rolanjs GR-700
guitar synth. The Axis-| we tested came in a
burgundy-red color, but it may also be
purchased in silver base.

FEATURES

With the Axis-1 strapped on, [you'll find
that your left hand has complete cdntrol over
virtually every vital performing function of
your synthesizer. It has volume, modulation
and pitch-bend button functions, ajl of which
can be routed to perform different tasks via
MIDI by your assigning control change num-
bers to designated keys. These same keys

also assign the channel info for fast program-
ming changes: Hold the program button and
hit the key, which will fight a visual display of
program patch info along with whatever
mode is desired. Mono and poly modes can
be achieved the same way, by holding the edit
button and hitting the proper key, with total
mode LED readout at all times. In our test, all
key action was smooth, with very expressive
touch sensitivity, complete with aftertouch.
One excellent feature is the chord-hold
function. When activated, the remote does
complex effects and lead lines by properly
programming the chord hold function via the
keyboard. Again, Roland has made it easy for
all of its performance controls to irterface

with other manufacturers’ keyboards.

The Axis-1 can be programmed with
patch-change information to immediately call
up a sequence of up to |0 programs in
sequential order at any given time. This is a
user-friendly function that's essential for live
performance. The power supply also holds a
foot switch for sustaining chords or notes for
enhanced effects. The Axis-| comes with
MIDI cables and a very comprehensive, easy-
to-follow manual.

STAGE AND STUDIO

Playing the Axis-l live can be a little
confusing at first, as there are multiple
functions to deal with. But once you become
familiar with its operation, the Axis-1 be-
comes a vital new addition to any keyboard
setup. The power cable is extremely long,
giving you the ability to move freely about
the stage—maybe even into the audience!

In the studio, the Axis- | is a great portable
controller, able to control easily any MIDI
keyboard, although program channel read-
outs don't always match up. This is a relative-
ly minor point, however. Plus, as anyone who
has been ball-and-chained to a studio key-
board setup for hours on end will attest,
having the freedom to roam the studio while
playing is a godsend that may spur you on to
some especially creative playing.

CONCLUSION

The Axis-1 is a highly innovative product
and, with all its program data, a bargain at
$695. It could even make you feel young
again! We have just one question: What will
guitarists do when synthesists step up front
to take a blazing solo!?

— Les Davis
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IM+RW PUBLIC ADDRESS IM+RW PUBLIC ADD

FINANCE YOUR PROJECT! MUSIC BUSINESS
CONSULTANT, ROGER NORTH, WILL HELP YOU
RAISE CASH. 616-344-1663 FOR FREE INFO.

MUSIC PUBLICIST
AVAILABLE
NY music publicist avail. to assist bands, musicians
in receiving the publicity you deserve. Experienced in
all areas. Press Kits, Bios, Promotional Events,
National TV & Radio Interviews for Touring Bands.
Free consultation. Call 212-242-0497.

WHERE'S THE KWIZ?

IT'S HERE! IT'S HOT! IT'S NEW! Send for Top Ten's
MUSIC BUSINESS DIRECTORY—Complete, cur-
rent listing of over 1,000 Record Producers, Record
Companies, Publishers, Managers, and Booking
Agents. Only $12.95! Also available— Top Ten's
MUSIC BUSINESS MONTHLY Newsletter—gives
you all the latest updates and news you need to
know! Only $15.00 for a 1 year subscription. Send
check or money order to: Top Ten, 130 W. 72 St,,
#101, New York, NY 10023.

Music Opportunity/Record Contract
| will present your demo tape to major record
executives. Service free if not accepted. 25 yrs. exp.
in industry. For details, send self-addressed stamped
envelope to MILESTONE MEDIA, PO. 869—Dept.
IM, Venice, CA 90291.

Find bands to join. Find musicians and gigs. Write
Musicians National Hot Line, Box 7733, UT 84107.
Phone 801-268-2000

BANDS, MUSICIANS
We can find you the band, musician, gig, manager or
instrument you need. Thousands of listings call
INTERNATIONAL MUSICIANS REFERRAL SER-
VICE (718) 728-5650, (718) 626-2331 (recording), or
write 23-20 36th St., Astoria, NY 11105

&

Nt e

VINTAGE & USED INSTRUMENTS—Fender, Gib-
son, Martin, Rickenbacker, etc. Free list: LARK
STREET MUSIC, 221 Lark St., Albany, NY 12210
(518) 463-6033 WE BUY USED INSTRUMENTS &
ship everywhere.

SENSSOUROUND LOW-FREQUENCY ENCLO-
SURES—with 18" Cer-Veg 300 watt die-cast-860z.
magnet driver—$195 EMPIRICAL SOUND 1234 E.
26th St. Cleveland, OH 44114

[ e S A S VNS S S S LUK U
MUSICIANS —most BAND and

' RECORDING gear is available to you at the
LOWEST PRICES IN THE COUNTRY.

\ N

' Keyboards, P.A. equipment, Drums, Guitars,
Effects, etc. EVERY MAJOR BRAND AND
] MODEL, BRAND NEW IN SEALED FACTORY

#  PACKS. The latest in polyphonic, MID!

' equipped synthesizers, sequencers, drum

# machines, 4 track cassette decks, mixing

' boards, etc. Try us for new or hard to find

' items. BRAND NEW, COD, 3 DAY DELIVERY.

' Get your best price, then call

fu 'HOWARD GOLDMAN (716) 833-6111.
YA AN AN S SN 8\ S -8 R
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MERCHANDISE FOR SALE

REMOVES VOCALS FROM RECORDS!

Our VOCAL ELIMINATOR can remove most or
virtually all of a lead vocal from a standard stereo
record and leave most of the background untouched!
Record with your voice or perform live with the
backgrounds. Used in Professional Performance yet
connects easily to a home component stereo
system. Not an equalizer! We can prove it works over
the phone. Write or call for a free brochure and demo
record.

Write to: LT Sound, Dept. IM, PO Box 338
Stone Mountain, GA 30086
In Georgia Call (404)493-1258

TOLL FREE: 1-800-241-3005 — Ext. 65

SOFTWARE FOR GUITARISTS
Inversions by Guitarmaster. Features include chord
database, tune-up, chartbuilder, instant transposition
and much more. A tool, not a toy. Great graphics and
sound. On disk for Atari computers. Send $21.95 to:
Inversions, 12225 Densmore N., Seattle, WA
98133. For info call (206) 364-9670

$AVE MUSICIANS SAVE

EVERY MAJOR BRAND AND MODEL of BAND
and RECORDING Gear is available to you at the
LOWEST PRICES IN THE COUNTRY The iatest in
Polyphonic and MIDI equipped Synthesizers, Key-
boards, Drums, PA. equipment, Guitars, Effects, etc.
BRAND NEW IN SEALED FACTORY PACKS,
C.0.D. 3-DAY DELIVERY. Get your best price then
call RICKY NELSON (404) 796-1085.

WHERE'S THE KWIZ?

HOME RECORDING FOR MUSICIANS—A How-To
guide through Multi-Track recording. Send for free
details. MICKEY HAMMERMILL STUDIOS, PO.
Box 1214-R, Maryland Hts., MO, 63043

ELECTRIC GUITAR
& BASS STRINGS

INTRODUCTORY OFFER

Guitar Strings —2 sets for $6.00
Esass Strings—one set for $12.00 “w-vcw
Send check or money order to:

HEAVY METAL STRINGS 212 W. Lancaster Ave.,

Dept. [l Reading PA 19607
For Visa or Mastercard call (215) 775-9472

DRUMMERS! Great Prices on sticks, heads, etc.
Send or call for free catalog: NJ PERCUSSION
CENTER 80 Route 46, Dept. IM, Rockaway, NJ
07866 (201) 625-8134

GUITAR PARTS-ALL MAKES—-Floyd Rose, Kahler,
DiMarzio, Warmoth, W.D. Pickguards, Alembic,
Schecter, Kramer, more. Necks, bodies, pickups,
bridges, tuners, electronics, screws, everything!! For
crammed 32 page catalog, send $2.00 to: Guitar
Parts Catalog, GERMAN VILLAGE MUSIC, 350 S.
Grand, Columbus, Ohio 43215

BILL'S MUSIC WAREHOUSE has thousands of
new and used Musical Instruments and Acces-
sories. We ship Anywhere. CALL TODAY or
WRITE
BILLS MUSIC WAREHOUSE
733 Frederick Rd., Dept. |
Balto. MD., 21228-3157
(301) 788-8900

WHERE'S THE KWIZ?

SEND FOR OUR PRICE LIST

Q
o 12-966-31
& 212-966-3185

215-627-2211

CALL TOLL FREE
1-800-468-9353

9\
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BUILD YOUR OWN HEADPHONE AMP.

JCXXN is now offering their popular PLD-1¢
Headphone Amp. in kit form. Whether you play
6-String or Bass now you can enjoy the
advantages of the PLD-1¢ and save money too!
The PLD-1® Headphone Amp. Kit offers you;
Easy Assembly, High Quality Components,
Mono/Stereo Mode, Clean/Distortion Mode,
Single 9V-Battery/30Hz-20Khz Freq. Resp./2.5
Watts, and small size allows on-board
installation. The PLD-1¢ Headphone Amp. Kit
includes: P.C. Board, Semi-Conductors,
Capacitors, Resistors, Battery Connector and
Instructions. I.C. SOUND has brought the most
powerful headphone amp. on the market within
the reach of everyone's budget. ORDER
YOURS'TO-DAY! Onlé $12.99U.S. Send Money
Order or Cheque to I.C. SOUND CO., P.O. Box
9-W, Rouses Point, N.Y. 12979-0009.

CANADA: Send $17.99 to I.C. SOUND CO. 163
;’ht%CIaire Ave., Dept. 9W, Pte Claire, Que. H9S

FREE POSTAGE AND HANDLING. Catalog
$1.00 or FREE WITH PURCHASE.
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GUITARS/FREE CATALOG. New & vintage Gibson,
Martin, Taylor, Guild, Sigma, National, Dobro, Stel-
ling. Ome, Flatiron, Kentucky, Pedal Stepls, Fostex,
more. MANDOLIN BROS. 629-IM Forest, Staten
Island, NY 10310: 718 981-3226.

80,000 Musicians read IM&RW's Classified Section
every month. Do you have merchandist, a studio,
publications, or anything to sell or announce? Do it
now by calling Stewart Zully at (212) 947-6740

rare 3 12" x 5" close-up color photographs & our 1985
catalog for $10.00 postpaid. Rock 'N Rdll Collect-
ables. PO Box 564-), New Britain, CT 06P50

T

RANDY RHOADS COMMERATIVE PHITOS! Six

WHERE'S THE KWIZ? |

BASS B 00 KS BARRY s}AHAGIAN

Thumb'nSnapBassVol.1............. |
Thumb'nSnapBassVol.2............ |
Progressive Technique for Electric Bass .|. .
Bass Harmonics . . . l
Rhythms for Bass . .
Technical Bass Stud
BassChords.............
Melodies for Electric Bass . ... .....
BassDuets........................

Cassettes available foranybook.......|..... 4.50
in stereo with seperated Bass & Rhythm |track
Bass and GuitarDuets .. ..............[.... 4.00
"Bass Expressions” Solo Cassette MAlbum of
creative Bassmusic ................ . ..... 5.00
add 60¢ post for total order $1.20 lor%lgn
Foreign Airmail add $1.00 per item. MA res| add tax

JAYNE PUBLICATIONS |
P.0.BOX 175, Malden, MA 02148

Catalogue—Rock music books, guitar, bass key-
board instruction books
DISCOUNT MUSIC WAREHOUSE
PO Box 390-1M New Market, VA 24844

!
T

THE KLASSIFIED KWIZ—If you answef the Kwiz
correctly with the earliest post mark, you WIN A
FREE 1 YEAR SUBSCRIPTION to IM&RW. Write to:
KLASSIFIED KWIZ, c/o International Mugician, 242
West 38 St., Room 1400, New York NY!10018
THE KWIZ—What British Invasion-era glintet was
Police guitarist Andy Summers a member (of?

!

CHARLES COLIN WORLD OF MUSIC BOOKS.
Write or cail for FREE CATALOG, plus BONUS
COUPONS. Charles Colin, Dept. RW-9, 3§15 W. 53rd
St., New York, NY 10019. (212) 581-148

CIassiJied Advertising Rates

PLAY LEAD GUITAR with a 46 minute TAPE with a
live 4 piece rhythm section, comes with BOOK, 210
scale modal dia. 30 riffs, jams written out, lead demo,
rock or heavy metal or punk, send $16.00 to Sound
Enterprises Pub. Co., Box 722 B Frazer, PA 19355
Money Back Guarantee, specify style.

BEGINNER OR PRO—You NEED THIS TAPE. This
2 hour fretboard dexterity workout will improve your
technique immediately. Professional exercises that
are fun to play. $39 for VHS or Beta. Soundsmith
Communications, 17 Ashland Ave. Pleasantville,
N.J. 08232 (609) 645-1765

BE A RECORDING ENGINEER!! New Classes
quarterly. INSTITUTE OF AUDIO ENGINEERING
1831 Hyperion Dept. O., Hollywood, CA 90027
(213) 666-3003

BLANK AUDIO AND VIDEO CASSETTES
Direct from mfg. Below wholesale. Any length
cassettes, 4 different qualities to choose from.
Bulk and reel master tape from %" to 2"

Cassette duplication also available. Brochure
ANDOL AUDIO PRODUCT, INC. DEPT. IM
4212 14th Ave. Brooklyn, NY 11219
Toll Free (800) 221-6578 ext. 3
NY Res.-—718-435-7322 ext. 3

FREE CASSETTE CATALOG! Be Amazed' Your
favorite Rock, New Wave, Heavy Metal, Funk, Reg-
gae Bands, Write ROIR CASSETTES Dept. IM 611
Broadway, NYC, NY 10012 (212) 477-0563.

Nagras—4 tracks—custom digital
sound effects—layback to 1" and
¥" video— consultation—
YOUR MUSIC DESERVES...
SYNC SOUND
(212) 246-5580

. swoes

ONE RIGHT ANGLE STUDIO
Digital 8 trk. system - $45 hr., Studier 24 trk. - $40/hr.,
Otari 8 trk. - $25/hr. The complete YAMAHA System:
DX-1, QX-1, TX-816, RX-11 & REV-7 32 Input
TRIDENT console, SMPTE. 1st Class Quality &
Service, W. 83 St., NYC (212) 799-7753.

$10 per line. Display ads—$100 per column inch—®6 time rate: 10% discount—12 time

rate: 20% discount.

Approximately 40 characters per line, including spaces. Allow 1.5 characters for capital
letters. No extra charge for bold tace or italic.

For information call (212) 947- 6?40 or write International Musician and Recording

World 242 West 38 St., #1400

New York, NY 10018

Tony Thompson

Continued from page 33

only motivates me to go out and play my ass
off every time | see these other smokin’ cats.
‘Cause if you don’t approach it that way, you
get lost in the shuffle. So I'm constantly
practicing just to keep up.”

Thompson is also exceedingly proud to be
a charter member of Chic. “I'm flattered
when | hear that groups like INXS patterned
themselves after us. But what’s cool about
the Chic thing is that it's respected by all
musicians—ijazz, r&b, rock & roll. People
know Chic, so it feels good to be known as a
part of that band. Yeah, I'm proud. It's not
like walking around going, ‘Hey, I'm in Frank-
ie Goes to Hollywood," if you know what |
mean.” d

John Waite

Continued from page 48

as good as you can be.’ | feel privileged that
they’re on my record, and honored that
they’re trying to do their best.” Waite has a
right to take pride in the band he assembled
for Mask of Smiles: guitarist John McCurry
from Cyndi Lauper’s group; bassists Carmine
Rojas (David Bowie, Julian Lennon and
Waite's 1984 touring unit) and Donnie Nos-
sov (Pat Benatar); drummers Alan Childs ('84
touring band) and Frankie LaRocka (*‘the
best I've ever worked with”) and key-
boardists Chuck Kintis and Tommy Mande!,
the latter also a member of Waite's past and
present touring bands. The keyboardists play
a key role on the new album, which Waite
views as a radical departure from his usual
sound, describing it as “a cross between
Genesis and Bad Company.” Apparently that
was enough of a disparity to cause his former
label, Chrysalis, to abort the project two
years ago—five of the songs from that
original album turn up on Waite's latest.

Besides the more keyboard-heavy direc-
tion, there’s also the cryptic lyrical thread
that runs throughout and Waite's original LP
title, Rake’s Progress. Who's this rake’ Any-
one we might know?

“Oh, he's just what it's about,” Waite
answers slyly, like a contestant on “To Tell
the Truth” withholding his true identity.

And what about John's—er, the rake's—
progress! In what ways?

I think I've finally grown up,” answers
Waite, betraying the character as a symbol
for himself. “I don’t need to keep returning
to my roots anymore, | just take 'em with
me. I'm pretty much complete and secure
now, having succeeded. It’s given me an
enormous amount of confidence. This is the
first time,” he confides, “that I'm genuinely
confident in what | do, and with this record |
was determined to take advantage of it.

“So on Mask of Smiles, there's no middle
ground; | don’t care if it goes to number one
or not. It’s like everything I've ever done in
my life has been to get ready for this.

“This album is me,” says Waite, supplying
this story with a happy ending after all. *“It’s
like ‘Will the real John Waite please stand
up?”
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Dr. Who?

In your June 1984 issue there was an “On Test” of the
Simmons SDS8 electronic drum kit that mentioned an
interface which allows you to hook up the kit to all drum
machines. Can you please tell me who makes that interface
and where | can get some more information about it?

Chris Johnson
Lockport, IL

Actually, there are quite a few companies out
there making such devices. Two of them are
Garfield Electronics (Dr. Click and Mini Doc), P.O.
Box 1941, Burbank, CA 91507, (818) 840-8939, and
Moog Electronics (Song Producer), 2500 Walden
Ave., Buffalo, NY 14225, (716) 681-7200.

What Joy a Song Be

With regard to your article “Return Rock & Roll to the
Musicians” [March 1985], | agree and disagree. Though not
obvious to the general public, for years there has existed a
schism between players and writers. A great songsmith need
not be a great axeman; in fact, players with the best chops
seem to make the worst songwriters. Let control of the
airwaves fall into the hands of the so-called accomplished
players and what do you get’! More two-hour jams a la
Cream, or atonal, scalar diatribes like Mahavishnu, Corea and
Di Meola. Give me a break, a song is an art form unto itself;
you can whistle a song, it can cheer you up. The next time
you're lonely, try humming McLaughlin’s “Inner Mounting
Flame” or any recent Herbie Hancock composition.

'm no fan of the Thompson Twins, but at least they write
songs. I'm a songwriter, and am happy and proud to be one.
So what if | can’t blow your mind with scales and riffs, I'll do
it with a song. Ya dig, Steve Morse! In the tradition of
Mssrs. Gershwin, Lennon and Dylan, stow it!

Vince Lucie
Teaneck, NJ

Steve Morse:
Paranoid about
synthesizers?

Automation vs. Live Players

In response to the article “Return Rock & Roll to
the Musicians” [March 1985]: | am in agreement with most
of the article. | think the excessive use of automation in
live shows is probably a bad trend; however, it might be
even more destructive in the studio, as many instruments
can now be emulated via sampling technology and through
the use of multitrack keyboard recording be reproduced
simultaneously by a single operator.

My objection to Philip Bashe's article is the reference to
a sour quote made by Steve Morse, that there are
“keyboardists who could play with nine of their fingers
amputated; all they need is one finger to press the one
button on their incredible new synthesizer.” This simply
isn't true, and serves only to display Morse’s lack of
understanding and paranoia concerning synthesizers. Four
of the fingers on my left hand were amputated, leaving me
with my left thumb and my good right hand. Most
conventional instruments are beyond my reach, but mod-
ern synthesizers offer me a way to play music. | rely on a
Roland synthesizer controlled by a pitch-to-voltage con-
verter, which | can sing into in order to make my musical
sounds.

66 October 1985 IM&RW

| take this very seriously and practice with the same
dedication as would any other musician with professional
goals in mind. Seeing the sort of callous comments you
quoted in order to drive your message home is really
frustrating to me and anyone like me. It reminds me of my
phantom fingers, and also suggests that handicapped
players shouldn’t be taken seriously.
Clifford Metting
St. Clair Shores, MI
In no way was Steve Morse disparaging the
handicapped; he was simply trying to make the
point that advanced technology has made certain
instruments, particularly keyboards, so simple to
“play,” that it can take the art out of the art of
making music. No insult was intended, and we're
sorry you were offended by it.

Yo, Aria, Give It Up
How can | get some information on Aria basses! I've
written to them a few times, but either | have the wrong
address or they've been ignoring my letters. | am interested
in the SB-1000 and the SB-950.
Wendy Wilson
Shelburne, VT
The Aria SB-1000 bass guitar features a double-
cutaway body. a 34" scale length, one pickup, a
laminated neck with an ebony fingerboard, 24 frets,
active electronics, die-cast knobs and a brass bridge.
As far as we can determine, the SB-950 has been
discontinued, but you can check on that by writing
to Aria Music USA, 1201 John Reed Ct., City of
Industry, CA 91745, or by calling (818) 968-8581.

That’s Some Powerful Noise

As | know you are familiar with the Tascam Portastudio
and all those other goodies out there, | need your help. |
use a Roland TR-606 drum machine with my Tascam 244
multitrack, and though the results are usually very good,
they are noisy as hell. Would a preamp help reduce the
trim level enough to cancel some of this powerful noise, or
is this something | must live with? Is there anything | can do
to the TR-606 to quiet it down, or must | buy a new drum
computer? Since the TR-707 is digital, would it be quieter?
Help!

Donnie Bedford
Newburgh, NY

In answer to your first question, no, a preamp is
not what you need, and, no, you needn’t live with
all that noise. We assume that you are using an ac
adaptor to power your TR-606, which is actually a
very quiet machine. What you need to purchase is
a static line suppressor, available at Radio Shack for
about $6. If that doesn’t do the trick, we suggest
taking your unit to an authorized Roland dealer for
a look-see. In answer to your final question, the
TR-707’s sounds are probably quieter than those of
the TR-606, though its operational noise level is
most likely the same.

The Greatest Percussion Issue on Earth

Just a note to thank you for the Phil Collins/Sabian ad in
your Summer Percussion issue—funny shot! “Drumming
'85—The State of the Art” by Philip Bashe was great,
informative reading, though it could have been longer. The
Simmons ad for the SDS9 changed my life; what a monster,
| wish | had several. The “Special Focus” on drums by
Michael Smolen is the reason | bought the issue; great
writing, sir! And Frank Zappa, always appreciated. Your
magazine’s a winner.

Rick LaFontaine
Chicago, IL
PS.: | hope | win the Gil Moore drum kit giveaway.
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With rippling muscle held in check and every sense alert, Stage Systems
stalk your sound. They move through your music with smooth, measured
strides. Then attack with primeval power. Springing from gut-wrenching
growl to the silky purr of a natural high. Ruthiessly accurate. A study in
efficiency. The ultimate beast of play.

In the jungle of claim and counter claim, no ordinary speaker can
compare. Through eight grueling hours of pink-noise abuse, Stage Systems
endure peaks to 1200 watts. The raw power of live performance. Time-
coherent equalization. Constant-directivity dispersion. Low-mass titanium drivers.
Stage Systems are an evolution of proprietary design. And wrapped in a
sleek, black coat, Road-Wood™ cabinets of oriented strand board are
virtually maul proof. { “

Stage System speakers from Electro-Voice. Because only the fit survive. \,Jw
Be among them. See your EV dealer and unleash the beast.

For more information, conta:t Mike Solomon, Market Development Manager/Music
Products at Electro-Voice, Inc., 600 Cecit Street, Buchanan, Ml 49107. SOUND IN ACTTION
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For the ecomplete story on Mario and his Peavey gear, send $1.25to Peavey
Electronics Corp., Dept. MC, 711 A Street, Meridian, MS 39301 and we'll
sendyou the latest edition of our Monitor® magazine:A poster-size reprint
of this ad is also available for $2.00. Offer good while quantities last.
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