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Let us introduce ourselves. We are Studiomaster, the maker of the most dramatic 16/4 mixing console you can find on
the market today. We don’t settle for basic features only.

On each input channel our 16/4 board has five equalization controls. An input gain control. Peak overload indicators.
0/-30db padding. 2 echo sends and foldback (monitor) level faders...and our output is as interesting as our input. We
have a 1kHz line-up oscillator. Line output level faders. Individual channel master panning, foldback, and monitorin
controls. Both echo returns have 3-position routing capabilities. And our exclusive mix-down feature. . .a remix switc
that converts the first four input channels to stereo mix-down channels automatically from the same board. Imagine the
patch cord and second mixer confusion that can be overcome.

The best feature that Studiomaster has to offer is that we are sold by Studiomasters. Let us present our nationwide
dealers. Select your closest and visit him soon to discover why we are the Studiomasters.
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Studiomaster has a limited number of openings for qualified pro sound dealers in areas not covered by our dealership list above.
For information or recommendations, please contact Studiomaster, 885 S. East Street, Anaheim, California 92805.
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Editorial

NAMM GETS
MICKEY MOUSE

ROCKIN

One thing distinguished the National
Association of Music Merchants’
(NAMM) winter exhibition from maost
other trade shows both nationally and
internationally: music.

At best, musical instrument fairs
tend to border on the dull, spilling
over into the mundane with company
reps pushing products and salesmen
doing their hustle; after all, that’s
what they're all about. But any
thing located in the Disneyland Hotel
not far from the heart of America’s
music industry can’t help but have a
touch of the comic and a tendency
toward the entertaining.

The main exhibit hall in the
convention center rang with a caco-
phony of sounds throughout the three-
day fair. Classical music overlapped
with a dirty guitar sound spilling over
onto a bizarre synthesizer noise until
the result became something like a
cosmic orchestra tuning up. But,
within the mixture, the individual
ingredients came through.

On the Polytone stand Ray Brown
jammed with Herb Ellis and a couple
of others filling up the aisles with
listeners while providing a great deal of
entertainment with their music. Lol
Creme showed his style while demon-
strating the new Gizmotron that he
and Kevin Godley are about to unleash
on an unsuspecting market.

There were a few other luminaries
demonstrating around the stands such
as Jaco Pastorius on the Acoustic
Control booth and an incredible guitar
duo was performed by Biuce Bolen
and Mike Flliot on the Gihson stand.
A few others in and around the
premises were Billy Cobham. Chester
Thompson and Leon Russell, to name
but a few.

Of course, the stars came out at
night and under them Louie Bellson
and his big band played an invigorating
set despite a bad sound mix and
despite the fact that Ed Shaughnessy
and his band Fnergy Force were
providing quite a bit of excitement in
the tent right next door at the same
time.

Mickey Mouse's ears must have
been ringing as the Disneyland Hotel
was transformed into a musical play-
ground, but the NAMM winter market
provides more than a musical stage and
the opportunity for winter-weary
executives to escape to the sunny
climes of California. It is the showcase
for what’s new, exciting and inventive
in the musical instrument industry.

Synare, for example. unveiled a

new black box (only finished two
weeks previous to the show) that
attaches to the rumn of a snare trans-
forming it immediately into a synth
drum producing anything from a
chime to the ultimate in synthesized
distortion. Just one example in the
multitude of electronic products being
diplayed. it characterized the inventive-
ness that is apparent in today's musical
instruments.

In the vast array of guitars, there
wasn't a company that didn't have
something new on the stand and those
needed to be played to be appreciated.
If anything, the guitar lines seemed to
be placing a little more emphasis on
the full-bodied electrics, typifying the
jazz  sound that’s becoming more
popular.

The NAMM exhibit held a lot
more, but anyone visiting a music
store in the near future will soon find
out what the show had to offer.

Oh, there was one other new item
at the exhibit ~ International Musician
and Recording World. The magazine
made its debut to the trade and
public with the first American issue
and, judging from the response, it

won't be the last.
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SR20and SR28

MIXING BUSINESS WITH PLEASURE

Th
New Alle
and  Heath
SR Sernes has
an impressive ped
igree with its ongins
in custom mixers for Pink
Floyd and King Crimson. The
SR mixer is equally at home in
theatres, clubs or studios and fea
tures a unique routing system enabl
ing the engineer to assign channels to
any one of eleven outputs! At under $6,500
for a 20 into 4 or 6 group model the SR Series
enables any professional Sound Company or Theatre
to provide studio quality performance with no sacrifice

AHB

ALLEN AND HEATH BRENELL LT

Agents

Audiomarketing
Stamford U.S.A.
Son Professional

Paris of rehability or ruggedness.
g’}gi'ﬁﬁgffn e - Fully modular construction allows any format up to 28 inputs per frame
Fading e - 8 routing busses to groups and masters
Madrid o3 auxiliary busses for foldback and effects.
StudiaSarind e - 10 echo returns for multiple effects mixing
Ty e Integral stage communicatinne system
S.E.D o - Built-in oscillator with frequency sweeping.
B}uéséls e - Sweep frequency equalization as standard.
Sun Musi e - Phantom power as standard
I.)“" USIC e Heavy Duty external power supply
enmark e XLR transformer balanced microphone inputs with low noise preamplifier.
Audiolab Hellas e - LED Peak reading meters with stereo monitoring.
Greece e Comprehensive headphone monitoring system.
Peter Bollen e Military spec multipin connector as standard
Findhoven ® +18dBm output head ronm
Texim e - P&G fader option
Italy e - Solo (PFL) of all desk functions.
Lastron e - Special dual frame option for 40 or 48 inputs
South Africa e - Heavy duty flight case (as shown)

ALI EN AND HEATH BRENELL LTD.  aunio mARKETING, GLENBROOK RGAD STAMFORD, CONN
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Letters

Mixer hiss

Dear Editor: Congratulations
on a fine magazine. Your first
issue looked real good. Maybe
you can help me with a
problem I have. I'm a songwriter
and a guitarist and [ recently
bought a small mixer which is
battery-powered to use with my
tape deck for recording. The
problem I'm getting is there’s
a lot of hiss after [ use the mixer.
Is this because of incompatability
or could something be wrong with
the tape deck or the mixer?
George Wish
Oakland, Ca.
Small battery-powered mixers always
present a problem when used with good
quality recording equipment. From what
you say, we'd guess that you've bought a
mixer that’s really intended for simple
PA use and isn't really good enough for
recording. The hiss you mention is
described as the signal-to-noise ratio, and
the level of hiss (noise) against your
singing or playing (signal) is related to
how good the electronics in the mixer
are. Battery units are best avoided for
recording situations and, if you're getting
good results with the microphone plugged
in directly, then it's the mixer that’s to
blame.

Real players

Dear Editor: A few words of praise for
your magazine, It’s something we’ve
needed for a long time and the first issue
was excellent. [ particularly liked the
guitar reviews and I'd like to see more.
Also the story on John McLaughlin was
nice. It’s good to read about real players
and their instruments. How’s about
Carlos Santana and Jeff Beck?
James Sullivan
Crookston, Minn.

Country cousin

Dear Editor: Thanks for a fine magazine.
1 first saw the English version in Canada
last year and have had trouble picking
them up lately so it’s great to see you
boys have moved into the States. I really
liked the McLaughlin interview but not
the Uhrig one - let’s face it. who wants
to read about a bass player in a country
band? Their four to the bar eat-shit bass
playing isn’t exactly inventive. It’d be
nice to read about Stanley Clarke and
Jaco Pastorius, players who really mean
business.
D.D. Forman
Seattle, Washington.

Don't forget jazzers

Dear Editor: 1t was nice to see your first
issue appear and [ look forward to buying
it every month. It’s good to read about
instruments and equipment in such detail.
However, urlike most of your readers, |
guess, I'm not a rock and roller. [ play in
a lounge trio and prefer listening to Wes
Montgomery rather than Led Zeppelir.
I hope your book is going to cater fer
musicians other than rock players. There
are a lot of middle-aged musicians like me
who work the lounges, don’t listen to
rock much, but are equally interested in
their hardware i.e guitars and amplifiers,
Don’t forget us jazzers, huh?

Mike Valente
Beaverdam, Wisc.

How long?

Dear Editor. 1 was very interested to see
your new magazine. It looks really good
so I wish you every success. [ was par-
ticularly interested in the story about
building an electric guitar because |

intend to build a custom instrument from
scratch. | know Part One in your first

issue was just the introduction, but |
wondered how long the series will run?

Pete Weatherall
Pittshurgh, Penn.
so he patient!

For about 20 months

More
congratulations

Dear Ediror: Congratulations on your
first issue. It was very enjoyable to read
and I am waiting eagerly for the second.
Your instrument reviews are the best I've
ever seen and your guitar guy really
knows what he’s doing. I'm interested
in setting up a small studio for my
band to use but don’t know too much
about the equipment to buy. Do you
have plans to feature an article on
recording equipment? If so, when?

Jerry Erskine
Chicago, Il

Yes. Soon. OK?

Jobn McVie with Jobn Mayall

A 3

More Bluesbreakers
trivia
Dear Editor: I've been buying Inter-
national Musician in the English edition
wherever 1 can so I'm real pleased to see
the new US issue. It was great and [ hope
you’ll be able to keep up that high
standard. Like Tom Swan, who wrote to
ask about Clapton’s equipment on the
Bluesbreakers album, I'm an ardent
Clapton fan, although 1 feel he played
petter on a Les Paul than he does now
with the Fender. | wish he'd go back and
listen to the sound on the Bluesbreakers
album and play like that. Incidentally, |
bet you don’t know what amp and guitar
John McVie used on that album.
Paul Levy

Springfield, Miss.
Sure we do. He played a Fender Jazz
bass through a Marshall 50 watt bass
combo.
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Why you should own the
MX-880 duosonic synthesizer

Chuck Leavell of Sea Level,
Capricorn recording artists

Absolute'y for live performance. . .

One thing that ] like about the 880 is the
fact that it is a preset synthesizer. |
don’t have to spend a lot of time
searching for a sound.

The presets are easily accessible which
is very important, on a seconds rotice
you can change or alter your sound.
Controls are in a good place, easy to
reach. With many synthesizers you
really have to search for a sound. that's
not the case with the Muitivox.

It's got a fat sound, and that's
important. If & had only one oscillator it
couldn’t get that kind of sound. You
can get octaves, you can tuneiit to
fifths, you can get a unison sound.

One of the features that | really love on
the 880 is the touch sensitive control.
You can bend pitch or add various
effects that are seconc touch activated
It's the first instrument that uses
touch sensitivity
effectively.

T S eSO i /5

Wayne George of Arc, Lifesong
recording artists

| really like the idea of a duosonic
synthesizer where you can get the
thirds, fifths, or any interval. So many
other synthesizers have been limited to
playing one note

The MX-880 is the best as an effects
instrument. | like being able to achieve
sounds without making all kinds of
adjustments. The portamento control is
as good as anything I've played.

The violin setting gives you the sound
of a synthesized string section when
you combine the filter section and a
variable second note.

With the LFO trigger | can lock into
playing sixteenth notes ...l can
really whale.

M MULTIVOX

370 Motor Parkway /Hauppauge, N.Y. 11787 /516-231-7700
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Billy Alessi of Alessi, A®M
recording artists

For live, it's very practical. I'm using it
to double solos with guitars. With the
vibrato | can get some nice solo
sounds.

That things been in fifty cities. One
thing that's great is that it's really
holding up, that's really important. I've
got alot of confidence in the 880.

Among the many keyboards needed
for our type of show, | made sure | took
a Multivox. For basic good synthesizer
sounds it can cut it as well as any other.

The MX-880 can get an
infinite number of sounds
instantaneously without the

hassle of patch cords. You can keep
your mind on your performance, not

your equipment.

For a demonstration or further information on the MX-880
or other Muitivox products contact your iccal Multivox dealer or write us
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Tuning your guitar
is easler if you don't
listen to it.

You see, you can't trust your ear to be
accurate all the time. And if you tune to a
group. who's to say they're in tune?

With Strobotuner®, you can always be in
tune. It's the most accurate electronic tuning
instrument ever developed for musical
imstruments. It's accurate within 1/100th of a
semi-tone. And it's easy to use. Just hit a note.
An easy-to-read illuminated screen instantly
shows you if you're off, and when your pitch is
perfect. Anywhere. Anytime. Like before a
show. During breaks. In noisy places.

And instead of tuning your guitar tc a
group, tune the group into Strobotuner. Then
you'lLall be in tune. If your guitar has an
adjustable bridge, you'll find that Strobotuner
lets you scientifically compensate your bridge
so that your guitar can be as accurate as
possible.

So if you'd like to be in tune, don't believe
your ears. Tune in Strobotuner at your
Continental Dealer.

For a detailed brochure, see your
Conzinental dealer, or write to us and we’'ll
send you a copy.

conkinental
MuSIc

A Divisian of C.G. Conn, Ltd.
616 Enterprise Drive

Oak Brook, llitinois 60521
(312) 920-3600
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A 60 WATT
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After designing the legendary Pignose
practice amp, we couldn’t get much better so
we had to get bigger. The result is the new
30/€0 guitar amp which is small enough for
practice, big enough for gigs and smooth
enough for recording.

The 30/60 puts cut 30 watts(RMS) through
a heavy-duty, 12 inch speaker and gives an
incredible range of tonal colours thanks to
three band equalization. The master volume
control enables the player to go from a
detaded clean sound to smooth distortion
while retaining all the warmth of a “tube-
type’’ amplifier.

A unique feature is an effects send and
return system which eleminates most of the
noise generated by using these units. There
are compensated inputs for the matching of
different impedances with a line allowing
direct injection into studio board, PA mixer
or power amp.

With a Pignose 30/60 you have an amp for
all players and all places.

INSTRUMENTS
INTERNATIONAL

Pignose Industries
9000 Sunset Blvd .,

#820, Los Angeles,
Ca. 90069 213.550-87C5

*PEAK POWER
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On Guitar:
Mitch Holoer

FOnc of the mosl—interesting aspects of the guitar is its ]

ability to achieve many musical identities. You can

find i* in rock bands. country and country-rock bands,
jazz and jusez-rock bands, blues and funk bands. symphony
orchestras or all by itself in any number of musical styles.
Lhis element presents a challenge to the guitarist in that in
many instances he or she may be called upon to play |
different styles of music.

When we talk about all of these styles. what are
we real'v talking about? One might say we're talking about
geographical. cultural and emotional elements as they relate
to music. Since we all can’t
live in every environment
known to mankind, how does
one go about getting acquain-
ted with different styles of
music? By hearing music,
both recorded and live, you
can expose yourself to music
you may not understand, but
if you study the basic rhythms
and sound, you can come up
with a reasonable facsimile
) yourself,

Guitaristically, there are many things to consider when
learning styles. For instance. sounds of certain music are
instantly recognizable by the type of instrument, whether it
be acoustic, classical or electric. The most important thing
to try to capture is the feel of a particular style, the bends,
slurs, hammer-ons, hammer-offs. etc. that characterize the
music.

Let’s take a simple musical example and investigate the
elements of style in rhythm playing. Example 1 is a short
musical phrase.

ExaupLE

Now, remembering that you're the rhythm player, the
cader tells everyone that he wants to play this piece as a ‘
disco. What would you play? Disco is really nothing more

than repeated patterns of sixteenth note patterns. Example '
2 is an illustration of a disco rhythm pattern. w
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If the bandleader wanted the tune to be a slow ballad,
how might you play that? Let’s take a look at the same
tune played as a ballad on a classical guitar (Example 3). T

ExaMpLE HALLAD
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Atre you starting to see and hear what style is all about?
It’'s a matter of inflecting a feel, a rhythm and a sound.

Continued on page 127

|

!
Mitch Holder is a guitarist with experience covering television, ’
recording and touring. He is much in demand as a session player
baving wworked with top name artists such as Bariy Manilow, urbra |
Streisand and Rilly Davis. He is also the autbor of “Quadrophonic J
I'ingering. "'
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The Electro-Harmonix MICRO-
SYNTHESIZER is a powerful guitar
processor which creates today's most
popular lead synthesizer voicings, as
well as exciting simulations such as steel
guitar, organ, and violin. Four completely
independent and continuously mixable
voices—Guitar, Octave above, Sub-
octave, and Distortion—are modified
with envelope and multiple filtcer con-
trols to achieve a flexibility and variety of

ELECTRO-HARMONIX

27 WEST 23RD STREET NEW YORK,NY. 10010
Circle 434 on Reader Service Card

sound you'd never expect to find at
anywhere near the list price of $29S.

Stop in at your local music store
and stretch out on the MICRO-
SYNTHESIZER. You'll discover
that, without laying out heavy bread or
surrounding yourself with a wall of elec-
tronics, you can transcend the inherent
limitations of guitar and explore infinite
horizons of sound.

FOR A DEMONSTRATION CALL 212-74A 4797




HYDRAULIC OIL FILLED

AL Weatler

BOX 58,
DODGE CITY, KS 67801

DRUM  HEADS.

—_— -
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exotic wood bodies fo
the discrininating

guitarist

crafted from fine Walnut and Hard Rock Maple

exclusively by

Dept. MR
P. 0. Box 82
W. Hempstead, N.Y. 11552

k_/ U.S. A

(516) 489-2038

Dealer Inquiries

send 50¢ for info
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| or just plain making it feel

would like to discuss
Ithe delicate subject of

swinging, AKA grooving
good. In order to play any-
thing effectively, it should be
clear in your mind what you
are supposed to be doing.
This is why it is important

occasionally to listen to
recordings of rehearsals or
actual jobs that you do.
Swinging is almost impos-

sible to discuss fully because
it has to be experienced to be
understood. Still, there are
certain basics which apply, most of the time. ‘

What to do with the bass drum is the first area we’ll |
consider. [t’s no problem of course if you’re doing a disco
gig, but even there, an occasional and very slight deviation
can add a little lift to the whole thing. An extra eighth
note or a dotted quarter-eighth note figure once or twice
(or more if it feels especially good) can sometimes add to
the groove.

To move all the way to the other side of the spec-
trum, let’s look at jazz or a “straight four’ or “swing”’ feel.
In a big band situation, quarter notes played very lightly on
the bass drum add nice punch provided you’re locked in
with the bass player But at almast no other time would
that be the case. You really don't want to play downbeats
all the time (one on every bar). In fact, with more modern
groups you might play on the downbeat only during
ensemble parts or at the beginning of a chorus. The reason
being that a downbeat has an air of finality to it, where
“pushbeats’™ lean into the next bar, sort of flowing over the
bar line instead of ending on if. In general, space and
simplicity on the bass drum keep things light and moving. |

If there is one thing that is constant through most of |
the changes in our music over the last 50 plus years. it’s the
backbeat. Not only does it hang around, but it’s one of the
most important aspects of modern western music - from a
drummer’s viewpoint. kEven in music where it would not
normally be played all the way through such as some jazz
or jazz/rock, a good strong backbeat for a chorus or so can
really help things to cook. When a backbeat is the thing to
play, it is very important that it is placed in accordance
with the felling of the music being played. i.e. you wouldn’t
usually play behind the beat on an up-tempo song or way
ahead of the beat on areally laid back one. This in thinking |
in terms of 4/4 of course, but you can’t beat 1t {(backbeat)
for 6/8 or 3/4 (played on 2 or 3). It is ut least usable in
practically any time signature

Lhe logical thing to discuss next is cymbal work.
Cyinbal. 1 teel, should be played rhythinically. not taken
tor granted and just banged on. When things get really
intense it is sometimes hard to not let everything go. The
danger is that some cymbals are so lively they tend to wash
out the sound of everything else that’s going on around
you. The result is a loss in communication that does not
help a band to swing.

It was mentioned earlier about playing with space, the
use of which is crucial to good swinging. This is not saying
that you should never play busy or complicarted patterns.
L he deciding factor has to be the music itself and what the
rest ol the band is playing. | incan space 1o the sense of
knowing what not to play. Very often, this is what dis-

Continued on page 127

Chester Thompson currently tours with Genesis and has
worked/recorded with I'rank Zappa, Weather Report, Curtis
Mayficld, George Duke and the Pointer Sisters, to name a few.
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THE MS-10

The beginning without an end.

VOLTAGE CONTRULLED

FILTER (VCF)

Shapes tone dynarnically by selec-
tively removing harmonics. Pruvides an
infinitely variable selection of timbre

PEAK CONIROL

Ernphasizes the hitering effect by
soniances at the cut-off
cy for etfects such as

C1E¢
freque
Wah Wah. Twang. etc.

VOULTAGE CONIRULLED

OSCILLATUR (VCU)

Credtes a 10-octave total

range (exceeding both ends of

4-SELECTABLE
WAVtruRMb

etc.); Sawtooth (br

strings, el on

harpsic lmrri) and Whi

ENVELOPE GENERATOR
Controls the sound’s rise time
(Attack), its initial drop-off rate
(Decay). the level at which the
note is held (Sustain) and the
rate at which it finally dies off
(Release). Korg's unique Hold
Control sustains the note

for a variable amount of time.

PATCH PANEL

For ultimate flexibility and

advanced applications. With

p/ug-/n patch cords you
“create” your own combina-

tions of the MS-10 modules.

Also permits interfacing with

VOLTAGE CONTROLLED
AMPLIFIER

sequencers. pedals, etc.

Variable Waveform Control

FREQUENCY 32 NOTE KEYBOARD
) MOUDULATION N
PORIAMENIO
Cutitrols t te of FILTER
ghde” between ulie MUDULATION
Controls the degree of
modulation effect on
EXTERNAL PROGRAMMABLE CONTROL WHEEL the filter, producing a
SIGNAL LEVEL : het / t range of sounds from

Lets you process ex ie Pitct
ternal sound sources
through the MS-10

gentle flute tremelos to
a growl. Also controls

MUMENT’ARYk MODUFATIQN CONTROL the sweep of the filter

Whether you'ie completely new tu syn ries, the MS 10 is equipped with all the prufes-

(adding on) other synthesizers,

MODULATION GENERATOR
y caiing)

me!o vith Korg s umque Cuut//wow//

tnesize s O 5oMedne [00kiNg Tl d seruus, but
aftordable synthesizer. take a good, long look
at Korg's new MS-10.

We're showing you the MS-10's full
complement of controls so you can compare it
with anything and everything on the market.

Any synthesizer priced even close to
the M~> 1u will seer like a iacie tuy
thes:zer witn ciose to ine miS-10 s Capabiiitics
will cost far more

fhcorpurating the high-technology of
Korg's renowned Professional Laboratory Se-

LT gt
Rty Synh

stonal mudules to produce an nfinite variety of
sounds.

And, unlike other synthesizers, once
you master the MS-10, you won't feel like
you've outgrown it. The Patch Panel lets you
expand the internal capability of the MS-10, as
well as interface with other synthesizers, se-
quencers and contiul units (such as the
Koutg > 2u Synithes.zer o wthe Koig Su iu
Sequeticet).

If the idea of Korg's new MS-10 is grow-
ing onyou, remember, it will atso grow with you.

THE MS-SERIES

KORG)

Puts Synthesizers withinreach.

Unicord Division of Gult & Western Manufacturmg Company. 75 Frost Street. Westbury, N.Y. 11590
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yournext sound

effectsunit

yourself

v Will it work en mains or battery?

v Is it quiet, especially when plugged into other FX?

(always ask to compare)
v Does it have an LED to show you when its on?
v Are you sure its going to werk with cther FX?
v €an | link up a bunch of effects together using
only two jack leads?
v Can | phantom power remote FX?
/ Can | convert my existing pedals to link into
the power supply?

v/ Do | get a years warranty?
Only ELEETROLABS can answer / to all these guestions
*All units ex stack for quick delivery *Easy order methed

I R R e - - e

bell cletrolaby,

Lhe 10ost proyressive sound
effects system in the world

£

Ultia low noise phaser
Flanger O

Riads + Sirk.achuich "
S ATNS
UL duSidii ] -
Vel Buuaye (U24UL0) 2/U7  wio e (PO Suppty
Nai
Ada
k IM/US/4/179

RUSH ME OE1AILS OF YOUR

ADT (Autos iotic double tracker) O

J

phiases is a good aii supply. A motor source which

actually powers the hoin is the group of muscles in
the abdomen slung across the body between the hip bones.
these control the movewcat o1 the diaphragan which is
aunother sheet of muscle sepaiating the abdomen with its
litestines from the rib cage and the lungs. Movement
vutwards of the abdo.sen sucks the diaphragin down
which has the etfect of eapaundiug the rib cage cavity and
couibuied with breathing in, this is how the bag of air is
filled. This bag of air can be compared to the bagpipes.
the pipes are operated by the aim squeezing the sack of air
so that a steady pressure causes the reeds to vibrate. In the
case of a horn, the pressure is applied by squeezing in the
distended abdomen. This in turn causes the diaphiagm to
squceee the lungs and civates the steady. powecful flow
necessaiy to activate the 1eed

this type of brcathiug is huown as “diaphiaginatic
dud can be easily cheched watchwg the shoulders. When
you bieath with the curiect diaphiagm action, the shoulders
do not move at all up or down, as they do when bieathing
from the chest only. Lie tlat on your back on the floor and
place a heavy book or similar object on your abdomen. As
you breath slowly in and out you can feel these muscles
wurking and raising the object with little effart. Once you
flave located the tauscles aud telt themn working, the next
stage is to strengthen thean.

None f these exercises should be done until two hours
attes « waeal the etfect of moviig the abdomen icpeated on
w s bu Lilipty (L tnne e CaviCiar aslug a
wuiglil vu the abdusiaon an@ without wollylug aboul the
breathing at this stage. Just move the weight up and down
as far as you can until the muscles start to ache.

Stand up and practice the same movement while the
muscles are still sore, as this will enable you to locate them.
I'his can be continued in a sitting position -~ in the car. for

' v ot o daily basi k uiitially aod then w

e vty Dy ainine

1 t the root of a powerful sound and long confident

“ 1l ot

FHC g iswvos Ul LIOWINE a Casvo Ui
satusal syt e thatl an 5 wken 1 guickly and soieased
slowly I'he body’s needs still have to be catered tor
regarding oxygen to the blood stream and it is very advan-
tageous to be physically fit. Running shert of breath will
intertere with the requiremcats of the air supply to the
hotin, for the body’s need for oxygen overrides everything.
Cycling and jogging are good ways of increasing the body’s
apacity in this respect

HU Ladliuinvast

Titnd 1 1 0

Alan Holmes is a top Biitish scssion reedman who plays
vpraho, alto aind 1€nor sunces, flure and alto flure, piccolo
vbue, clurinct wia v ne pluycd vt the Beuiles
\5 Pt'p/)L‘/ albrin wna i Ul S Was d meiber O he
Nk,

aslutd

LIv 1Oy deuldd s o v fus K pronp
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From Cerwin-Vega, the creator of Cerwin-Vega's 28 great new products will
earthshaking cinema special effects systems be appearing soon at professional audio
and other audio phenomena, now comes dealers everywhere.
another precedent: 28 brand new

professtonal products. ( ) °
We don't have to tell you about Cerwin \./ Cer\MIn'Vega!
Vega's reputation for trend-setting

professional audio systems. Now, with the PROFESS'ONAL
|

advent of these new systems, we up the

ante in professional acoustic and electronic AUD|O SYSTEMS

performance with our largest introduction
of profess.ona] products ever. 12250 Montague Stieet, Alleta, California 91331
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On Synthesizer:
Thereare 9 Hoboin Lumley

I f . l
chatter on for a while
about synthesizers in
ea r relation to all other musical
instruments. A bit philo-

sophical, perhaps, but the

} at acceptable prices way in which a player rhinks

about an instrument | consider

vital to the way in which he

n rT] ends up playing and. hope-
O e r fully, communicating on it.

I think it is fair to say that all musical instruments
throughout the ages have been reflections, both in design

and sophistication, of the technology of their age. To |
| L expand, the family tree of keyboard instruments began to
grow from harpsichords and clavichords into the pianoforte

’ ( at a rate directly comparable to the revolution in industrial ‘

|

processing and design, and the use of new materials and
technology in manufacture. Thus, what we call the Old

| World, before much significant advance occurred in the
| New, was the obvious place for this process to happen, and
a PS is why the traditionally accepted families of “‘classical”

) instruments are nearly all European in their origins. “*What

on earth has this got to do with synthesizers?™ you may
well be asking. All this is entirely relevant as retaliatory
thought to the hidebound, blinkered attitude that some
traditionalists hold towards synthesizers. 'm sure you are
familiar with some of these opinions and criticisms:
“synthesizers are unnatural because they’re electronic™ or
“they do not allow a feel to develop between themselves
and their players” or even “they’re just complicated imita-
tors of existing instrumental sounds.”

But if the reasons for the synthesizer’s existence and its
origins in technology are thought over, as I’'m trying to do
here, all those “arguments against™ become revealed for the
shallow inaccuracies they really are.

‘ Most classical instruments were a product of the Old

World and its level of industrialization, but the first really
new source of controllable sound is a New World concep-

HD15P

Reviewed by KEN DIBBLE—December 1978 tion, direcfly related to the growth of electronics and

micro-circuitry in the USA over the past years Perhaps at

7We|ghl Power -SGnsmmy first the musical application of this knowledge was a

UNIT Chassis Handling 1W/1kHz/Im sideline to initial applications in weapons systems and space

kgs  RMSwatts programs, but it nevertheless occurred. Therefore, the

— - N ) crux of what I am trying to explain is that synthesizers are

HD8 8 26 50 93 B . D] A

HD10 10 27 50 94 Just as equally valid and natural, within the context of their

HD12 12 46 100 96 times, as any other new instrument that has appeared in its
HD12P 12 46 100 99 own time in history.

:ggpsgﬂf,; }g gg }gg 18? So let’s be done with any clumsy realms of thought

HD15 15 730 100 9 about what you've got under your hands when you're

HD15P 15 7-30 100 100 playing a synthesizer, and begin to think in a fundamentally

ATLAS 15 15 750 250 98 new, albeit obvious, way. You are simply playing and using

a very young musical instrument that has appeared during
your lifetime as a player, and for this we should be thankful.
There are few times in history when creative musicians are
exposed to brand new instruments;it hasn’t really happened
for over 100 years and it’s up to us to plunge in and explore
what we’ve had laid on us. You can be sure that musicians
100 years on will be very critical students of our early
blunderings. Let us ensure that we start off the right way,

Avattable all units—8 or 15 ohms impedance —front or rear mounting

SEND FOR DETAILS, PRICES AND REVIEWS TO:—

Richard Allan Radie Ltd, Bradiord Road, Gomersal, Cleckheaton, in the same way as we look back on other innovators
West Yorks, BD19 4AZ Phone: Cleckheaton (0274) 872442 presented with new instruments in the past, for example,

Grams: ‘Acoustics’ Bradford. Telex: 51311 Relays-G Chopin and Liszt, and their musical development work with
Send POWER RANGE leafletto... . ... .. ... ... ... . the piano. - ) -
Address e ) Robin Lumley is a record producer and keyboard player who has

won internativnal recognition through bis work with David Bowie s
e A L Spiders F'rom Mars, Brand X and wide variety of production credits,
M2 Trage enquiries invited He now divides bis time between freelance producing and session
- playing both in Britain and the US
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RANDALL SWITCHMASTER 150
DUAL CHANNEL

Two completely separate and different FET, High
Cain, Pre-amp Channels with separate Master
volume Controls. Either channel is selected by
means of a foot switch and the operating channel
is indicated by an LED light.

This, in effect, gives the player two separate
amplifiers, inasmuch as each charinel can be preset
for a specific tone or volume and instantly switched
back and forth at the player's discretion.

Extremely high gain, high sensitivity, long sustain,
ability to accept large input signals, wide tone
variations at both High and Low volume. 12" speaker,
front loaded folded horn enclosure, very compact.

RANDALL SUSTAINER 140
SINGLE CHANNEL

FET High Gain Pre-amp for the musician who needs
an extremely High Gain amp with wide tone control
variation at both High and Low volume. Unique
circuit design allows tone shaping even in Overdrive
or sustain Mode. 12" speaker, front loaded folded
hom enclosure, very compact.

Both of these Amplifiers are available as Heads
to be used with other speaker combinations.
120 Watts RMS.

v\”Il r/r{/ #INER 1R

~
A ot

The unique Tone and Volume control
circuits put these amplifiers in a class
by themselves.

~
EA
-~
P

AVAILABLE THROUGH RANDALL DEALERS WORLD WIDE
RANDALL INSTRUMENTS, INC.
1132 DURYEA, IRVINE, CALIF. 92705
P.O. BOX 10936, SANTA ANA, CALIF. 92711
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ONE OFFER MAXIMUM
s PROTECTION
AT A PRICE MUSICIANS
CAN AFFORD!

of o = CUSTOM CASES

.. NOWAVAILABLE:
MULTI KEYBOARDS
DRUM TRUNKS
AMP RACKS
MIXER CASES
AMPLIFIER CASES
TOOL TRUNKS
CAMERA & GUN CASES
STANDARD CASES

UNIQUE DESIGN FEATURES INCLUDE

= INTERIOR METAL ‘'T' BEAM " MULTI CHANNEL ANGLE
® 24 GAUGE STEEL TRAYS s HIGH-IMPACT LAMINATE
= 4 COLORS 0., s INTERNAL PERFORATION

s SPECIALLY FASTENED
CASTER BRACKETS

(0T}
ity

CASES MADE TO LAST...

P.O. BOX 862 « SOUTH NORWALK, CT 06856
(203) 853-7907
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Le Covmond
Pick a Pickup
that pick;w_gp your sound!

Model 210

Eull *

. a

for maximum picaup power Fingertip
volJme control Try one totay

Modsi 3010

"10200/6 !

mitting disphragm. No pre-amp neededt

DeA mond designed it for you

Model 220

)00 MY o] kup
Cancels extraneous slectrical interfgrence
operates hurr 'ree Pole pieces adjust
individually, thumb whee! provides

justs to

convenient volur
3 coenings 3%
Quiturs A numpucsing favorite

e control A

Not Shown, Ask to see them at your
favorite musicai Instrument dealer!

Model ARHCB~ Flat Top Plckup.

Eact string has its own magnet. preset for
balancec output High output possidie
without ‘eeabacx It's in our cataiog'

Mode| 800 — Nylon String Flat Top Picrup.
Magmetic type contact pickup Easy tc
attach and remove Fingertip volume
corirol. Avaitable now!

Model 1100— Arch Top Pickup.

Tone and volume control, plus rrythm
Switzh for instant change from solo t¢

§ rhyinm, String output individually

1 adjustatle. Coil structure provides

) O/ mifiMmum distortion-free output
,,".‘4/,"! | Model 1200— 12 String Ftat Top Plckup

5y, o Fingertip volume control. Easy 1o at:ach
R AR T | and remove!
QWIM 1702 Arpert Highway Toledo Onio 43609/ § A
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On Keyboards:
David Sondous

|
|

experience with keyboard sets ask themselves three

questions: (1) Is my set comfortable to play? (2) Does
it give the full range of sound that I want? (3) Are there
any musical possibilities that I can’t play because of the
way my set is constructed? Question number one has
already been answered by my last column and your own
experience. Now, as promised, we will confront questions
two and three.

Whether or not your keyboard set gives the full range
of sound that you desire is a question only you can answer,
Depending on what type of music you're performing, what
you hear with your musical ear and how much money you
have to spend on equipment, your answer will be either yes,
no or not quite. There are a wide variety of keyboards
available today. Some are expensive, and some are less
expensive. (Keyboards are rarely, if ever, inexpensive.) A
thorough investigation into the space and special capabilities
of the instrument you are interested in will help you make
the right decision suited to your needs.

Whether there are any musical possibilities that you
can’t play depends partly on which keyboards you are
using but largely on how you have chosen to position the
instrument itself. Physically speaking. the most comfortable
position in which any musical possibility could be expected
would be a stacked position, where all the keyboards are
directly in front of you. This allows for normal position of
the wrist as well as spontaneous and flexible playing. This
concept is a throwback to pipe organ design which employs
three manuals plus a set of bass pedals, If you have ever
scen a performance by a skilled organist using a three-
manudl organ, no doubt you have marveled at the magnitude
of sound (produced by one person) and the apparent ease
with which it can be accomplished.

Part of the reason for this is that all the keyhoards and
controls are directly in front of the player and easily within
his reach. Therefore, one can accomplish rapid and dramatic
changes in sound with a minimum of body movement.

| have come to the conclusion that the future of
multiple keyboard playing will find us teking more and
more lessons from pipe organ design. Some of the manu-
facturers are taking steps in this direction already and in the
next three years we will see a vast increase in instrument
design and capability.

In the last column I suggested that those with some

Continued on page 128

|
|
|
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David Sancious worked as a session musician
and toured with Bruce Springsteen before forming bis own band.
His recent album is “‘True Stories”,

|
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‘TWORKED 22 YEARS
FORTHIS GU

Over the past twenty-two years, | have
built and rebuilt many guitars. When | start-
ed playing back in 1856, | couldn’t afford a
-"decent” guitar because they were too
expensive. Today, "decent” guitars
have become outrageously more ex-
pensive and, in many cases, totatly out
of reach of the working musician.
Unfortunately for the player,
prices of guitars have gone-up tre-
mendously while quality has not
improved and, in some instan-
ces, has gone backward consi-
derably.

A few years back, we at
Peavey decided that if we
were going to live up to our
goal of "answering the
needs of the working musi- -
cian”, we must bring to
the market a quality guitar
at a fair and reasonable
price. Our guitar would
have to be a versatile
and attractive “no non-
sense” guitar with
frets and playing ac-
tion second to none,
equipped with pickups
and associated elec-
tronics equal to or
better than the best
on the market. Fur-
ther, this instrument
must be produced
using the latest
metal and wood-
working techno-
logy. We felt we
could accom-
plish this goal
since most of us
are musicians, as
well as engineers
and craftsmen...
and especially
since we do not
have a bunch of
"corporate sugar
daddies”-or in-
vestment bankers
monitoring
every move we
make.

The T-60 Guitar
and its companion,
the T-40 Bass, were
born from years of
playing experience, .
combined with the production
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and guitar design "savvy ‘ of the folks here
at Peavey. Our instruments are not "flashy”’
or "spacey" and are not covered-with "“gin-
gerbread"” as are some recent models
from the competition. They are, in fact,
quality instruments that play, sound,

and look as good or better than aqy, re-
gardless of price. The tonal versatility

is unmatched by anything without

the "crutch” of a built-in battery

powered preamo and frankly, we

feel it's better than most that do

“have active circuitry. It's the

opinion of many dealers and

players that our instruments

have the finest fret job of any

instrumant made today.

For over twenty-two

years, | have been searching
and this is the first guitar that
has satisfied me and the
other players here. Its
urique variable single
coil/humbucking tone cir-
cuitry gives the "biting”
single coil sound, as well
as the "ba‘lsy” and gutteral
humboucking sound so full
of punch, harmonics, and
overtones. The standard

. 25'%-inch scale fength over
a 12-inch radius neck en-

" ables easy string bending
and massive 18% nickel-
ifver trets give a touch that
must be played to be
appreciated.

These days it's “fash-
ionable” to bitch about
high prices and the mar-
ginal quality of most

" “name brand” guitars, but
“snob appezl” and lack

of a viable alternative

have enabled the "great
corporate ripoff” to con-
tinue. Now, :f you are a
player who's interested

in a unique blend of
craftsmanship, .caring,
technology and are dar-
ing enough to actually

pay less to get more of
what you want, then |
earnestly ask that you

try our "labor of love”.
We're proud of our in-
struments and we think
you owe it to yourself

to check them out.,
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DAngelico E

Strings
are just for
piCkin’
one way: ‘
Pe!'fectly, You can pick

with the best of
em once you ve strung your gui-
tar, banjo or mandolin with
D’Angelico Strings. Available
coast to coast at leading music
stores in a complete range of
weights. And when you pick up
vour D'Angelico Strings, don't
forget D'Angelico Picks, in three
handy sizes. For the names of
the nearest quality music stores
featuring D'Angelico Strings.
write now.

The LTimate in Steings and Pichs. none biner
D'Merle Guitars, Inc O Box 1533, Hontingto
D'Merle successor to D Angelco. New York

pertect tor prchin

Station, New York 11746

Circle 448 on Reader Service Card
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| OnBass:
Jim Bodford

am
starting this month’s article
with what might seem a
strange statement: “Go and
book some piano lessons.”
I arrived at the decision to egin this way after long
deliberation as to how to approach the “‘advice on playing”
side of my column. Iknow the three years tuition I had as
a child helped me enormously when I first started playing
in bands.

The advantages this basic training gave me were uncon-
scious at the time and only later, as I became involved in
more serious and diverse musical fusions and styles, did |
realize how glad I was of the benefits gained from this
knowledge.

Rock music in its broadest sense has progressed so quickly
over 25 years or so, and taken in and fused so many other
musical forms, that [ believe any musician who wishes to
progress and fully understand what he is doing must at least
be aware of the rudiments of music. Bass playing in parti-
cular has, I feel, advanced quicker than any other instru-
ment, with the excellent American music college system
being largely responsible for this in recent years.

The piano is, in my view, the best instrument to be
taught musical rudiments on. From it you obtain a know-
ledge of harmony, melody. chord structure and progres-
sions, all vital to good, expressive and interesting bass
playing. It also teaches you independence and rhythmic
feel and understanding, making it the best basic instrument
of the lot for any instrumentalist or singer to have a
working knowledge of.

I've had the good fortune to have worked with some top-
class keyboard players in my time and from each one I've
gained a deeper insight and understanding of how to
integrate more interesting bass lines against the ensemble
work of the rest of the band. If you are lucky enough to
work with, or know, a good pianist/keyboard player, listen
hard, and watch and you'll notice very interesting and
different bass line ideas thrown in with the chords and
rhythms of the left hand.

A lot of this is to do with the way melodic passages
naturally “fall” under the fingers of the left hand on a
piano, as opposed to the left hand on a bass. But the main
reason good keyboardists are able to call on so many
interesting and unusual bass lines is their thorough training,
and understanding of chord arpeggios and their many
permutations and uses.

A knowledge of guitar is also important and useful here,
because of its obvious, direct relationship to the bass. If
you already know a few chords on guitar, arpeggiate.them;
that is, play the notes in the chord individua ly, in succes-
sion, while at the same time identifying them. In theory,
this gives the choice of any of these notes, to play against
the chord. Any one of them could be termed musically
correct but the level of experiment and adventure in the
music should determine how far out to go. Rock 'n’ roll,
of course, has to be “rooted.” The very essence of the
music, and simple, strong lines around the base of the chords
are all that is necessary for maximum effect. But, if you’re
playing songs with more complex chords and structures,
chord arpeggio knowledge is really impartant.

Jim Rodford is a versatile and experienced bass man. His profes-
sional career started with the Mike Cotton Sound, and progressed
through Argent to Phoenix. He has recently jomed the Kinks as
their regular bassist
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YIJere are so many preconceived ideas about the way
everybody lives, thinks, talks. When I found music, I said to
myself, I'm not baving anybody tell me how to do this. Even
if 1 do it terribly, even if it takes me to disaster it's something
[ want to do myself. So I didn’t bave lessons, I thought that
was really the only way to learn. Ididn't know I was missing
anything because I was learning — by myself. That was more
exciting for me than the whole approach of being taught,
which was just like school, which was everything I didn't
want. In that way music gave me freedom.”’




/' The Howe
&/ and why of YES
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SEAN HOGBEN meets a man with 115 guitars

Ihe speaker is Steve Howe, now

acclaimed as one of the world’s best rock
guitarists. In some ways, Howe epitomizes
guitarists from the teach-yourself school.
His uncompromising approach to playing
and his composing skill have helped make
Yes the consistently surprising band that
it is. Their originality and commitment
to non-commercial album projects have
brought them much praise, and at the
same time criticism. Whatever the critics
might think, Steve Howe has consistently
been supported by his fans — they have
voted him “Best Guitarist™ in innumerable
polls.

Steve considered the achievements of
Yes and his own album work before
saying about awards: “‘There have been a
lot and it’s really nice, it’s really amazing.
[ sat for many years at number five or
number six and for many years before
that, not in the chart at all, thinking,
well, I'd like to be top of that chart. I
thought it would be a bit like winning a
prize. It's not something you need but
something you want. [ saw it as an
opportunity to pull the stops out. That’s
when | opened up as a guitarist, | thought
it was the important step, the key in the
keyhole.”

Steve's start as a player in rock bands
wus very modest. He claims that most of
his success he owes to years of paying
dues. But he does not deny that he is
lucky — lucky enough to be able to play
Vivaldi by ear.

“l don’t think I'm lucky with every-
thing. If [ was a successful guitarist at age
17, I would have said I was very lucky. 1
had the flair for it but didn't have the
knowledge or the position. But I have
waited and worked and done all that
touring around England I don't know
how many times, but it was great, all
that. When I was young I thought myself
very average in, thinking and not very
good at lots of things. But because I felt
confident with the guitar, none of it

mattered. It’s a bit like an ailment: if
you get something wrong, other parts of
you get strong. If you get something
strong going through your system and
you work on it, the weak things seem
insignificant.”

No-one would doubt the strength of
Steve Howe’s playing. It is one of the
most powerful aspects of the Yes stage
performance and the provider of many
scintillating recorded moments. Howe
has helped Yes come back from a period
where their musical aims were nebulous
and their ‘“concept” album, “Tales of
Topographic Oceans.” had soured many
possible fans. Steve said it was just a
phase.

“No group or individual performer can
exist for very longin a dream world about
how he is doing. One is constantly
reminded by the pressures inherent in our
situation — you have to face the real side
maybe once a week, once a month. Asa
group we avoided that for some time
when we did manage to go for a long time
without realizing or forseeing the pres-
sures, or the actual end product of what
we were doing. Youknow. . . five albums,
10 albums, what are we doing? We have
been through that stage in the last couple
of years and we are not over it yet. Yes
is making a transition. It’s a bit like a
three-year pregnancy. It is gradually
sorting out and refining what we are
doing and how to get the best out of it.
When you are in a group for 10 years,
you grow up, you suddenly want to stay
home, do something different for a few
weeks.

*In some ways last year was a turning
point, we have more free thinking because
the new stage was something that was
built around us. We got on it and worked
on it and it clicked. It meant that we
didn't have to do any shifting about
you know, the usual stage problems, how
am | going to stand under all of that? It
did give us a nice, easy feeling. We wentpp
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and why ot YES

into that tour with quite a different
frame of mind.

“Things had come full circle, to the
point where we had the desire to have
nothing  no stage at all. What we have
now [the revolving stage that Yes used
for the last US tour] is better for playing,
better for contact and music, better for
timing, it makes a lot of things better.
Monitoring was getting atrocious with us.
People were desperately relying on the
sound mixer’s capabilities to make sure
they heard the other musicians, which did
put a strain on things. We didn't notice it
because we couldn’t sec it any other way.”

In Steve's view, the new stage setting
revitalized the band and saved them from
slipping into a quagmire of attention-
getting devices. *“‘We had more control,
that came out of the stage, we were a bit
more commanding, more focused, rather
than having to use things to focus us.
The only reason Yes progressed stage-wise
is that Mickey Tait has progressed stage-
wise. Before that it was very much Martin
and Roger Dean doing the stages. That
obviously came from the album sleeves.
the whole direction of the art that went
with Yes. Mickey Tait has taken over
more recently because he knows what we
do and is more able to design things for
us.

“Normally when you are playing at
the end of a 20,000-seater, my God, you
need a hell of a lot of lighting. The group
didn’t start using lights to be extravagant,
it was because we needed them. The
revolving stage was a good idea, not ideal
but better overall. You always have to
please the people who are down on the
floor. When we opted for the middle we
solved a lot of problems and saved
expenses’

It is quite obvious that Steve regards
his guitar collection very dearly. Not
only is it a source of songwriting inspira-
tion, it is an almost vital entity that will
soon be the subject of a book. He claims
having a 115-piece collection is a minor
obsession that may pass one day but at
the moment he admits: “‘I couldn’t part
with any of them”.

Steve once took his obsession to the
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point of spending $900 having a $14
guitar rebult because it was the same
model as his first electric guitar. The job
was done by Sam Li, a London luthier
famous for his exacting work.

“Sam set up my guitars for many
years,” said Steve, “up until about two
years ago. It took him nearly nine
months to do that last job, it eventually
cost me S50 times what the guitar was
worth. It was a lovely guyatone guitar or
an Antoria, I can’t remember which, they
are virtually the same. They sound very
much lixe Strats but not identical. That
was my first electric guitar. Somewhere
along the way | traded my Antoria for a
Melody Maker. It was what [ thought to
be a very good trade at the time.

“Before that, Sam was setting my
guitars ap. changing heads and bridges,
occasionally putting a new neck on. He

was verv good. He did a hell of a lot of
things, al one siage we went through my
entire collection.”

Though he has fine examples of a vast
range of guitars, Howe only keeps the ones
he enjoys playing. He did not buy his
first flat top acoustic until 1968 and still
shies away from dreadnought-style bodies

“l never could play them and still
can't.”

One of the most notable of his guitars
is a brand new custom-made "*Steve Howe”
model Gibson that had just arrived from
the makers in Kalamazoo. Steve convinced
the Gibson company that this guitar was
the epitome of what he wanted in semi-
acoustics. He described it this way: *“This
guitar was built in imitation of a Switch-
master. | found the three pickups on the
Switchmaster was a very good idea. I
used it a lot in the studio and on stage
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selection ot
I had aiways thought of a 175
with three pickups. partly because the

and found it had a nice

sounds.

Les Paul Custom has three. Nowadays
there is not a custom full-bodied guitar.
There is the Gibson Super 400 and the LS
but they are really big guitars. | wanted
the smaller 175 body which I find most
comfortable. The neck is identicai to the
‘63 model 175D, As for the top. well. |
always find machine heads to be too close
together so I said. put the Super 400 head
on it. Then we looked at the pickups.
The Gibson people said. the best pickups
we do now are the Super Humbuckers.
So | tried them out on the new Les Paul
Anniversary. | always thought that if you
have a quantity of guitars, you dor’t need
one to imitate another 1 modeled this
one around the songs we were doing on
stage Dbecause a guitar has to be best

suited for what you are
going to play on
it. I needed it to be
like a 175, a Switchmaster,
a Les PaulwithfretsuptoD,a
stereo guitar with an out of
phase position. They were my
requirements and that was the
guitar that came out of it.”
When he puts aside his guitars
and comes back to the reality
of’beingamember of a band
who have just celebrated their
tenth year on the road, Steve regards the
future with calm. He said he will never be
absolutely <ure ot any change in his present
working lifestyle because he wants to
explore every facet of live performance.
He would not entertain thoughts of
becoming a “musical director” figure
because he simply has too much fun play-
ing gigs.

Steve Howe will go on producing his
own songs and making his albums entirely
solo projects because he can't find “any-
one who is as knowledgeable about my
music and what I'm doing with it to pro-
duce it. 1 am waiting for stage stage to
come along. I'd like to alleviate as many
responsibilities as | can. I'm not copping
out or being lazy but I'm aiming for the
goal of doing what I do best all of the time.
You do that first and then you experi-
meni. | don’t really want to experiment

though a small part of me does. Another
side of me is totally-stick-in-the-mud,
it tells me tojust go and play a 175 through
a Fender Tremelux in a pub.™

’I;ough Yes have come buack to touring
with a vergeance and with “Tormato™
have produced (by their standards) an
unusually accessible album, Steve has
continued to pursue his solo projects.
Rather than making solo albums because
his tastes are different, Howe does so
because of “"creative overflow.™

He says: “*Yes accelerated my possi-
bilities and the others’ possibilities but
my carcer began a long time before I
joinec Yes. All that time | have worked
towards the solo recording side of what
I'm doing, 1s much as working with Yes.
It’s a question of ambition, it you have it
then you damn well are going to try it.
‘Close To The Edge” was a good time for
me because | was doing so many different
things, 't wuas such a buzz. [ had just
recorded ‘Close To The Edge' and | was
doing all these other concerts. a concerto,
gigs with other musicians like Stone the
Crows and Terry Reid. It was good, that’s
how I'd like to be working. It is another
side of me that is obviously raring to go.
But I can’t go all the time!”

He wants to continue as a solo record-
ing artist but he does envisage a time
when he will be writing and producing
material for other artists. “I’m starting to
see that more now. At the end of 1978,
when 1 was doing a song with Claire

Hamill [renowned English vocalist] I
appreciated the excitement of passing
songs on and having other people sing
them. You can become isolated with
your songs, just working through them
but as soon as someone ¢lse comes along
and sings one, then 10 other songs come
alive.”

Not having'every learned to play guitar
by conventional teaching methods, Steve’s
playing technique is purely instinctive.
When it comes to playing a piece of
improvised music. he does not think of
a melody or borrow from a vast memory
of licks — he just plays it.

“l go into that control room and listen
to guitar breaks and solos and it actually
takes more listening time when playing to
find something that is really right. I go
for it because of its strength, whether it
takes up every space or leaves a lot of

them. My judgement is based on the
weight of what 1I'm playing coming
through.  I'm not saying you have to

compose a solo. There is an awful lot of
improvising one has to do. 1 never write a
solo at home and come into the studio to
play it. What | have done is to have a
structure to work from, something to put
a solo on top of.”

Does that mean a chord progression or
a solid arrangement, even something
scored? “The only thing that | bother to
write down is a chord sequence, but that
is mainly on tape. These are things that |
can keep at hand. Occasionally, if I'm
finishing off a song or trying to get some-
thing together. I scurry through a tape to
find a ‘forgotten riff." | try to use my
tapes constructively ",

With his fantastic 115-piece guitar
collection, Steve must sometimes be
inspired to write a song simply by picking
up a little-used instrument. He agrees
that an instrument is often his composing
inspiration.

“There are different guitars with
different sounds so | get a clue from that.
There are lots of factors. Chord structure,
whether or not you want the 13th fret . . .
When you play a blues on three different
guitars, well. you play so differently.
That’s what | thought when | used to
look at the early Gibson catalogues — oh,
to have a Sterco. Would | play like the
Hollies or something? I had an image of
sound. That's why [ got the Gibson
Barney Kessel. It is such a striking guitar
and a lovely one to play on if you are
used to a big guitar. | have impressions,
some real and others false, hunches about
what will be right. | believe everyone
lives with this chance factor.

“Sometimes | am quite a blind impro-
visor. Quite often | work inside an idea,
going from a piece of improvisation into a
lick that I play every night, out of the
lick, back into the improvisation. When
it’s live, | need a steady tempo, otherwise
[ don’t know what that hell I've played -
I’ve just become swayed by the musical
event of the night. But it is a nice point
forme...”
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The All-New
Sabre™ Bass

Body

Contoured body for added playing comfort.
Deep cutaway allows access to 21st fret.
Body employs brass inserts for bridge and
pickup mounting.

Awvailable in natural, sunburst, walnut, black
and white finishes.

Electronics

Pickups

Internal micro-powered pre-amp for long
battery life (one to three years).

Pre-amp provides low-impedance output.
Tone is unaffected by long cords or low
volume control settings.

Separate bass and treble controls provide
both boost and cut.

Pickup selector switch allows choice of
pickups or combination of both.

Bright switch conveniently adds
additional highs at player’s fingertips.
Phase reversal switch allows both
in-phase or out-of-phase pickup ccnnections.

Two humbucking pickups with eight
%-inch magnets each.

Low impedance of pickup winding
preserves highs and adds upper
register response.

Pickups have height adjustment
screws at each end to aid in obtaining
balanced response.

Whorld Radio History

Neck

B
°

One-piece rock maple construction.
34-inch scale withs 21 frets to enable playing
to E.

Rock-hard Melamine nut for leng wear and
precise notcaing.

Patented truss roc design has recessed
adjustment at head.

Improved neck tilt adjustment avoids use of
neck shims.

Unique head design contributes to better
cverall balance of instrument.

Patented Music Man tuning keys
(manufactured by H. Schaller). Tapered
sing post forces strings o lie flat against
head for better tension over nut.

ridge

Heavy cast bridge housing provides
full-bodied tone and excellent sustain.

Four bridge saddles are recessed in well of
bridge housing to form a rigid assembly that
resists vibration.

Bridge saddles are stainless steal to resist rust
and corrcsion. Each saddle has height and
string length adjustment. Height adjusting
screws are recessed within the saddles to
prevent interference with picking technique.
Bridge housing contains four individual
mutes with manually-adjustable thumb
screws. String damping may be
custom-tailored to your own playing style.
Basic Design

The Sabre™ bass retains all the unique
features that made the Music Man Sting
Ray™ bass the outstanding success that
it has become. The modern concepts of
these fine instruments employ the latest
in technological advances to bring a new
standard of performance to today’s bass
player. We urge you to play one at your
Music Man dealer’s today.

MUSIC MAN, INC.

The exberience people.
P.O. Box 4589
Anaheim, CA 92803
Telex 692-397

UK and Eire Distributors

Music Man Division

STRINGS & THINGS Ltd. 20 Chartwell Rd.
Churchill Industrial Estate

Lancing, W. Sussex BN15 8TU




Incredible,isn’tit? But when
flanging was first used, it was
done like this. Rumor has it that
the first time flanging was
achieved, it happened by accident.

The MXR flanger is the first re-
asonably priced flanger designed
for live performance. With the
MXR flanger itis possible to re-
peatedly achieve a wide variety of

Anengineer mistakenly leaned on

the flange of a movingreel altering

its speed relative to another simul-

taneously moving machine. The

sweeping sound that resulted was

one of an enhanced tonality, simi-

lar to a phase shift.but also having

characteristics of its own. This phenomenon be-
came the hottest new sound in the recording indus-
try overnight, but there were problems. In order to
duplicate the flanging sound one had to obtain three
recording machines, one experienced engineer,and
a lot of time.

It was soon realized that this mysterious sound was
actually the result of a time delay causing the
canceliation of certain harmonically related fre-
quencies whose sweep could be controlled.

Later, it was also discovered that the same sound
could be attained electronically by splitting the
signal, passing one half through time delay circuitry,
and re-combining the signals. The only setback was
that this effect could be produced only with expen-
sive electronic equipment, limiting its use to large
recording studios.

flanging-related sounds through
the manipulation of the controls
provided. From classic flanging to
a pulsating vibrato, you have con-
trol over the parameters of sweep
width and speed. As well, you have
manual control over the time delay
itself, and regeneration of the flanged signal for
more intensity.
Butitdoesn’t stop there. The MXR flanger’s long
time delay capabilities make it one of the most
versatile effects onthe market. By varying the delay
range, colorations from subtle to bizarre are easily
available, as well as really thick twelve-string sim-
ulation. We think it’s incredible, and we believe you
will too.

MXR Innovations, Inc., 247 N. Goodman Street,
Rochester, New York 14607, (716) 442-5320

Professional
Products Group

Circle 422 on Reader Service Card
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odern pop music is a world
|\ /I where hot flashes, overnight
wonders and worn-out clichés
reign supreme, and a steady musician
like Pete Sears is an anachronism. But
17 years of paying his professional
dues on the stage, in the studio as a
session man and as a member of the
Jefferson Starship, have honed his
playing style and attitudes to a
precision sharpness.

Peter has played with such lu-
minaries as Rod Stewart, Graham
Bond, Long John Baldry, John Cippo-
lina, Nick Gravenites and others, while
posting an extensive list of sessions.
But it’s only in the last four years that
he has come into his own as a multi-
instrumentalist, composer and one half
of the Jefferson Starship’s bass{key-
board duo, that consists of himself and
David Freiberg.

Born in Bromley, Kent, England,
Peter began his musical career at the
age of 13, when after being turned on
to the music of Big Bill Broonzy,
Jimmy Reed, Jack Elliot and other
practitioners of the folk blues idiom,
he started playing the guitar.

He played in several groups in his
high school, until he quit school at the
age of 15 to find work in a commercial
art studio. Like Keith Richard, Eric
Clapton and fellow Starship crew
member, Craig Chaquico, his scholastic
interests leaned heavily in the direction
of the world of art and artists. He quit
the job soon after, not liking the daily
routine, and joined a semi-pro band
that toured England extensively, play-
ing all the top pop hits of the day.

Today, Peter is a family man with
a wife and child, and a home in Mill
Valley, California. He isalso a precision
aerabatic flier who on St. Valentine’s
Day, 1977, towed a banner from a
bi-plane over the entire San Francisco
Bay area that read, “The Jefferson
Airplane Loves You.” What follows is
taken from a series of interviews done
by Scott Kutina with Peter over the
last two years.

Did your parents have any musical
background?

No. My Dad used to plunk around
on the piano. Sort of pop music. I
guess I had some influence there. But
I had classical training, when I was
about eight, on the piano. I did three
years of that, and then picked up the
guitar and played some rhythm guitar
in a local school band. We used to
play blues, and some rock. We used to
play some R&B as well.

How did you first come across
American R & B and blues records?

There was a local music store in
Bromley and the guy was a real fanatic
for blues and folk. He had nothing
but those kind of records in his store.
And so that really was an advantage,
because I really got to know him and
got to hear all of that stuff through
him. I started playing all of that stuff
on the guitar..

Were you playing bass when you were
working in the art studio?

I had played bass, but I was
mainly playing guitar. But I had this
little group, and I'd tell the bass player
what to play. So I knew some bass
work, but only on that level. When I
went pro, a band needed a bass player
so | started playing the bass. The
group was called The Sons of Fred.
We toured all over England for like
two years, playing six or seven nights a
week for real, real low money; driving
our own truck and setting up our own
equipment.

We’d get back to London every
three months, and get our itinerary
and go back out for another three
months. And, of course, if you play
two 45 minute sets per night, or two
one hour sets per night, you’re gonna
pick up some kind of technique,
whether you like it or not.

I had become a pretty firm bass
player, by then. I think it takes years
to become areally good bassist, because
you have to have had a rich experience
of different types of drummers. You
have to have played to be a good
bassist. You can’t learn the bass just
sitting at home. You need that
drummer, because it becomes like an
instinct to play with a guy’s foot. You
know, the kick drum.

Anyway, about two years after
that first group, I went and did some
session work. This was when I was
about 17%.

What kind of session work were you
doing then?

Anything that came along, TV,
radio. Anything to get by. I also had
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The Starships Bass

a group with Jackie McCauley, who
was originally with Them, as well as
this woman named Judy, who used to
be with Fairport Convention. Nothing
ever became of that.

Finally 1 had saved up enough
money over the years to get to America.
I got here with five bucks in my
pocket. Ilanded in Santa Monica, and
I lived above the merry-go-round there,
on Santa Monica Pier. You know, the
merry-go-round they use in all the
films, like The Sting? 1 listened to this
weird music all day long. I was hanging
out with Leigh Stevens, who was with
Blue Cheer.

Then I moved up to San Francisco,
and met a guy named Tom Donahue,
and we got Mickey Waller over here
from England, and formed Silver
Meter. Then I went back to England
and did Gasoline Alley for Rod
Stewart.

Was it Martin Quittendon that got you
that gig?

No, it was Mickey Waller who
introduced me to Rod, and we got on
together really good.

How were those sessions?

Great! We had a great time.
Was Rod easy to work with?

Yeah, he was. In the studio we
always had a great time. We’d go in,
and we’d just see what would happen.
Then I joined Stonground, did a
European tour and came back to
America. | was playing bass with them
and Silver Meter both. However, after
I came back to America, Stoneground
started to bother me, mostly because
they started to take themselves too
seriously.

Ioo Much hype?

Yeah, they were sort of a great
band for the stage. They were 2 live
group. None of them could really sing,
except for maybe Annie Sampson.
And Sal was pretty good, Sal Valen-
tino. But they were more of a live
“energy” band. A hippy band. We
were a bunch of hippies up there.
Singing and dancing, and having a
good time of it. And the audiences
really got into it. We had some great
gigs in Europe, with the audience just
going crazy, and all that. When we got
back to America from Europe | went
back to England, after leaving Stone-
ground, to do Every Picture Tells A
Story with Rod Stewart. [ mainly
played piano on that one. Then I
joined Long John Baldry on bass, and
we had a great American tour. >
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I always loved to listen to all of the
Motown bass players. | liked those
guys a lot.

You get definite feelings from the
audience. It feeds you. You can’t
beat the feeling of knowing they are
One thing I’ve never done, though, with you, especially if you're on your
is sit down and pick a bass riff off a own, doing a solo. It’s like a drug, a
record. I’ve never done that. rush. It’s a combination of ego and
But you get ideas from other bass pure aggression, like a primitive energy,
players? but it’s also finesse. If you feel the
You get influences from all types crowd’s mood is, say, gentle, then you
of music. You’re not really listening start playing gentle.
to one particular bass player so much How about your equipment?
as just listening to a type of music, and I used to really love the Acoustic
listening to the bass riffs in that music. 360 amps and Ampeg SVTs combined,
You may not be sure who’s playing but I couldn’t find them when I first
but it’s going into your head, into joined the Starship, because they
your subconscious. stopped making Acoustic 360s. So
Do you like session work as opposed then I bought some Peaveys. 1 was
to band work? using two Peavey bottoms, with one
I'm very glad that I did all of that Ampeg driving amp, and | was using
session work. It’s fantastic when you another SVT top with two SVT
get all of those influences. You are bottoms.
called upon to play like a piece of On our last tour, we replaced the
music, right out of the blue, when Peaveys with Alembic cabinets. We
you've never heard it before, and you got a really great sound out of those
inject your own thing into it. It’s a lot things, but they all went up in smoke
of fun to do that. in that German debacle, along with
album with Oscar Peterson, a blues Some of it’s a real drag. Some of almost everything else that we owned
album. 1 used to sit there fascinated. it’s boring as hell, the repetition, and in the way of stage equipment. As
I listened to a lot of jazz bassists. all. Sometimes you ask that your soon as the insurance company pays
Then there was Ray Brown again, this name not be on the album at all, and off, we’re thinking of buying RAM

Then I came up to San Francisco
and joined up with John Cippolina.
He had a group called Copperhead. 1
left them just before they cut their
album, and went back to England, to
do Never A Dull Moment.

While I was doing Kathi’s album,
I met Grace Slick in the studio. She
was doing Man Hole, and 1 ended up
doing that blues piano number on it,
as well as playing bass.

They said they were going to get
a group together at some point, and [
said 1 was interested. I also had met
Papa John Creach, and 1 did a session
for him, on bass, for his first solo
album. Then 1 did Smiler for Rod
Stewart, which took a year due to a
lot of record company hassles.

After the Smiler album, I imme-
diately came back to San Francisco,
and joined up with the Starship, and
I’ve been here ever since.

Who are your earliest bass influences?

Well, there’s Ray Brown, on jazz
bass. [ used to listen to him on an

speakers with Yamaha power units,

time with Barney Kessel. The bass is
really loud on the mix. It’s just a trio,
and .it’s really fascinating. Of course

sometimes you want your name on the
album, and it doesn’t appear.
Live work is like a drug to me.

though we’re really not sure quite

yet.

*Standard models are not active electronically

The RD Artist Guitar by
Gibson — it features active
electronics that preamplify,
expand and compress your

sound — not to mention the bright

@ switch for an extra added dimension.
The end result is a strong fundamental
fone with harmonic overtones you have
yet to hear.

Try an RD Artist Guitar — you'll never be power
hungry anymore.

RD Artist, RD Custom and RD Standard* Guitars.

70 filbson
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Its Active Electronics let you play righ: power lines that are off limits to

traditional passive instruments. Expansion and compression let you engineer that
energy, from a lightning fast response with fouch sensitive dynamics, to.a smooth ceiling
with incredible sustain. Try the RD Artist Bass. The power hitter.

RD Art:st Bass and RC Standard Bass*
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M that set-up for you, or for

both David and you?

Both. We’d swap back and forth.
We’'d plug into the same amp. He’d
be playing piano and I’d be playing
oass, and then we’d switch back and
forth.

Do you use any pedals?

No. I don’t use any effecis,
though I’m thinking of the possibility
of using one, but it’s just a basic
Fender Jazz bass. [I’ve found that |
play much better when | play with my
fingers. [ get the loudness or the
softness that 1 want. [ use three
fingers, too, which is kind of unusual,
I think.

You don’t use your thumb at all?

Very rarely.

Was the Fender Jazz bass your first
bass?

No, it wasn’t my first, actually. |
started off with a Fender, then I went
to a Gibson EB-3, then | went to a
Fender Jazz bass, the one that was
destroyed in Germany, about when |
first came to America. | had it about
seven years. Now | have another Jazz
bass, a sort of a new, “old> bass. It’s
got a ’63 neck, with a 68 sunburst
body. I've also got a Fender Precisicn
bass from 1965 that | use, as well as a
Kramer fretless bass. | used to have a
custom bass from Doug Irwin (D.
Irwin Co., Santa Rosa, Ca.), but that
was destroyed in Germany also. It was
beautiful. It really hurt when that
happened. But the Irwin people are

really nice dudes. and they’re very,
very good craftsmen. They made the
guitar that Jerry Garcia mainly uses
these days.

What kind of strings do you use?

On the Jazz bass, | use Roto-
sounds.

You like Rorosounds?

For this kind of music, you can’t
beat round wound for that dry,
thumpy sound. I like them because
they’ve got that slappy sound, for that
funky stuff. On the Precision, though,
| use D’Addario half-rounds.

Vhat other guitars do you have?

I used to have a Fender Strato-
caster which was sort of permanently
loaned to me by David (Freiberg), but
that was destroyed in Germany as
well. Now I have a Gibson ES 340. |
also have a Guild six-string acoustic
and an upright bass. | have a Fender
Twin Reverb and Polytone Bass amp
for home and studio use, as well as a

Minimoog, which | play the bass
through sometimes. It’s a lovely
instrument.

You're playing guitar as well?

Yeah. I play a couple of harmony
lines and rhythm parts on a couple of
Marty’s [Balin] tunes.

What would you consider your main
instrument! Your bass or your key-
boards?

I’m really split right down the
middle. I think I’ve probably been
more a bass player through my career
than I've been a piano player. Bu: |

can’t alienate the piano, beczuse the
bass is a limiting instrument. You can
only go so far. | can do a 10-minute
bass solo, and I have to pull practically
everything out of the bag to make it
exciting.

’m not saying that I've gone as
far as I can go with the bass. I'm still
looking for new riffs and stuff, but the
piano is a much richer instrument.
I've done an awful lot of piano work,
on sessions and on the Starship album.
But with the Starship, I think I'm
more of a bassist than a pianist, at the
moment. On the album I do more
piano and overdubs, but on the stage |
play more bass than piano. [ really
enjoy the bass solos that [ do on stage.
They’re really personally satisfying,
and the crowds seem to enjoy them. 1
mean, that’s what it’s all about.
Obviously you’re a committed musi-
cian. What do you see as your future?

Well, what I’ll probably do, is that
f and when the Starship ever breaks
up, is probably start looking around,
and looking up some of my old
buddies, like Greg Errico or Anysley
Dunbar [Aynsley recently replaced
Starship drummer Johnny Barbata,
after Johnny was critically hurt in an
automobile accident]. 1 would want
to get around and get a band together.
Like get a real hot trio happening. Or
... I've been writing a lot of stuff like
Sandalphon and Hyperdrive. Big
production stuff with a more orchestral
sound.
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DoAllan Holdsworth
and Al DiMeola,

Yes!

Along with the world’s other great
| quitarists take a look at the list
opposite.

Get one thing straight — these players
volunteer to endorse DiMarzio products
so that’'s a sock in the eye to the cynics
who think artists get paid to say good
things about products.

Kemember that DiMarzio is really
only three years old and when you look
at the list of players relying on DiMarzio
for the fundamental production of their
sound (how much more fundamental can
you get than a pick-up?) you must come
to the conclusion that there's something
special about the products.

There is. Real power, stunning tone,
Lvo.rsatil'ny. this combination pushed the

really use.

DiMarziopick-ups?

DiMarzio company into an expansion
position of sheer acceleration. The thrill
rubbed off on the mew products and the
latest things to help you ‘“‘cook’” your
sound are the result of the adrenelin that
has poured in bucketfulls through the
designers.

All the designers and engineers at
DiMarzio are musicians. They know
exactly the sound the player needs on
stage and they're special, because they
alone know how to give it to him.

When a musician eomes to the company
to endorse its products, a specially
trained team of experts goes out to work
directly with the artist, both backstage
at live performances, and in the recording
studios. The artist is thus able to discuss
directly with the company exactly what
he's looking for in terms of the sound he
wants fram his instruments, The Diiviarzio

team are on hand to give expert technical
advice, what kind of DiMarzio pick-ups
would be most suitable for the artist’s
various guitars, and how they should be
fitted.

DiMarzio in this way operates a two-
way interchange between itself and its
endorsers. The musicians’ playing
experience and knowledge of the different
but equally demanding conditions of live
performance and studio recording give
the company invaluable insights into
what musicians need and look for in their
equipment. In return, the musicians have
at their disposal the company’s technical
expertise. Musicians are not paid to use
the company’s products. DiMarzio’s
impressive list of endorsers, then, is not
merely an expensive advertising ploy;
rather, it is an index of the high regard
which musicians all over the world have

Circle 465,01, Reader Service Card



for the company’s products, and reflects

the company’s wgenuine concern to
provide musicians with the finest possible
quipment.

The lessons learned from working
losely with performing musicians is
passed on directly from DiMarzio to the
general public. The pick-ups used by the
company’s well-known endorsers are
exactly the same as the pick-ups which
can be 'bought over the counter at any

DiMarzio dealer throughout the world. So
there’s no reason why any guitar player
can’t fi1 DiMarzios to his instrument and
obtain ‘the same sound as a big-name
player using the same equipment;

Try a DiMarzio and hear the reason why
the top professionals choose them; you
can't know how good you can really
sound until you've used the best.

Endorsers

* John Abercrombie

* Kenny Atonson {Derringer)
* Martin Barre (Jethro Tull)
* Blackfoot

* Benjamin Bridges (Stevie Wonder)
* Brownsville Station

* Roy Buchanan

* Jeff Carlisi {.38 Special)

* Pete Carr

* Philip Catherine

* Bobby Cochran

* Lol Creme

* Rick Derringer

* Al DiMeola

* Dirty Angels

* Foreigner

* Steve Hackett

* Allan Holdsworth

* Prakash John

* Danny Johnson {Axis)

* Roger Johnson (Sanford & Townsend)
* Carol Kaye

* Jefferson Kewly

* Steve Kahn

* Kiss

* Al Kooper

* Albert Lee {Emmylou Harris)
* Eddie Martinez (Nona Hendryx)
* John Miles

* Kimio Mizutani

* Ronnie Montrose

* Nazareth

* David Nefson (Nektar)

* Ted Nugent

* Elliot Randalt

* Mick Romson

* Mike Rutherford (Genesis)
* David Sanscious

* Tom Scholz {Boston)

* Earl Slick

* Derek St. Holmes

* Daryl Stuermer (Genesis)

* Trey Thampson

* Dom Troiano

* Dick Wagner

* John Waite (The Babys)

* Danny Weiss

* John Wilkenson

* Wishbone Ash

* Jerry Wrightmer (Sanford & Townsend)
* Steve Hunter
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i tDiMarzio
5
Musical Instrument Pickups, Inc

1388 Richmond Terrace
Staten Island, NY 10310 USA




.
itk
|,,,j{

il

)

{ATCY L TrTo
ixk%’“!"“-: L R —

.L’",x

You'll only enjoy yourself after the gig if you’ve enjoyed yourself

on the gig. There’s a lot of laughs to be had on the road, but it’s not
funny if you've got to look forward to the next gig knowing you don’t
sound as good as you could. Roland musical products sound better

than others. Ask Genesis, or Steve Hackett or any of the top professional

Rola nd bands using Roland. They really enjoy themselves on the road; they

know they can rely on Roland not to let them down.

RolandCorp US, 2401 Saybrook Avenue, Los Angeles, California 90040. (213) 685-5141.
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THE MS-20
Above and Beyond.

TWO VOLTAGE CONTROLLED ENVELOPE GENERATOR 1 ADVANCED APPLICATION PATCH
FILTERS ) Separate AR envelope generator PANEL
Low-pass and high-pass for ex- with Variable Delay Control. The extensive complement of control vol

tended control of the entire ' tage inputs/cutputs expands your creative
frequency spectrum. Each filter S5-PART ENVELOPE possibilities by creating new combinations

features continuously variable GENERATOR of the MS-20 modules (such as interfacing
resonance control: flat to self- Features variable ADSR with external synthesizers, sequencers,
MS-20's internal capabilities).
TWO VOLTAGE CONTROLLED PROGRAMMABLE
OSCILLATORS SECOND vCA

tro //‘g modula-

Each with 10-octave range. Selec-
table, switchable waveforms

include: Triangle, Sawtooth, Variable
Puise Width (50%-0%), White Noise,

rorcont

tion depth, sampi
hold, expression, etc

i PROGRAMMABLE
and pre-patched Ring Modulator. SAMPLE AND HOLD

ror “random” or “stepped”
patterns
EXTERNAL SIGNAL

PROGRAMMABLE PROCESSOR MODULE

CONTROL WHEEL AND Contains advanced envelope

MOMENTARY SWITCH and pitch follower, a//owmg

Can be programmed to vary PINK AND WHITE
itch, cut-off frequency, VCA

gain, modu/ation(? sam;})//e MODULATION NOISE GENERATOR -

and hold, etc. GENERATOR OUTPUTS variable bandpass filter, |
Features continuously For both audio and con pitch-to-voltage converter, |
variable waveforms: ; envelope-to-voltage conver |
Triangle ~Sawtooth; er, and variable threshold
Rectangular-Pulse T IS (B rnis

any external instrument to

oscillating. controls plus unique etc. separately or in conjunction with the
actually "play” the MS-20 ‘

PROGRAMMABLE, MIXABLE
FREQUENCY AND CUTOFF
FREQUENCY MODULATION CONTROLS

clude amplifiedifiltered sig
nals pztch control vo/tage

tr/gger output

When Korg set out to create the new
MS-20 synthesizer, the idea was to build a
professional, fully variable instrument for the
serious synthesist that would be a cut above
the rest.

Korg built in two VCO's, two VCF's, two
VCA’s, two EG's, an MG(LFO), a sample and
hold circuit, extra noise generators and much
more. (We're showing you the essential con-
trols of the MS-20 so you can compare it, fea-
ture- for-feature with anything on the market.)

If you're satisfied that the MS-20
compares favorably even to synthesizers cost-

ing far more {there's really nothing like the
MS-20 in its price range), then consider what
makes the MS-20 truly incomparable!

The MS-20 contains a built-in Exter-
nal Signal Processor module that lets any
external instrument actually “play” the syn-
thesizer! (To purchase this feature separately,
you'd have to pay more than the entire pur-
chase price of the MS-20.)

Considered solely as a keyboard syn-
thesizer, the MS-20 stands above all the
competition. But, with its ESP module, Korg
has taken the VIS-20 a quantum step beyond.

THE MIS-SERIES

Puts Synthesizers within reach.

Unicord Division of Gulf & Western Manutacturing Company, 75 Frost Street, Westbury, N.Y. 11590

Circ'e 431 on Reader Service Card o




eyboardist David Sancious is perhaps one of the brightest rising stars on the
T e Warm Kmusica] scene today. Liton John called his new album, “True Stories,”
9 one of the best of 1978. Bruce Springsteen found him the consummate
musician during their touring and recording time together, and audiences through-
natura out his current solo tour (with the group Tone) have been enthusiastically
responding to David’s blend of driving jazz-rock, introspective impressionism

and virtuoso use of synthesized and acoustic keyboards.
d Of Onstage, not many .keyboardists command the complete attention David
Soun S eee does, but then, one immediately becomes aware that Sancious is a unique
musician. Exposed to diverse musical forms at an early age (his mother played
classical piano and his father was an avid listener to jazz and
be-bop records). he began classical piano lessons at age
seven. His dreams of a classical career took a turn to more
contemporary styles when his brother introduced him to

Motown, rock and jazz.

After playing in local bands between 11 and 14,
Sancious met Bruce Springsteen. The two toured together
and Sancious later contributed to Springsteen’s recording
carcer. He played piano and organ on “Greetings from
Asbury Park, N.J..”" played a multitude of instruments and
arranged strings on “The Wild, the Innocent and the F
Street Shuffle,” and contributing the piano part on the
single “Born to Run,” After leaving Springsteen’s group in
1974, Sancious did session work with a number of jazz
artists. including Naruda Walden, Lenny White and Stanley
Clarke.

In his present group, the lead vocals of Alex Ligertwood
and background vocals of Gail Boggs and Brenda Madison
have developed an entirely new dimension to the strong
instrumental core of Sancious, Ernest Carter (drums) and
bassist Gerald Carboy. Explains David: “The vocal
harmonies are something we worked hard on for this tour
and it’s beginning to fall into place.”

Touring with Springsteen was not such a burden on the
keyboardist as fronting his own band, but Sancious has now
logged a sufficient number of touring miles to feel comfort-
able in the situation. One thing he did learn on the present
tour was the dearth of playable clubs, “It seems that most
clubs were originally designed for some other purpose and
were then converted into clubs or concert halls. Even the
well-known ones are horrible, from the performer’s point of
view. For the audience it may be fine, but don’t forget the
performer has to deal with small. unventilated dressing-
rooms, no direct access to the stage, poor monitor systems
and so on. One positive part of this year’s tour was the
top-notch sound crew the band worked with. Eddy Offord
and Rob Davis (who did the sound for the Rolling Stones’
last tour). *“Nobody this tour came up to me after the
show and said, ‘you were great but we couldn’t hear the
drums.’ ™
The success the group has had with their live sound is
due in part to David's philosophy of mixing
ynthcsnzed and electronic lnstruments
for a “natural, warm”
sound. “I

DAVID
SANCIOU TQ@
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spend a lot of time with my instru-
ments and with equalization. I try to
make the electric instruments not
sound electric or artificial at all.”
Indeed, onstage, David’s instruments
have a noticeably warm and animated
texture, particularly the electric
Yamaha grand piano which, in his
hands, lives up to its billing as the
equal of any “miked acoustic grand.”

David explains his technique: “I
find electronic instruments lack bot-
tom, and to compensate for this I add
quite a bit of bass. On the other hand,
they tend to have an excess of highs,
so I roll the highs. If I played the
instrument with a flat response, I’d
get that tinny, cold sound that synthe-
sized instruments are noted for.” He
then adjusts the midrange to the needs
of the particular instrument and
desired texture.

David also arranges his instrumenta-
tion with that “warm sound” in mind. “I use the Polymoogs
for brass sounds, string sounds and pipe organ sounds. The
Minimoog which I keep on top of the two Polymoogs is
used as a solo instrument. The Prophet-5 is a back -up
unit. I just got it before the tour and haven’t had time to
experiment with it.”” After the tour, however, he plans to
have it modified by adding a foot pedal system, including
a modulation pedal.

David’s introduction to electric instruments came early
on, in grammar school, when he picked up the electric
guitar. He quickly added a Hammond B-3 organ to his
repertoire which he found in the back of an organ shop. “I
was just heading for the door when I spotted it. It was used
and the owner had just renovated it, so I got it for a steal.”

From there, he gradually added instruments, one ai a
time, developing his meticulous keyboard style step by
step. “The first time [ actually tried to use two keyboards
was when I was playing with Springsteen. I added a grand
piano to my Fender Rhodes. For a time, I worked with
only those two. When I left Bruce, I got my first
Minimoog.” Then the set-up grew to the Hammond, a grand
piano, the Fender Rhodes and the Minimoog. *I used that
arrangement for the period I did session work. When I
started my first album, ‘“Forest of Feelings,” 1 added
another Minimoog and a Yamaha organ.”

He finds his present set-up of two Polymoogs, one Mini-
moog, the Yamaha electric grand and the Prophet - 5
sufficient. “What I play live is basically everything [ own
now. Except one more piece I want to add, the Crumar T-1.
I find it good for getting the Hammond organ sound
without having the awkwardness of carrying around ‘he
heavy organ. It is the first electronic reproduction of the
tone wheel sound which is pretty true and the Crumar’s
percussion section is as expansive and powerful as the B-3.”

For effects, David uses an MXR Flanger and MXR
Digital Delay on one Polymoog. The use of effects is, again,
intentionally directed toward creating a warm sound. “The
Polymoog,” he explains, ‘“has a good modulation section
which gives a nice phased sound. But I find that by
supplementing that phase, with the MXR flanger, I get a
very convincing pipe organ.” David plans to add more rack-
mounted effects and after the tour, will “shop around for
the quietest effects.”

No matter how accomplished others may feel David is,
he praises the value of “creative practice exercises’” which he

has used since childhood. “I was
fortunate to have a really fine piano
teacher. Through classical music 1
came to appreciate the value of good
technique as a means to an end. My
teacher showed me a way to practice
less minutes per day and get more
results.”

The valuable system utilizes the
principle of creative thought. David
explains: “In the usual practice
system, if a student has difficulty, he’ll
be presented with a series of exercises
designed to knock down the barrier
through repetition of rote exercises.
But a quicker way to approach the
problem is to be sensitive to the source
of the problem. Look inside of it.
For example, if you have problems
with a particular passage, instead of
repetition, find out why you're having
trouble. Perhaps, for example, your
fourth finger is too weak. The answer
is to devise an exercise which will build up that finger. My
teacher taught me to keep my eyes open and be imaginative
with my solutions.”

Right now Sancious finds composing the best source of
practice for him. “When [ write a piece, there is very little |
can play of it without intensely practicing it. There are too
many new inversions, new chord sequences and rhythms.”
On his first album, he developed a daily routine to learn the
pieces. It consisted of getting up early every morning,
playing scales to warm up and then spending time learning
the piece. The routine had three beneficial results: ““One,
I gained in overall musical knowledge. Two, | became a
better piano player; and three, | got my hands in Better
shape, stronger and more developed.”

Though his compositions are more in line with jazz-rock,
David draws his inspiration from his classical background
and is still particularly influenced “at heart” by Beethoven.
In the future, he intends to incorporate a theory of “an
expanding tonal scale” as developed by Tom Stone,
formerly of the California Conservatory. According to
Sancious, “The system works on rediscovered ancient
knowledge which utilizes the vibrations of sound more
effectively as a vibrational force, than does our present 12-
tone scale. It is a musical sound-vibrational system. Not
many people realize the responsibility a musician has, as
one who controls sounds and vibrations. Especially if one
realizes the whole universe is built upon sound.”

Though he has been winning a slow but steady mass
appeal, it is not something Sancious strives toward
deliberately. He says: “l can’t see putting 20 years of your
life into something and then compromising just because
society’s idea of what’s good doesn’t coincide with what
you feel you must do. The music I play is what I believe in
and I do my best for whoever is willing to listen. To me,
that’s the difference between an artist and an entertainer.
The entertainer plays to the mass audience and follows the
fashion. The artist makes art, regardless of what happens
around him. Entertainment is, at best, entertaining as well.”

To David, three bands in the Seventies stick out as
having produced a unique sound. “Yes, through the first
few albums, produced a fresh and unique sound
combination. The other two are Shakti and Weather
Report.” Of Springsteen, he laughs and says, “Bruce is
defiritely an artist, but Bruce is an artist who also happens
to be very entertaining.”




We hand-test every guitar string
LaBella makes.

You would expect nothing less from La Bella, which is also the

only company to bring you the unique advantage of perfectly

balanced strings. Perfectly balanced so that when a chord

is played, all the strings vibrate for the same length of time.

With no notes dropping out before the others. Plus, all the

strings are heard equally, without one string louder than

any other. And without undesired overtones. The result is

a uniform sound character, with the same tension &

same flexibility for each string. And being perfectly ba-

lanced, finger pressure can now be the same for all the

strings.

La Bella makes the widest range of guitar strings on

the market today: round, semi-round & flat wound, in
gauges from extra light to heavy.

La Bella
Perfectly Balanced Strings
ForYour Perfectly Balanced Hand

Attila Zoller E. & 0. Man, Inc., 38-01 23rd Avenue, Long Island City, N.Y. 11105

La Bella strings distributed in the U.K. exclusively by: James
T. Coppock (Leeds) Ltd., Royds Lane, Leeds S12 6JL,

England.
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JoePass

has been called “The Virtuoso of the
HJazz Guitar™ and “The Art Tatum of the
Guitar.” To many. he is quite simply the
finest living jazz guitarist. Joe Pass has recorded
with lots of the all-time jazz greats — Duke
Ellington. Dizzy Gillespie. Oscar Peterson. Flla
Fitzgerald and many more — and in recent
years has surpassed even those achievements
with a string of albums and live performances
featuring his unaccompanied guitar.

He recently toured Europe with the Oscar
Peterson trio. and also found time to play
some solo dates. Club audiences sit in awe-
struck silence as the little man strings together
solo improvisations that are bewildering in both
their beauty and their brilliance of execution.
But why does he choase to play gigs unaccom-
panied? ~Well first there are the hassles involved
in getting a rhythm section together — you
can’'t always get hold of the people you'd like.
Then I've been playing solo a little while,
concerts as well as clubs. and it seems to be
working out.

“It's a little harder in a club because you
have to play two or three sets a night, with a
group playing in-between. but people don’t
seem to mind that I'm playing without a
rhythm section. I've been fortunate in that 1've
never played a club that was really noisy. That
would be a problem.™

By Joff Pike

His solo style is unique. He uses the thumb
and fingers of his right hand most of the time,
playing bass lines and lead melodies simultan-
eously. throwing in chord passages. filling in all
the gaps so comprehensively that a rhythm
section is not only supertluous. it would be an
intrusion. He uses a pick sometimes, too. Or
rather. half a pick. It’s simply that — a pick
broken in half. It’s a habit that I don’t suppose
I'll ever change. 1 like to be as close to the
strings as possible and a larger pick just doesn’t
teel right.

“When I'm playing with, say. the Oscar
Peterson trio I'll use the pick maybe half of the
time. But playing solo, | use it on only about
two tunes in a set, that’s only five or six out of
the 30 | might play in one night. [ use the pick
when the tempo is fast because at fast tempos
my fingers get too stiff to get really good
phrasing. [ find the more [ play with my fingers
at various tempos. the more my left hand does
the playing — and tha: causes one slight
problem. [ start playing the set with my fingers
and my left hand gets busy. Then when [ start
using the pick, the pick wants to do everything.
You get two hands fighting over the same notes
and sometimes the co-ordination goes wrong. It
takes a little while to adjust to playing all the
notes with my right hand.™

Joe attributes his phenomenal technique topp

39



loe Pass

~ VIrtuoso

40

the influence of his father who knew
practically nothing about music! *“*He was a
steel mill worker and he didn’t play any
instrument, but from the time he bought me
my first guitar when | was nine, he would make
me practice up to six hours a day. He was very
strict.

“Every time I practiced when he was around,
I'd have to start from the very first thing
I ever learned and play everything up to
wherever [ was. Then when I was through with
all that, he'd say, *Now make something up.’
He didn't know what he was talking about but
I had to make up a tune to please him. He made
me practice scales too, though he didn’t know
what they were. So | figured out all sorts of
scales, all over the fingerboard, majors and
minors, whole tone scales, diminished scales,
chromatic scales . . . just to please him. [
practiced out of fear.”

He also had a few lessons from a family
friend who showed young Joe some chords and
taught him to read music. I had the Nick
Lucas book and also a Carcassi classical guitar
method. | didn't work through the Carcassi
book, | never studied the lessons in it, but it
contained lots of nice little things like minuets
which I liked because they were much more
‘musical’ than the stuff in other guitar books.
| think that helped me develop my ear.”

round 1942, when Joe was three, his
Afather took him to meet a jazz group who
played in their hometown of Johnstown,
Pennsylvania. It was a violin-led combo, based
on the Hot Club de France quintet. “It seemed
I could play little melodies and pick up things

That led to drugs and within a few years he had
a heroin habit which put the brakes on his
musical career. *‘I was never around when [ was
supposed to be, I didn’t do anything right, it
just got worse anu worse. 1 was still playing for
most of that time, but every place I’d go, I'd
exhaust all the people who'd try to help me,
then I'd move on to another city and start all
over again. 1 kept that up till 1 ran out of
friends...”

Finally he sold his guitar, stopped playing
altogether and got jobs in California washing
dishes and picking fruit. Then came the most
important day in his life “December 19,
1960,” he remembers proudly. He entered
Synanon, a drug rehabilitation center in Los
Angeles. He was there for two years, during
which time he kicked the habit and started
playing again. I organized a little group and we
would play for guests and visitors at weekends.
Pacific Records were among the sponsors of the
Foundation and they said, ‘Let’s make a record
and donate the proceeds to Synanon.” I didn't
even have a guitar of my own then. On that
record | played a Telecaster that had been
donated to the Foundation by Fender.”

That album, called “Sounds of Syianon™,
was the turning point. Joe was soon making a
living from studio work in Los Angeles, playing
all sorts of music on all sorts of sessions. He
played all sorts of guitars, too, including solids
and 12-strings, according to what the session
demanded. But he also started playing jazz
dates, and for those he stuck to Gibson f-hole
models, usually the 175. Then, about two years
ago, Jimmy D’Acquisto made him a guitar to
his specifications and since then he has used

“People don't seem tomind that ’'m
playing withouta rhythm section”

quick, so | became a member of that group,
playing at dances on Saturday night. They had
records of Django and that was the first time |
had listened to jazz, | started hanging around
the music store in town, listening to jazz
records. That's where [ first heard Dizzy
Gillespie, Charlie Parker, Coleman HawKkins . . .
I also heard Art Tatum. He had a trio at that
time, with Tiny Grimes or Oscar Moore on
guitar and Slam Stewart on bass, and they
really excited me.”

But it was Tatum’s piano playing that
excited Joe most, not his guitarist. ‘I never
listened to guitar players I made a point of
listening to horn players and piano players. |
tricd to avoid playing all the guitaristic tricks,
all the things that are peculiar to the guitar
which all players seem to include in their bag.
For instance, | never bent any notes. | always
tried to play clean, melodic lines instead of the
standard guitar riffs.”

In the mid-Fortics, Joe started playing gigs
in New York, sitting in with different groups
and sometimes going on tour with them. But
around the sume time, perhaps as a reaction
against his strict childhood, he started drinking.

nothing else.

Joe describes what those specifications were:
“l wanted a guitar that had a decent acoustic
tone (which the Gibson didn’t — if you didn't
use an amp, it sounded very thin and stringy)
and played through an amp had a warm clectric
sound. Lots of guys have asked Jimmy to make
one like mine for them, so he produces guitars
on this model, though they don’t have my
name on them.”

Joe's guitar is beautiful to look at: simple,
classic lines, with one pickup, a tonc and
volume control and no gimmicks. It’s also very
light and the body is unexpectedly thin, yet it
has a satisfying sound when played acoustically.
“I use flat-wound electric strings,” he says,
“but even so, it’s about three times as loud as
the Gibson. If I used round-wound acoustic
strings, it would be even louder.”

Onstage he uses a small Fender combo amp
and is quite satisfied with the intimate sound he
produces. But on record, he's less happy. ““I
never get the right sound in the studio. I've
tried lots of different studios and lots of differ-
ent ways of recording miking the amplifier,




miking the guitar and the amp. miking the

guitar and not using an amp. going directly into

the board. . . it never comes out hew [ want it

The straight, single-note electric sound I pilay

with a group, that varies from record to record

but it's always pretfy much the same and satlis--
factory. But when it comes to solo recording,

that intimate sound is hard to get.

“The nearest I've got to it so far is the last
solo album. I just played quictly and acoustically
in the studio and went straight into the board.
but even there, as soon as it goes “hrough uny
sort of amplification or electronic process. like
a mixer, the sound changes.”

he last solo album is the third he has
recorded for Norman Granz's Pablo label
and is titled **Virtuoso 3. Astonishingly,
it was recorded in one afternoon. 'l just went
into the studio in Los Angeies and played
through 10 or 12 numbers and that was ii. |
never do more than two takes of any tune, and
most of them, vou're hearing the first take. |
think 'l spend more time on things in the
future, recording more takes of tunes, four or
five, or 19 or 20, until | get the one that | wunt.
The trouble is, with jazz, the more takes you
do, the more scif-conscious you become.
You're thinking, "Watch this part. aon’t make a
mistake here.” The result is that when you
finally get a tuke with no mistakes, the music is
dry - it has had al¥ the life taken out of it. At
least, that's what they say. 've never tried it
that way.”
Despite his apparently  flawless technique,
Joe clatins he never practices these days. ™'l
often start out meaning to practice but it never

lasts more than a day. I just play. T do alot of
play:ng on gigs, then I'll play at home when
guitarists visit me, maybe for three or four
hours. But sometimes | don’t play for days,
even weeks it 'm not working. 1 think that
once you have the facility. you don’t lose it by
not plaving. You get a little rough. mayvbe, but
yvour hands don’t forget whar they can do. It's
not like a horn player who needs to keep
playing so as not to lose his lip

“The other thing 1 do is sit down and listen
to new things sometimes. 'im getting interested
in some of the stuft the new guys play. but I'm
not setting out to change my style radically. |
try things out and | let my memory decide
what 1 take in. If things stay with meo | play
them and incorporate them into my music. If
they dan’t, tlet them go.

“Over the last year or two 've been experi-
menting with writing a few more tunes and
playing more original maferial in my solo set.
I did once whole album ot originals  now I'm
trying to remember what they were! | haven't
played some of them since then. 've always
plaved a lot of standard tunes. right from when
I started playing guitar, and | think that for
solo work maybe it would be better 1o do maore
original tunes.

“I'd like to try writing some film music. I've
never done that, although | did some things tor
television  documentaries o while  buck. |
remember the first film | ever saw with guitar
prominent throughout wus ‘Blood and Sand’,
with  Vincente Gomez playing, I've always
though! thuat solo guitar would be very suitable
for films and it would save the producer a
lot of money.”
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‘“I speak well for Slingerland,
because its sound speaks well for me.”

Listen to Peter Erskine: “Playing with
Weather Report is like playing with a
symphony orchestra, a R & B group, a
big band and a jazz combo all in one
evening.”

That kind of versatility is asking a lot from
a drummer. And that's why Peter Erskine
asks a lot from his drums.

Slingerland gives Peter

everything he needs.

PETER ERSKINE

From smooth, positive, pinpoint tuning,
to perfect tension that stays balanced
all across the head ... and all across
the country on those long road tours.

Weather Report has won nearly every
major jazz poll. And that speaks well
for Peter Erskine’s sound. Try a set of
Slingerland drums. They'll

speak well for you.

5’ gerlanad
W:b% N Mitwaukee Avenue
Niles, lflinots 60648
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Guitarcheck

Ovation
Adamas

$2350

advanced and probably also the most

expensive acoustic in the Ovation range.
Apart from the basic facts, that it has six strings,
a neck and a hollow body, it breaks most of the
conventions of what may be called *‘traditional”
guitar making. It has a paraboloid back shell, a
walnut fingerboard, a carbon-fiber laminate
soundboard, no truss rod adjustment — at least
none that | can find — a finish which uses a
certain amount of gold-colored glitter, and a
sneaky transparent scratchplate, which is
apparently either sprayed on or cast directly on
to the soundboard. It has no soundhole in the
usual place. The black circles visible in the
decorations at the top of the body are actually
groups of smaller soundholes.

It should be obvious from the above
paragraph, and a4 quick look at the photographs,
that we are not dealing with an ordinary sort of
guitar. For that matter, we are not dealing with
an ordinary sort of guitar company either. The
Ovation company has by now quite a reputa-
tion for innovation in the design and
manufacture of acoustic and electric guitars.

This guitar appears to be the latest, most

44

Those of our readers who are also members
of the Catgut Acoustical Society, and receive its
publication, will probably know that there has
been considerable research into the possibilities
of using laminates of carbon or graphite fibers,
and other materials, for the manufacture of
musical instrument soundboards and that
Ovation are not the only company who have
shown an interest in this idea. Whatever the
combination of factors which has promoted
this research, one cannot ignore the fact that
good spruce timber for soundboards s
becoming increasingly scarce and increasingly
expensive. The classic C.A.S. paper on the
application of graphite-epoxy laminates for
guitar soundboards refers to the use of an inner
layer of an unspecified material, similar to
paper or pulpboard, between outer carbon-
reinforced layers.

I refer interested readers to the Society
mentioned above. Although its naume may seem
a bit wild on first encounter, it is a perfectly
serious and fairly high-powered group of
people, who are working towards better
quality, consistency and understanding of
acoustic instruments.

1 think it is fair to say that the use of a4 man-
made laminated soundboard on a guitar in this
elevated price range represents quite a big step,
even for Ovation. They have been making
laminated back shells for ycears, but always with
a spruce front. A “plastic” soundboard is
something else entirely. On the other hand,
people said just the same things about their
“plastic™  backs when  they first  became
available. By now it is quite obvious that a
guitar with a “plastic™ rounded back shell is
a viable and useful instrument. So why not a
guitar with a synthetic front?

Of course, the lid on Ovation’s new box is
not entirely synthetic. It appears to be made
from a thin layer of wood. probably maple,
with graphite-cpoxy inner and outer skins, The
cross-section diagram shows approximately how
the soundboard is made up. The graphite-epoxy
skin which can be seen on the outside of the
instrument has a ridged surface similar in
appearance to the growth ring patterns in
quarter-cut spruce. This may indicate that this
outer skin has some unidirectional properties in
the same way as natural soundboard wood, or it
may be for the sake of appearances.

The Ovation instruments made with plastic
backs and wooden fronts are popular and
effective instruments, but | think they do
sound quite different from most “traditional™
acoustic guitars. My impression of the new
Adamas model is that it is also an effective in-
strument, but sounds different again. It seems
to possess that happy compromise, where the
sound out in front is loud and penetrating,
while the sound to the player’s cars has less
middle and more bass, and is generally more
mellow-sounding. My sample is fitted with the
Ovation transducer-bridge system, with volume
and tone controls fitted on the side of the back
shell, and it would not normally be necessary
to use an additional microphone for amplifica-
tion or recording. However, miking the guitar
appears to present no serious problems (once
one has decided where to point the micro-
phone!). A Beyer M160, for example, worked
well when placed a few inches in front of the
treble-side group of soundholes. The M160 is
a miniature twin-ribbon mike which has a good
bass response and also a bass-rise proximity
effect. It is a beautiful vocal mike but would
not be my first choice for close-miking an
acoustic guitar by the soundhole: [ would
normally expect booming and/or low frequency
feedback under these circumstances. | chose
this mike on this occasion to illustrate that the




Adamas has less of the bass boom which can
occur when close-miking steel-string acoustics.
Perhaps the use of multiple small holes instead
of one large one has some slight acoustic
damping properties.

It might be said that this guitar sounds a bit
lacking at the bass end. Some players who have
excellent guitars of traditional design may like
to hear a bit of boom or resonance at the
bottom end, and have become accustomed to it.
By comparison, the tone of the Adamas may
seem a bit hard. It could also be said that this
type of guitar is most likely to be played on
stage in a big hall, with an adequate to excellent
sound system, and often with other electric
instruments. Under these conditions, acoustic
guitars with a slightly attenuated bass often
reproduce better than those which sound nice
and mellow in a small quiet room at home. In
any case, the balance between bass, middle and
treble ranges is usually in the hands of the
sound mixer, whether one uses the internal
bridge transducer or an outside mike. or both.

d I
! |
I |
L e~
) A

Core material

) 2Ll

Inner skin

Probable cross—section of Adamas soundboard

What is essential is that an amplified
acoustic  guitar on stage does not cause
feedback problems and does not require the
performer to stand still in front of a mike, any
more than is actually essential for picking up
his/her vocals. This is really Ovation’s strong
point. Their internal bridge transducer system
works betier than most, and gives the perfor-
mer more treedom of movement than is usually
possible with a microphone for the instrument.
Incidentally, 1 wonder why this instrument is
fitted with the “mono’ version of the Ovation
bridge pickup, when there is an alternative
mono und stereo version fitted to some of the
Legend models from the same company. |
hardly think cost is an important factor in this
case. The Adamas is something of an Ovation
showpiece, and I think it might as well have the
more versatile “stereo’ pickup system.

There s another distinctive feature of the
tone of this instrument. Tone quality is a very
subjective matter, and 1 can only express my
own opinions, but I have found Ovation
acoustic guitars in genceral to be less suitable for
delicate legato playing. and more suitable for
punchy rhythmic playing. They seem to com-
bine some ot the sound and feel of acoustic and
electric guitars and are particularly good for
music which needs a tight sound with damped,
or partly damped notes. It can be very difficult
to play partially-damped rhythms on some
otherwise  excellent  “‘traditional  design”
acoustics without losing the voicing or the
melody line under a wash of thuds and clicks.
There is something about the Ovation sound
which allows a damped note to remain
relatively clear and recognizable, and some
artists appear to have recognized and exploited

this possibility. It this is one aspect ot “the|

Ovation sound” then I think the Adamas has
even more of it than other Ovalion guitars.
On the other hand, I could not honestly say
that my sample was the most beautiful
sounding acoustic guitar | have played. It would
appear to have been designed for power rather
than for subtlety. | notice that most of the
sound seems to come from the two groups of
soundholes, and it is difficult to find any high-
range sounds coming from the lower half of the
soundboard. The better “traditional design”
acoustic guitars usually have several noticeable
vibration modes in various parts of the sound-
board and a rather ragged sound radiation
pattern at high frequencies. There are variations
in both phase and amplitude at different
frequencies and different listening angles.
Although from simple acoustic theory, this
might be considered a tault or a weakness in
performance, | prefer the traditional sort of in-
strument  with its slight random variations.
Some very clever people have spent a lot of
time trying to put these random variations hack
into the sound of certain electric instruments,
so I don’t think my preference is unique. It is
possible that this guitar may have been designed
from the beginning as an electro-uacoustic in-
strument. The composite soundbouard seems to
have rather more internal damping than is
usually found with natural wooden ones, and
this may make the instrument even less liable to
feedback than other Ovation guitars (which are
already very good in this respect). Unfortunate-
ly, I can offer no opinion on whether, or in
what way, the instrument will “*play in” as |
have no previous experience of such composite
soundboards over several years™ playing.

So what does it look like and how does it
feel? Untortunately. even the best photo re-
production is unlikely to do the Adamas
justice. | am sure that it must be intended as
an on-stage guitar, and as such. it is right that it
has a non-glossy finish and rather bold
decoration. You can see the general design idea
from the photographs. | suspect some people
will love it and some will dishike it. This is not
a traditional instrument, and | think it can
make its own rules. Theater make-up is a bit
excessive when seen close up. It must be
exaggerated so that it may appear “‘real” to the
(distant) audience. Instruments for use in stage
performances may also usefully have exagger-
ated design details, so that they retain some

visual interest for the audience. This is not a pp» \\
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A bad microphone can make
you sound like all the singers you
don't like. That's why we make the
AKG “Performers.” They are
quality cardioid dynamic “
micrc phones—and they're
perfect for you and your music.

Each one covers the full range
of voice and instrumentation. And they al work just as
well for rock, country, folk and jazz. Every AKG micro-
phone can be hand-held, boom mounted or stand
mounted.

The AKG D-120 is a smooth and clear attention get-
ter. The AKG D-1000 is designed to help groups make
it happen. Unique equalizer lets you emphasize the
bass, mid-range and highs. The D-2000 is the ideal
hand-held entertainer’s microphone. Its carefully tai-
lored combination of features—superior feedback re-

J“

eﬁ

formers”

jection and adjustable bass
response make this microphone
great for various music
applications.
Al AKG “Performers” are

rugged. They can take the
roughest handling, and wettest
vocal cords around. They'll bring
ail you have right through the amps and out to your
audience. They're at better music and hi-ti shops. Or
write to us. We'll give you more information and an-
swer any microphone questions you may have.

The Mark of
Professional Quabty.

L

' (” 05
\L X j‘ in microphones, headphones,
i,g( OCOUS CICS phonocartridges. reverb units

PHILIPS AUDIO VIDEO SYSTEMS CORP
" e APAN,
9 M Kee Drive Mahwah N J4 07430 . (201) 529-3800
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Guitarcheck

criticism of the Adamas, it is just a basic fact of
theater technique. Anpother advantage of a
distinctive-looking instrument appears when a
television producer is deciding who shall be at
the front of the stage,well lit and featured in
closeups, and who shall be back there in the
shadows!

The guitar feels very nice. Once again. neck
shape is a subjective thing. Tastes differ. but it
is still possible to sort out the good necks and
the bad ones, leaving some doubtful ones in the
middle. This is certainly a comfortable and well
finished neck. It suits the rest of the guitar, it
suits my hands and | am sure a majority of
players will find it acceptable. The frets are well
finished and the action and intonation adjust-
ments seem to be just about right for the strings
supplied. 1 have some doubts about the
durability of the fingerboard material. It may
wear rather quickly. I don’t see Ovation making
really large numbers of this guitar at its present
price so perhaps they could supply something
a bit harder for the fingerboard. If they want to
keep the same colour, there are some pale
“rosewood” type woods which are resistant to
wear. While on the subject of fingerboards and
frets, some of the frets on my sample are glued
in with what appears to be epoxy glue. If my
guess is right, this may be very convenient for
the maker, but what about the poor soul who
will have to do the refret job?

FFor fast picking and finger-style playing the
string spacing near the bridge. and the relative
string heights, seem to be just about ideal. They
are not too far apart for fast chords, and not so
close that they cramp your fingers. I also find
the action about right for the strings supplied.
If you wish to change it, the usual method on
these guitars is to lift out the string support
assembly from the bridge (carefully) and add
or remove shims underneath it.

I can’t quite explain or define this, but |
found it particularly easy to play fast runs with
a pick on this instrument. The pick seemed to
bounce off the strings immediately, instead of
being dragged for 4 moment. 1 am reluctant to
believe that this is really what happens, but fast
picking is certainly cleaner sounding and
generally tidier and | have not miraculously
improved overnight, so it must be the guitar. |
wouldn’t buy it for its looks, or for its tone,

but I would be tempted to buy one for its ease ¢

in playing.

[ am not sure how the neck stays straight,
but it seems to do so without difficulty. It is
possible that it contains more of those fancy
black fibers. | am less happy about the bit of
fingerboard over the body. This is not fastened
down to anything. It floats over the
soundboard and on my sample it bends in-
wards, away from the strings. Sooner or later,
the end will just touch the soundboard and
then the guitar will probably have a buzz on
some notes. This should have received more
care in design and/or assembly. A bit of white
glue underneath would at least prevent rattles.

Most guitarists will by now be familiar with
the Ovation bridge-transducer system, Briefly,
the strings rest on small angular blocks in the
bridge assembly. Under these blocks are piezo-
electric transducers which convert mechanical
vibrations to an electrical signal. This js pro-
cessed by buffer and filter circuitry inside the
guitar body and is available at a jack socket
mounted in the side of the body shell. Various
models of guitar have volume and/or tone
controls also mounted on the body shell. Power
is supplied by a small 9-volt dry battery clipped
inside the body. This is normally replaced via
the soundhole in other Ovation models. In the
case of the Adamas, access is via a removable
circular panel in the back of the instrument.

The access hole is also fortunately large enough
to allow most repairs to be carried out to the
inside of the guitar, if one is sufficiently skilled
and resourcetul.

Conclusion and postscript

This is obviously a very interesting guitar. It
is also expensive. Its appearance is unusual and
it is certain to attract some attentior wherever
it appears. [t should look very good on stage.
and its internal bridge-pickup makes it very
suitable as an acoustic guitar fronting an
clectric band. My sample is very nice to play
and is particularly well adjusted to suite average
tastes and the supplied strings. However the
same pickup system and a similar playing action
could be found on some other Ovation
instruments at a lower price.

I have been playing this sample for several
days during the writing of this review and its
bass end does seem to be improving a little.
However, judged as an acoustic instrument only,
I find the treble strings rather harsh, and |
would prefer the sound of one of the better
spruce-fronted Ovation guitars. Although the
use of a graphite fiber composite soundboard is
an innovative move, | believe that one could
make a very similar instrument with a conven-
tional wooden front. It would be very in-
teresting to compare the sound of the two
guitars, fitted with different  soundboards.

I am not happy about the *“floating™
fingerboard over the body and [ have a sus-
picion that refretting could be a difficult
operation, for several reasons. The neck on this
sample is well-made. well finished and straight.
I cannot be certain but it appears not to have
any back-tension adjustment. If 1 am correct
about this. Ovation must be very confident
about its long-term stability, and it would be a
nice gesture if they were to guarantee the
stability of the neck for the intended working
life of the instrument.

Incidentally, the review guitar was supplied
in a shaped hard case with a separate outer
cover. This is closed with two zip fasteners
around the edge, and should be rainproof.
(Several people have asked me about the availa-
bility of guitar case outer covers as supplied
with violin cases: doesanyone know a supplier?)
I'he Ovation outer case would be easier to carry
it it had a shoulder-strap. Stephen Delft

Stephen Delft is a maker and
repairer of guitars and other
instruments, and a member of
the Institute of Musical
Instrument Technology. He is
also a more than capable
performer on the guitar.

Measurements on Ovation Adamas

Scale length: 643mm
String spacing at bridge S6mm
String spacing at nut: 34.5mm
Fingerboard width at nut: 43mm
Depth of neck at 1st fret: 2Imm
Depth of neck at 10th fret: 23mm
Depth of neck at 12th fret: 30mm

(heel begins at frets 11/12)
Action as supplied: 2mm treble/2.2mm bass
(It would be difficult to improve on this action
for general use.)
Frets on fingerboard: 24 (under strings 1 and 2)
This is unusual. Most acoustic guitars have only
21 or 22 frets .
Body joins at 14th fret.
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ROIQﬂd The name of Roland is synonymous with
GA120 R&P

amp
$995

design progress in professional musical

instrument electronics. The Roland
Corporation of Japan is also without doubt one
of the most innovative companies manufacturing
guitar amplifiers. Every year bringsa new batch
of exciting products from Roland, one of the
more recent being the GA Series of combination
amplifiers launched in 1978.

The GA Series covers five basic models
each with various facilities, the GA 20, GA 30,
GA 50, GA 60 and GA 120. There are also two
special high efficiency speaker versions, the
GA 60 R&P and GA 120 R&P; and for this
review we chose the GA 120 R&P which is the
model at the top of the range.

The GA 120 R&P is a very sturdy and well
designed combination amplifier. It is also
powerful, being capable of a power delivery well
in excess of 120 watts RMS into its twin 127
special high efficiency speakers (see spec. table).
The amplifier has some interesting design
features such as a Power Compressor control, a
six-band graphic EQ. and an Overdrive control,
as well as the standard range of tone controls
and a reverb. The overall range of facilities and
controls gives both the guitarist and keyboard
man plenty to play with.

Construction

The cabinet is strongly built and gives an
overall impression of ruggedness. The amplifier
front panel is finished stylishly in black, silver
and blue with contrasting black and silver
knobs, and the speaker cloth fits into this
scheme with a weave in the same colors. The
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cabinet is finished in a sort of crackle-finish
black PVC material and there are black plastic
corner caps and good quality detachable castors.
There are no corner caps, however, on the front
edge above the front panel, nor are there any
recessed handles on the sides of the cabinet.
There is a strong strap handle positioned
where you would expect to find it at the top of
the cabinet, but there is a lot of amplifier to
hang on that — about 88lb to be precise. The
dimensions of the combo, for those interested
in constructing flight cases, are 29" long x 25"
high x 11'%2” deep.

The wide range of tone controls including
the six-band graphic EQ are well laid out across
the front panel of the amplifier. The graphic
EQ is positioned in the centre of the panel and
follows the rotary tone controls, marked in the
normal way, Treble, Middle and Bass. There
are approximately six octave bands on the
graphic, giving +12dB on each filter. The fader
positions are marked, 100Hz, 300Hz, 600Hz,
1.2KHz, 2.5KHz and 5KHz (see spec. table for
measured results). Each slider is provided with
a center click setting for ease of use. The bank
of six filters is followed by a master EQ level
control and an On/Off switch for the graphic.
At the front end of the amplifier there are two
standard %" jack sockets giving both high and
low sensitivity inputs. Between these and the
graphic are ranged a series of rotary controls
marked Overdrive, Volume, Treble, Middle,
Bass and Reverb. There is also a pull-on Bright
switch incorporated into the Volume control.

The remainder of the front panel to the
right of the graphic houses the Master Volume
pot, the Power Compressor (pull-on) control
and the On/Off polarity switch. There are also
four footswitch sockets for the Reverb, Over-
drive, EQ and Compressor.

The Power Compressor is an interesting
control which works very effectively. As the
name implies, it controls and limits the output,
distorted or otherwise, by compressing the
power. The control is calibrated like a VU
meter (-15, 0, +3dB). With the knob set to O,
the output is geared for approximately 120
watts. With the compressor knob set to -3, the
output is cut back to approximately 60 watts.
Using this control with guitar produces some
really deep sustain effects. We had some
howling trouble using the Compressor with the
Overdrive control at the same time, but you
have to experiment with the two controls in
order to get it right. All the tone controls
except for the rotary Middle control (see spec.
table) worked very well, enabling us to set up
nice bass sounds to razor sharp trebles. Full
bass response is limited due to the open back
design of the speaker cabinet but the range is
wide enough for electric guitar, pedal steel and
most keyboards. The rear panel section contains
two line In/Out jacks, a headphone jack, an
extension speaker jack (8 ohms min.) and a
fuse. The mains cable is wired into the amp.

The amplifier section is easily removable,
giving immediate access to the circuitry. The
electronics are well planned out and are localized
on three PCBs, one for the power amplifier, one
for the pre-amp and one for the graphic EQ.
The power stage uses a pair of Sanken 2SCl
585 power devices driven by two NEC B628/
T-D234 plastic encapsulated transistors. The




EQ module is very compact and nicely shielded
designed to give about +12dB per filter. Our
measurements differ slightly from the manu-
facturer’s figures but this is not at all serious as
each band center frequency is specified +3 to
10% tolerance depending on the tolerance of
the components.

There is a tremendous tone range available
on this combo. To my mind, the Middle control
left a little to be desired but the rest worked
admirably well. The equalizer section, in
particular. was extremely effective and careful
experimentation led to an astounding range of
tones. The Distortion control was OK at high
level playing. but the signal noticeably ‘‘broke
up” at lower volume settings. However, the
Reverb facility is nothing short of excellent.

the control to 3 while a real Fleetwood Mac
Albatross sound can be obtained by setting it
on 7 — any more and you're into the realms of
Pink Floyd effects. An excellent control range.
Generally, the sound is as adaptable as any
player would wish, particularly by utilizing the
EQ section with the rotary tone controls.

Conclusion

A professional amplifier is zvery respect,
as you would expect from a company of
the electronic music
scene. The amplifier is very powerful, very well
built and has a wide range of tone controls and |
However, the unit is a little on the

Roland’s standing in

effects.

large side as combos go and, at 88lb., is not to

be taken lightly.

A subtle reverb effect can be obtained by setting Mark Sawicki
PARAMETER RESULT TEST CONDITION COMMENTS
Specific power output, watts 156.25W RMS Onset of clipping into 4 ohms Manufacturer claims 120W RMS of output
RMS Raf, 1KHz 88.77W RMS Onset of clipping into 8 ohms power into 4 ohms Ref, 1KHz. The GA120
70.85W RMS Onset of clipping into 16 ohms amp is equipped with two 12’ Roland model
C1230 (120W RMS/8 ohms) laudspeakers.
The amp'’s power stage uses a pair of Sanken
2SC 1585 silicon transistors.
Total Harmonic Distortion (THD) 0.15% ® 120W RMS Very rich nice sound. The lowest level of THD
0.12% @ 100W RMS measured at approximately 50% of the claimed
0.09% @ 80W RMS power level. At the iow power levels, THD
0.08% @ 60W RMS Into 4 ohms figure rises up to approximately 0.5%.
0.12% @ 30W RMS [ Ref. 1KHz
0.29% @ 10W RMS
0.38% @ 5WRMS
0.49% ® 1WRMS
Input sansitivity in mV RMS for Input 1 (high) — Ref. 1KHz/4 ohms. Tone controls set Acceptable, however no manufacturer’s figures
120W RMS (21.90V RMS) 25.4mV RMS for the best square wave response: available to compare my results. On this test
Output signal Ref. 1KHz Input 2 (low) —  Graphic EQ off; Reverb off; Power Power Compressor was set at +3dB which
78.1mV RMS Compressor at +3d8; Overdrive off; means practically that compression action was
Master Volume @ 9. removed in order to get nominai output level.
Tone control rangs 22.5dB swing Bass @ 20Hz MT — Flat ) EQ — off Beautifully symmetrical. Middle control not
{swing in dB) 6.8dB swing Midd. @ 800Hz BT — Max. }Bright very effective.
28.1d8 swing Treb. @ 5KHz M — Min; |Switch —
B — Flat off
Graphic equaliser (swing in dB) 25.1d8 Band 1 Ref 100Hz Manufacturer claims that each slider controls
21.6dB Band 2 Ref 300Hz by +12dB the level of each of six approx.
20.5dB Band 3 Ref 600Hz (Tone controls flat; octave bands at 100Hz/300Hz/600Hz/1.2KHz/
19.6dB Band 4 Ref 1.2KHz {Reverb/Overdrive 2.5KHz/6KHz. Each contral provided with
23.6dB Band 5 Ref 2.6KHz |- off center click for easy setting. Additionally EQ
24.1dB Band 6 Ref 5.0KHz J Power Compressor level control and EQ on/off switch are also
@ +3dB provided.
Signal/noise ratio 78.8d8 Ref. 120W RMS/4 ohms output level;  IEC — Curve ““A’" weighted test with a true
Graphic EQ off; Tone control flat RMS reading. Nothing out of the ordinary.
Line input sensitivity 0.340V RMS Ref. 120W RMS (21.90V RMS) output Satisfactory.
signal; 1KHz
Line output level 0.658V RMS Ref. 120W RMS (21.90V RMS) output Line output level seems a bit on the low side.
signal; 1KHz/600 ohms terminated. Satisfactory when used with another GA-120
R&P amp. As recorging output possible by
connecting to a tape deck, of course.
Capacitive load test oK 2;.|f non-electrolytic capacitors and 4 A little overshoot observed, otherwise it seems
or 8 ohms dummy load. that it would not create any problems.
Open circuit stability test oK Dummy ioad removed, tone controls/ No problems.
EQ max. Overdrive/compressor/
master, max.
Short circuit test 5 minutes Dead short i.e. approx. ‘zero ohms* It looks like the protection works indefinitely.
placed across GA-120 output terminais. One of the best short circuit protection features
I've seen in recent years. The short circuit
operational temperature of the output
transistors: ahsolutsly normal.
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Keyboardcheck

any great feeling of love with me. Grudg-

YC45 D ing respect maybe, but love . . . ? I have
to tell you this right at the start so that you will

know that this is a dispassionate review, unlike

Ofgon the last one | wrote, of an instrument that has a

great deal to offer to the keyboard player who
is looking for an organ that can do most of the
53450 usual things and a lot more beside. Some of the
features included on the YC45D, such as Squawk
and Astro portamento noises (well, you can’t call
them musical sounds can you?), must add to
the price though they do precious little for its
musical value, Forgetting such minor oddities
for the moment, I will attempt a brief specifi-
cation — ditficult in the circumstances because
there are 44 levers. eight rocker switches, six
knobs, two variable preset lever banks with 14
and 20 miniature levers respectively, and the

Yomoha Electronic organs don’t generally inspire

portamento strip. There’s even an on-off
switch.

The appearance of the instrument is
functional and tasteful and the finish is
certainly superb: this one has grey leatherette
surrounding the keyboard, cased in walnut,
though the casing is available in black as well.
The organ is mounted on a sturdy metal frame-
work and can be tilted to suit the player’s
requirements — through 110 degrees according
to the brochure — which will come in handy
should you wish to play while suspended from
the ceiling. There are two manuals, both with
a generous five-octave compass (C to C*). The
keys of the bottom octave and a fourth of the
lower manual are reverse colored. Unlike the
keys of another very tamous organ, this denotes
that you may accommodate the bass section of
the organ here if you balk at spending the extra
bread for the foot pedals.

The 44 levers run right across the breadth
of the instrument. These are the tone selectors
and they are progressive n effect though
Yamaha have thoughtfully integrated three
“feel™ notches into each so that you may know
where you are. They are color-coded — black
for tone control functions such as brightness,
length of sustain, etc., white for the harmonic
or basic tonal element, red for the brass
senorities, yellow for piano. harpsichord and
strings and green for the percussive elements.
The brass come in both 4° and 8’ ranks, while
the harmonics come in 16°, 8’ 51/3" 4,
22/3', 2, 11/3" and 1’. These harmonics are
available on both manuals (a separate group
for each) but the brass only appear on the
upper. The percussive stops (length of decay
variable) come in 16°, 4’, 2 2/3" and 1’ and
affect the upper manual harmonics only.
Already you will see that the upper manual
at least contains all the elements necessary for
the recreation of that ‘*‘very famous organ”
sound mentioned earlier. Yamaha's organ
demonstrator gave me a brief rundown of
the instrument before I settled down to messing
about with it on my own, and when asked to
make Hammond-type sounds (had to say it)
he produced those sounds within seconds.
Judicious mixing of harmonics and perc. and
a good solid sound whaps out at you. We were
listening to the organ through a Yamaha RA100
cabinet which impressed with its clean powertul
delivery and its rotating speakers.

Most of the brass scttings sounded a bit
reedy to my ears but one stop that does have a
lot of appeal is the Kinura (8" and 4'), an icy
sort of sound and one of the best effects on the
organ. Passing briefly over the 4” string stop. we
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come to three preset sounds which will overide
all other settings - piano, harpsichord and
vibraphone — all sounding a lot more clangorous
than the instruments they are imitating. Did |
mention the Marimba? An attractive sound
that consists of an octave tremolo. speed
variable naturally, with which. if vou flick in
the sustain switch to the right of the lower
manual. you may perform all sorts of unlikely
arabesques, By the way. the sustain is available
on all the upper manual 4’ and 8’ stops and you
can vary its length with one of the six knobs
mentioned carlier.

There is an attack lever which will affect all
the top manual sounds, apart from Pno. Hrps
and Vbs, and this has the unusual characteristic
of continually renewing itself — i.ce. even if you
are already holding notes down on that manual
you will still hear the attack on any more notes
vou play. The fuzz lever. which will affect all
top manual sounds apart from vibes, thickens
the tone. Again, you may grade it to taste.

Fortunately, some might say, the lower
manual  boasts rather fewer  facilities.  Just
the basic harmonies - 16° 8. 4, 22/3" >
and brightness control, so it is very much the
accompanying partner.,

The bass section which, as | mentioned
before, may be played either with yvour feet
or on the bottom part of the lower manual.,
consists of 16 and 8 harmonics. Tromba
and Bass Guitar, this last being a particularly
good sound. There is variable sustain for all
these. By the way. the bass section will only
sound the highest note being played.

The keyvboards feel fine — just the right
amount of weighting and a firm positive action,
So positive. in fact, that you would never
guess that the top manual is touch sensitive.
I emphasize the word “positive™ because the
vibrato effects are obtained by lureral movement
of the keys. If you pull in the Touch Vibrato
lever. depress a note or a chord and move your
hand from side to side, the sound will vibrate
pitchwise uaccordingly. There is also a Touch
Mute switch which, if you follow the motions
described above, will give the VCF type of vib
that you get on a synth. It all this were not
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enough, you may have good old simple Touch
Response on the upper &8 and 4° stops. which
means that you have finger tip control over
dynamics. It works too! Let us not forget
the Attack Mute. This sounds a bit like an
envelope follower, Oh yes. there's the Attack
Glide switch — press the key and the note will
glide up to it from about a semitone below.,
Personally 1I'd avoid that onc like the plague
but that’s just a matter of taste. The six rotary
controls just in front of the upper manual tone
selectors are (from left to right) bass to manual
or pedal: pitch control (plus/minus rather less
than a semitone): length of sustain: bass volume:
balance  between  manuals: master  volume
{remembering that there is also a volume pedal).

Last and certainly least ‘s the Portamento
strip. Sclect the sound you require from the
following exotica: Slide Trombone (could do
with a new embouchure): Squawk (there must
be some mistake): Birds (quite pretty really);
Astro (someone going totally crazy on a Mickey
Mouse Ring Modulator). Now run your finger
along the secemingly innocuous felt strip. The
resulting sound  will follow every twitch of
vour palsicd hand as it sweeps up and down,
You can heap injury upon injury by switching
in the Automute (a wah-wah vibrato) but
that’s quite enough of that and anyway a few
gimmicks do not a musical instrument spoil.

I know I've muade a few cracks about it
along the way but this really ¢ a serious
instrument and I wouldn't want you to think
otherwise. You can switch the preset rank |1
into the upper manual or preset 2 into both.
This means that you have in cffect, as the
makers rightly say, a three-manual instrument.
It has ol the traditional electronic organ
virtues and these. plus all the special sounds.
make it a formidable beast indeed.

A lot of bands are using the YC45D. It
is far too well made to fall apart on you. It
costs a lot but it has to be worth it. I'd rush
out and buy one tomorrow — it's just that
clectronic organs don’t generally inspire any
great feelings of love with me. Grudging respect
maybe ... but wait a minute, isn’t this where
we came in? Tony Hymas
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Tony Hyimas is a keyboard player
and composer with experience in
rock, jazz and classical music. He
bas played with groups ranging
fromi the Jack Bruce Band to the
London Sympbony Orchestra,
and recently toured with the
band fronted by Jeff Beck and
Stanley Clarke.
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Synthcheck

K VC 'IO hose of you who are into synthesizers will
Ofg no doubt at least have already heard of, if

Vocoder

$1299

not heard, Vocoders. For example, check
out the recent Herbie Hancock album, which
contains Vocoded vocals. Now, Vocoders as a
family have been around in various stages of
development and sophistication for some years,
but have until recently been restricted to studio-
type applications, because of their prohibitively
high costs and complexity of operation. In
contrast, this new unit from Korg, the VC10, is
the first and only self-contained unit with a
built-in polyphonic keyboard sound source, and
isn’t too expensive.

In case you don’t know, a Vocoder is a sort
of voice synthesizer, in that it receives your
spoken or sung words and adds, through stan-
dard synth components and processes, the same
sorts of sound parameters, including pitch, as a
normal synthesizer — in effect, a kind of super
Sparky’s Magic Piano. The input of this original
vox humana information is via a microphone,
plugged directly into the machine, and on
speaking or playing, the desired tonality of the
word is obtained by playing the keyboard; either
as a single note, or as a chord. I can make this
clearer by describing the Vocoder as I review it,
and by the end, you’ll either know about
Vocoders, or will have torn these pages out for
an airgun target.

Robin Lumley is a record producer and keyboard
player who bas won international recognition through
his work with David Bowie's Spiders Irom Mars,
Brand X and wide variety of production credits. He
now divides bis time between freelance producing
and session playing both in Britain and the US.

This Korg version comes with a 32-note
keyboard, with a pitchbend wheel sited to the
left. On the panel above are lots of knobs and
sockets which make the whole unit look
familiarly like a synthesizer anyway, including,
at top left, a tuning knob. Underneath the
tuner is an octave control selector, which can
move the range of the instrument up or down
one full octave. To operate the machine, the
microphone supplied is plugged into a socket
on the top and brought around in front of your
mouth to a comfortable position, thanks to the
goose-neck on which it is mounted. As the unit
is to be fed through the usual amplifier/PA
system, it is liable to feedback effects if you sit
too much in front of, or near, the speakers you
are using. The manufacturers also stress careful
separation from other sound sources in a band
or group, so that only the desired vocal inform-
ation goes down the mike-line. and not any
extraneous program as well. Common sense,
really. Anyway, with the mike plugged in,
the instrument has next to be “‘set up.” There’s
a VU meter mounted on the panel, and this
reads out according to a select switch. Tumrn
this to the right (MIC) and sing or talk into the
microphone, adjusting the mike level knob so
that the meter peaks at around zero — none of
this smashing over to plus 5 and bending the
needle, because the unit doesn’t like it. As
you're doing this, turn the final volume knob
up until your voice becomes audible through
the amp. What you’ve done so far is simply
adjust levels so that you can comfortably trigger
this box of tricks.

Now, in order to monitor what goes on in
future. re-select the VU meter switch to the leftmw
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and turn the input signal balance control to the
Keyboard position. This now means that as
you speak or sing. any keys you depress while
voxing will cause the Vocoder to get it together
and do something nice. Because if you now
sing or talk into the machine while playing the
keyboard. you’'ll get a sound that has the same
sort of tones and characteristics as your voice.
but not the same pitch. The pitch always
depends on the notes that you play. but the
sound quality is always determined by the
characteristics of your voice. Even if you speak.
rather than sing. the sound produced will make
your voice seem as if you were singing. There's
a bit of a technique involved in getting this to
work with good clarity. You must play a split
second betore you speak or sing. This needs
practice as in effect. you have to play out of
time: fractionally ahead. This is because the
human voice displays its most prominent
characteristics at the beginning of each word.
so you have to have the electronics together a
tiny bit ahead to ensure that the Vocoder
processes the whole word or syllable.

So this is the primary effect and use of a
Vocoder. and this Korg version does it very well
indecd. But there are further knobs and games
to play or the front panel. Try the Vibrato tor
a start: ¢ really nice chorus sound happens
when you play and sing a chord with some
vibrato added. There’s a speed and depth
control so you can vary to suil your own
natural vocal vibrato if you choose. Meanwhile.
turning on the bEnsemble switch produces a
fuller cherus effect. while playing more Keys
gives the cftect of adding more voices.

Fhe Accent Bend can add a slight waver to
the pitch, progressively more noticeable as you
wind the knob clockwise. It's hard to explain
what this gives you you'll have to try it to
hear but | suppose a small amount added
gives a more “human™ sound. The pitch bend
has the same function as & normal synth pitch-
bend wheel: you can bend yourself up and
down a fifth. Worked by a practiced Minimoog
Jan Hammer enthusiast. you can sound like the
hackground music in an Indian restaurant.

The input signal level we have left. so far.
turned tully to the keyboard position. but if
this is turned further round towards the Noise
position. you'll bring in the Vocoder's own
sound source: a noise generalor. By making
sibilant sounds yourseif., and mixing in the
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noise generator, you'll find a whole family of
strange. eeric sounds. which are all controllable
by your mouth as you proceed.

There’s one more source of effects that the
Vocoder can use. and that’s external instruments,
Sockets are provided for you to process guitars,
keyboards or even pre-recorded tape sounds
into the instrument. So you can see. you could
have a lot of fun with one of these.

Perhaps you could fairly say that the
Vocoder is a bit of a luxury instrument right
now to most players. and perhaps most key-
boardists would sooner spend their money
getting the next love of their kevhoard life.
like a polyphonic. or a Stylophone, but the
Vocoder is not for keyboardists alone. Any
musician could get off on owning one. and as
vet. the field is wide open for their creative use,
both live and on record. As yet they're an
untried factor - no one knows whether they'll
turn out to have limited application or a whole
future as an innovative instrument family. So
if you buy one. vou'll be out on your own,
with really no-one to copy or to influence you
in your usage. Which is quite exciting if you're
the Kind of musician who is into any kind of
exploratory or experimental things. The Korg
VCI0 is a good one to start out with. as it
works, with a bit of practice. really well indeed.

Robin Lumley
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Slingerland
RJB 670C Kit
$1360

he Slingerland drum company was
T founded in 1916 by one H.H. Slingerland

who started in a small factory in Niles,
Itinois, which is just outside Chicago. Almost
everybody has. in the past. used and endorsed
these drums and one of their celebrated “Radio
King” sets which had their heyday in the
‘Fifties and Forties, can still be seen in pristine
condition at Professional Percussion, Jayne
Ippolito’s New York shop. This particular set
belonged to Gene Krupa but, as 1 said. at that
time many drummers of note played them.
Buddy Rich started off with Slingerland and as
we all know, has subsequently had a love-hate
relationship with them, leaving and returning
from time to time. Sonny Greer used to have
his mammoth sets specially made at the Chicago
factory and one of them with wheels on the
bass drum and numerous Cuban tom toms has
also been permanently retired to the Pro-
Percussion Center.

It’s only within the past seven years or so
that Slingerland have acquired a more modern,
funky image. Up until the 'Seventies they were
a (very) good drum set, perfect for all styles of
jazz, but the sound was somehow too tight for
rock ‘n’ roll. However, with the advent of
modern rock. the music demanded a tighter.
more contained drum sound and Slingerland
have cheerfully capitalized on that demand.
Lots and lots of young and not so young, hip
drummers are now playing the company’s
product.

I bought a Slingerland set in the late
‘Sixties at the start of Argent’s career and, at
the time, wasn't particularly interested in any
specific make. All | really wanted was an
American set, be it Rogers, Ludwig, Gretsch or
whatever, with one stipulation — it had to have
been manufactured before the beat boom (say
1962) when quality control was not such a
nasty word. After much searching, the only set
I could find was a Slingerland one built in 1960.
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| was pleasantly surprised because its sound had
the pin-point definition which I felt Argent’s
music demanded. The only problem I had in
those days was finding spare parts (in England).
The situation was so fraught then that when I
stripped one tom-tom leg holder, I had to
replace all of them with ‘knobby’ fittings. It
was rather a drastic alternative then but I can
assure you the situation is not like that any-
more. Lvery dealer is encouraged to buy at
least two of Slingerland’s comprehensive parts
kits.

Anyway. this month’s test set is the RJB
(Rock, Jazz. Blues) set No. 670C, which has
13", 14>, 157, 16™ and 18" tom-toms and a
24" bass drum, all with five-ply shells. There’s
also a 6'2”" deep snare drum.

According to the catalog any of the sets are
available with five-ply shells as an alternative to
the old three-ply ones with their solid maple
glue-rings but 1 understand that almost every-
body specifies the thicker shells these days and
the originals have become something of a
special order.

BASS DRUM

The *“Sound King™ 14 x 24 bass drum
which | played had a five-ply wood shell with
what | take to be maple on the inside with a
450 chamfer to produce avery small diametered
bearing edge. But, as 1 mentioned, you can
specify the three-ply mahogany maple shell
with the maple glue rings though these are not
available in England. The five-ply shells are
constructed from two different thicknesses of
material with thicker cores, numbers two and
four of poplar and the others of mahogany.

The bass drum has 20 large “bullet-type”
nut-boxes and two pairs of (sensibly) forward-
facing extra long (14'2") disappearing spike-
tipped spars. These spars can be pulled out
from their cast shell mount holders but more
importantly have a circlip on them at their
sharp end to prevent them disappearing inside
the drum completely. (This would cause quite
a problem to the guy with a double-headed
drum and five minutes to go to showtime.) The
wooden (maple or walnut) counterhoops are
sprayed black and tastefully inlaid with a nicely
edge-finished piece of chrome strip and the
company supply a felt strip damper to go under
these for both front and back heads. To be
honest | am not happy about Slingerland’s
claws and *T" handled tensioners — their chrome
finish left something to be desired, especially
by the standard of these items only five years
ago. (They looked more like they were nickel-
plated.) The ‘T’ rods themselves had very
sharp edges and points which could cause
untold damage to the unwary whilst tuning the
drum. Come to think of it, they could also
mess your trousers up too if you caught your-
self on them.

The drum had a strong, round sound with
the two heads on. I feel a little extra resonance
was gained because it didn’t have a tom-tom
holder fitted to it to dampen the shell at that
point. The old three-ply shells have a very
contained sound without too much spread.
The five-ply shells seem to have these same
characteristics albeit, 1 suspect, with a little
more balls. Unfortunately, | wasn't able to
contrast both types because C.G. Conn
(Slingerland’s Furopean end) do not bring the
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thinner shells out of the US. 1 tried the drum
without the front head too and much preferred
the resulting ‘bdllsy’ thud.

TOM-TOMS

Five tom-toms come with RIB. The four
mounted are concert drums and the floor-
standing one is double-headed. My test set had
a9x1510x14,12x15 14x16and l6x 18
but the catalog set (admittedly double-headed)
has an 8 x 12 instead of the 14 x 16. On
reflection, since Slingerland sell their concert
drums in high or low pitched sets of four, they
obviously put the whole low pitched set which
starts at 9 x 13 with RIB 670C.

Slingerland were the first manufacturers
to produce tuneable toms and | have always
been a fan of their unique double-headed,
almost timbale-like sound. (It didn’t seem to
matter which make of heads you used on them
— they still sounded the same). [ hadn't tried
the single-headers myself although I had heard
Bev Bevan's used to good effect with the ELO.
I must say | wasn't disappointed. They had a
lot of tone and ‘balls’ but strangely lacked the
latin sound I used to know and love.

I personally do not like the hybrid mixture
of single and doubled-headed tom-toms in the
same set, since sound-wise | find them incom-
patible. The doubled-headers have a far rounder
sound whereas the concert drums are much
‘flatter’. “Of course,” I hear you say, “you can
always remove the bottom head of the floor
drum and get it to sound the same as the
others.” This is of course what we would all do
— but wouldn’t it make more sense to actually
sell 670C with a single-headed 16 x 18 in the
first place. Cheaper too, I shouldn't doubt,.

The smallest concert tom has six square-
headed tensioners and all the others have eight
including the floor drum which of course has
eight at the bottom too. There used to be, and
according to my 1978 catalog, still are, two
optional variations of Slingerland’s forged steel
hoops. One has a small radius at the top and
the other, filled as standard, has a straight edge
finished off with a slight flanged bend to
strengthen it and save on stick wear. These
rims are evidently guaranteed for life and have
been thoughtfully designed with proper right
angles at each bend to give more support to the
flesh-hoop and so allow the head itself to fit
more uniformly.

All Slingerland drums are extremely well-
finished with several coats of hot lacquer
applied to their insides, and all the nuts or
screws have cup-type washers. There’s no
longer a date stamped on the shell which is a
bit inconvenient for anyone buying a second-
hand set but there is of course a number on the
oval badge so possibly the company might let
you know when it was built. ‘Slingerland’ is,
however, ink-stamped inside. The concert tom
holders (more of this later) is unobtrusively
fixed to the shell with the help of a neat strength-
ening plate.

Allow me one small criticism: the cast leg
holder ‘T” screws, or for that matter the spar
holder screws, are tapped directly into the
casting. This means if you strip its thread, you
will either need a new holder or have to tap the
hole oversize. The answer to this is the more
durable ‘eye-bolt’ used by the greater majority
of the other manufacturers which sits inside the

casting and is easily replaceable if the thread
stips. Mind you, the present holder-blocks are
a great improvement on Slingerland’s old
internal-spring device which had a very silly
little screw to retain their height adjustment
settings. The bottom edges of the single-headed
drums are finished oft with a strip ¢f ‘L -shaped
Y27 x %7 aluminium strip sensibly ‘Phillips-
screwed’ to the shell should you ever want to
remove it for whatever reason.

SNARE DRUM(S)

A couple of years ago. the engineers at
Trident recording studios in London were
discussing with me the relative merits of
different drums and they told me they consider
the 62" Slingerland brass-shell Sound King
snare drum which comes as standard with RJB
to be perfect for recording. At that time I'd
seen these in America but never played one so
was glad of any opportunity to put one through
its paces | saw (and heard) immediately what
they were getting at because the drum has a
very contained sound without too much over-
response from the snares and with lots of depth
yet without too much ring. These characteristics
would indeed make it a good recording drum
although 1 feel you would need to be in a more
specialised band which ‘miked-up” most of the
instruments separately, including the snare
drum, to fully appreciate its worth in a live
situation. This is not to denigrate it because its
a bloody good drum but if you aren’t in a band
which amplifies the drums and want the snare
drum to cut through with a *‘more toppy’ sound
there are. | feel, other more suitable alternatives
from Slingerland which I'll talk about after a
paragraph or two.

Anyway, the supplied 6% shell Sound
King snare drum is cleanly finished with a
chromed brass shell without a centre-bend but
with an inverse-flange and slightly graduated
dip for the ‘snare-touch” area, flanged hoops
and 10 double-ended lugs with sensible extra-
length, square-headed tension-screws (to put
more ‘meat’ inside the nut-box). It also has an
internal, under-batter-head-operating damper
(which 1 found too tlimsy and inconsistent with
the rest of Slingerland’s fittings). a 20-strand
metal snare attached with doubled-over, Scotch-
type. packing tape to a ‘Zoomatic® strainer.
This strainer has intrigued me over the years
because its modus operandi is not obvious
without dismantling it. However, having since
done so | know that it's actually a horizontal
cam action snare tensioner which works through
a thick, bevelled washer which spring-locates
itself into a slightly graduated slot and lifts the
carriage vertically when the tension is applied
horizontally. The fine tuning of the snare itself
is via a vertically mounted kurled screw at the
strainer end. The ‘Zoomatic’ has something
which no other modern strainer has - [ can
only describe it as an outrigger at both the buff
and control ends. It's part of the mechanism
and is a framework which sticks out from it
which moves the snare strap away from the
circumference of the drum a little and helps the
wires to rest parallel to the head without
twisting.  (Slingerland used to use these out-

riggers 40 years or so ago — so did Ludwig.)
Whilst | was looking at RIB 1 also took the

opportunity of playing the newish and revolu-

tionary “two to one’ snare drum which uses pb




the same brass shell and rim hardware as the
Sound King but there the similarity ends. [t
has two diametrically opposed air holes. the
more expensive 1 DR (total dynamic response)
part-cast. snare strainer and 12 single nutbox
and tensioners for the batter head and six for
the snare head. (1 was at first surprised that
they didn’t use the normal double-ended casings
and merely tensioned every other one for the
bottom head: but I eventually realised this
method would not put equal tension on either
side of the snares without putting one nutbox
in the way of the share strainer. (If vou see
what [ mean. Wake up there at the back!)

I'he TDR strainer has a positive. more
traditional sideways-operating. cam-action, on
off mechanism and also has the built-in out-
rigger facility which in its case carries the extra-
length snares out orer the drum’s bearing edge
to give greater “snare-over-head™ coverage and,
as | said before. match the head’s plane exactly.
The butt ¢end too has this “outrigger™ fitment.
TDR has smoothly adjustable fine tensioning
and attaches itself to its 20-strand snares like
the *Zoomatic’ with the doubled-over packing
tape.  (By the way, | would recommend this
type for slot-fixing any snare to its strainer.
You simply put the tape through the slot. fold

is. 1 understand. a five-ply wood shell version
available. To sum up. the drum has a very
open. unchoked sound which may well be
exactly what you're looking tor. and would
certainly surprise and impress the other guys on
your block.

I also tried Slingerland’s Spitfire snare
drums. This was Louie Ballson's actual drum
fitted with 12 gut snares and tor a couple of
minutes there | actually sounded like him. (I
though so anyway!) Louile’s one is as far as |
can see identical to the Concert King snare
drum but with four air-holes. The five-ply
wood-shell has 12 double-ended nut boxes and
tension screws (top and bottom) and the TDR
strainer with 12 individual screws at its butt
end to separately tension each strand ot gut.
These four air holes are something of an inno-
vation tfrom Slingerland. 1 presume the premise
is that with drums as with speakersit’s important
to dissipate efficiently the ensuing column of
air. In the case ot a drum thisis possibly not only
through the sound “‘port™ but also through
every other available exit like the nut box,
snare-strainer or damper holes. However,
with a drum it may well be that the air moving
inside and causing the bottom head to resonate
sympathetically. characteristically colors

it back and stick it to itself. Because packing deepens and enhances the sound bhecause it

tape has all those strengthening threads I find it
lasts longer than plastic strip or string.)

Slingerland stipulate a ditferent method to
tune their drums with the TDR mechanism.
For a 10 lug drum, vou tension the first two as
normal diametrically across the head. Then.
you miss oul the next tensioner going counter-
clockwise and tune the one after. then across
again. miss one, cte.. etc. They also recommend
a looser snare head. The batter at around A4
and the snare approximately a third lower. For
the 12 tensioner drum you tune in a completely
different way. You tune the first two diametric-
ally across (as before) then travel round the rim
counter-clockwise rhiree tension screws: then
across again and round clockwise four screws:
then across again and counter-clockwise three
screws, then across and turn clockwise four
more tensioners and so on. You ultimately
make three alternate moves counter-clock wise
and two moves clockwise. (Any clockwise
move must turn the fourth screw). [ hope it
works!

The “two to one™ is more responsive than
the Sound King and has an extremely tight
sound.  Obviously, the two extra tensioning
positions on the batter head will give more
tuning control but | think its debatable and a
“moot point™ to presume that the snare head
does not need as much control. After all. it's
the tension of this sympathetic head which will
make or break the sound ot the drum. We all
know that it's this head which causes (or not)
the snares to vibrate in the first place. Mind
you. il's obviously better to have siv screws
tightened properly than a dozen which are not.
Having said all this. it’s full marks to Slingerland
for producing the drum and perhaps my too
brief aquaintance with it has done it an
injustice | would have liked the opportunity
to test it in its natural live environment or in
the studio to see exactly what it could do. The
metal shell “two to one™ is something like 40
n expensive than the Sound Kineg and there

is held inside momentarily whilst searching for
the quickest way out. Anyway. Slingerland
have taken a logical step and are to be congratu-
lated on possessing an R and D" department
capable of re-cvaluating the designsof the drums
themselves rather than just dedicating them-
selves to the task of designing bigger, stronger
and heavier stands. The Concert King comes
in three unusual sizes ( by dance drum standards):
Sand 6 x 14and 6 x 15, Shingerland nut boxesare
padded with a small piece of plastic inside to stop
them or their internal springs rattling or “'sing-
ing” in sympathy and cast from a ferrous alloy
with their shell fixing point bosses set further
apart than normal. This means the lug will better
resist the vertical turning force which threatens
to lift it off the drum when tension is applied to
the drum head.

ACCESSORIES

RJB comes with two hoom cymbal stands,
a Dynamo hi-hat, two double *Set-O-Matic™
concert tom stands, a “yellow jacket™ bass
drum pedal and a Rocket snare stand. All
tripod leg stands now have tubular legs.

The boom cymbal stands are substantial
three section models (four if you count the
boom itselt), and features substantial cast-alloy,
swivel blocks fixed to the top of the down
tube and also a much-more-substantial-than-
before, matching cast tilter. This tilter is a little
reminiscent of Pearl’s, but has a large *1W"")
serrated-edge boss moving inside a cast frame
and has the cymbal holder rod tapped into it.
The turning movement of this boss and
ultimately the angle of the cymbal is arrested
by a large wing-bolt with shoulders on it larger
than the slot in the framework. These shoulders
pull the boss up against the side of its locking
hole (in the framework) and lock it there with
pressure on its outside. |It's all a bit like an

knglish sandwich: bread. filling and more bread.
| feel the company could reduce wear on the
large angle-ariesting wing-bolt by fitting a nylon




washer to it. There is, of course, Slingerland’s
usual heavy adjustable counterweight fitted to
the end of the solid rod fulcrum arm. Their
cymbal rod itself extends far enough to put the
instrument three inches from the pivot centre
which means you can play it at almost any
angle without it fouling its stand.

Both the cymbal stand and the tom-tom
holder stand use the same tripod bases with 13
radius tripod legs braced with double flat steel
stabilizing struts joined to pressed steel collars
sweated to the bottom of the largest down-tube.
This bottom tube has a replaceable nylon insert
at its top to take the wear. but for some weird
reason the top of the middle stage has an old
style cast block clamp fitting tightened with a
largish wing-bolt.

The concert tom-tom stands have three
stages too, which is somewhat unusual — useful
though, should vou want to mount a pair of
open ended drums really high to the right or left
of your set. The holder itself uses Slingerland’s
plastic ball and cage principle (more of this
later) which has a thick section pair of trape-
zium-shaped cast spade fittings set a couple of
inches apart on each side of the ball. These
locate into female similarly shaped. pressed
steel fittings attached to the shell itself. Because
of the shape of the spade (it's wider at the
bottom), the tom-tom locks itself to the holder.
There seems to be some lateral adjustment
within this via a screw tapped into the holder
itself to cure what | consider to be the bane of
any concert tom holder. Iventual annoying

with the adjustable spiked legs they used to
have, but they still have a spur.) It has an
adjustable compression spring with a heavy
cast two-piece footplate which at the motent
does not match the bass drum pedal’s but I'm
sure will do eventually. It’s a very sturdy stand
which extends to a reasonable height which can
be locked with a jubilee clip. It has a unique
hexagonal centre rod which ensures the new
style turned top cymbal clutch a secure, non-
slip operating position. The bottom cymbal has
a tiltable nylon seating-cup.

The newest Slingerland bass pedal is the
“yellow jacket™ which comes as standard with
thisset. Lunderstand its extremely competitively
priced and presume it supercedes the old
Tempo King pedal. (In 1976, the company
introduced their answer 1o Ludwig's Speed
King. [fvs called Super Speed and has twin
adjustable internal compression springs and a
metal strap,pull.  Unlike the Ludwig. its spring
tension is sensibly adjustable from the top.)

The “yellow juchet™ has basicully the same
"U™ framework as the Super Speed but with a
yellow crackle finish and twin expansion springs
fixed as usual outside the unit. It fits to the
bass drum hoop in the same ingenious way as
its more sophisticated brother. When you first
fit it you use the wing bolt as normal  from
then on all you necd to do to clamp it to the
drum is move a cam lever from left to right.
It s very convenient. The pedal also has a metal
strip with a nylon bearing. a pair of spring
loaded spiked spurs filled at the base of each

rattle and movement once wear sets in on the post. and the spring tension knob has a “notch™ —— — = —S

spade and its female holder. Full marks 10 machined into it 10 prevent the action loosening B3¢0 Henrit bas beena
professtonal drunimer since the

Slingerland. off whilst playing. The stroke adjustment on

RIB 70N which is the outfit with a//
double-headed tom-toms uses two of the
double ‘Set-O-Matic’ 160 holders which 1o
my way of thinking hold and keep the two
drums in a perfect playing position. Both
drums corafortably close together at exactly
the same vertical and horizontal angle.

The holder. as | said, works on the well
known “ball and cage’ principle, with a nylon
ball sandwiched and held in position with a
drum key operated screw. The actual holder
fits into a solid, locking. socket-plate mounted
on the bass drum (or into a tloor stone) and
shaped to stop the height adjustment tube from
rotating. This same ‘)’ shaped hole is found on
the tom-tom mounted female plate to keep the
drum fixec in its lateral position. TIhis position
is not adjustable horizontally but fixed solidly
with another drum key fitting screw. A jubilee-
type pipe clip enables the height adjustment
to remain vertically consistent every time.
There's also a “Super-Set-O-Matic™ which
allows more lateral adjustment and, if necessary,
the two tom-toms can be angled vertically
towards each other as well as horizontally
pivoted towards the player. The Rocket snare
drum stand is an adjustable-basket-action,
Buck Rogers type with new tripod legs, flat
stabilizing struts and a large tour cornered
aluminium locking-nut to tighten the rubber-
tipped basket arms to the snare drum. This
stand too now has a nylon insert at its height
adjustment clamp.

Slingerland’s Dynamo hi-hat has a very
smooth action and, of course, has the new
tubular steel tripod legs. (They've done away

the “yellow jacket™ is as on the old Tempo
King three positions (hard, medium and
soft) activated by changing the cam radius.
There seems to be only a split footplate avail-
able the Super Speed had the one or two
piece alternative.

Slingerland’s heads are not being made at
the plant at the moment but. one presumes.
by Remo. There’s no crown on them but the
catalog lists Ambassador, Fmperor or ('S, They
appear to have a slightly different shell fitting
shape to ordinary Remos but “a rose by any
other name would smell as sweet.” [ personally
used to be concerned about the odd shiny
Slingerland heads because they used to dent
very casily and 1 felt (possibly unreasonably)
that this meant they weren't too strong. Any-
way. all the drums were fitted with rough
coated  Ambassadors although you could
stipulate smooth, transparent or S for a little
more bread.

In conclusion, the finish on the drums both
inside and out left little to be desired. They are
smoothly multi-hot lacquer coated on the
inside and the chrome plastic on the outside
looked good. There are 25 different finishes
available of which six | consider to be “‘no-nos"™

the others | can live with but prefer the solid
plastics and the four natural woods. {(They
don’t scem to do blue denim anymore which |
shouldn’t think will worry anybody unduly.)

All in all, this is a very good drum kit
who's sound has changed little over the years
(except become more modern with the intro-
duction of the five-ply shells) and whose fittings
have changed immeasurably tor the better ——

Sixties and worked with a string
of top bands, including Argent
and Phoenix. A busy session
musician, be bas recorded with
Roger Daltry and Leo Sayer
among others, and bas also found
tine to present drin clinics.
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Effectscheck
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poor musician today who is faced with a

baffling range of effects pedals. The only
safe advice anyone could give is to try as many
as you can, and that in itself can be an awesome
task.

This new range from Ross Inc. of Chanute,
Kansas, is well-designed and includes some of
the best effects P've heard. Take for instance
that old favorite the distortion unit. This
Ross model is mains or battery-operated and
fairly straightforward in design an onfoff
footswitch, rotary controls for the amount of
distortion and output level plus in and out
jack sockets. Simplicity apart, the “fuzz™
sound obtained is excellent — even on chords,
every single note can be heard clearly, without
the whole thing dissolving into a mushy mess.
I've always found a good test is to put as much
treble as possible on the guitar and play lead
lines in a high register if they “break up”,
you're backing a loser. Not so with this unit.
Even the toppiest sound is smooth and clear.
With the distortion and level controls, you
can pre-set the amount of tuzz and volume
required. The other nice thing is that, like
the rest of the Ross range, the rotary controls
are half-recessed which means that, apart from
looking a whole lot better. they are well-
protected.

The Phaser, along with the Compressor
which I'll come to later, is the same size as the
Distortion unit, i.c. small and compact. Again,
there is the footswitch, jack sockets and two
rotary controls this time for Rate and
Intensity. The rate varies from a slow, subtle
sweep to a rotary-cabinet sound. The sweep
rate is variable from 1 - 8lz and the sweep
width covers three octaves.

The Compressor really is a beautiful little
unit. This time, rotary controls for Sustain
and Output are provided so you can pre-set
the amount of limiting required. For those
interested in exact specifications, the following
figures say a lot: the output level is adjustable
from 0 - 200mV, the limiting threshold from
4 - 80mV and the compression from 15 - 40dB.
When testing this unit, I plugged it between
guitar and tape deck and, by pre-setting the
limiting threshold and watching the tape deck’s
VU meter. all was apparent. Ideal, in fact, for
home recording in this situation.

The Ross range also includes a line of
slightly larger. mains-operated effects. Their
10-band Graphic Equalizer is particularly
impressive. If, like me, you'd always thought of
“mini-graphics™ as little more than toy replicas
of their big brother studio counterparts, then
think again. This unit (control range * 12dB)
has EQ center frequencies at 31.2Hz, 62.5Hz,
125Hz. 250Hz. 500Hz. 1kHz. 2kHz, 4kHz,
8k Hz and 16kHz. They also quote its distortion
as 0.1% and its signal-to-noise ratio as greater
than 85dB. Another unit that would be ideal
for home recordists, this graphic’s applications
are virtually limitless, 1 only tested this unit
with a mike and a guitar but was very impressed
with the results. With the minimum amount of
setting. it was possible to get a Kenny Burrell
sound from the back pickup on a Telecaster!

The Ross Flanger is another mains-opcerated
unit, this time with four rotary controls
Manual, Man/Auto., Rate and Recycle. The
flange obtained wasn’t overly impressive but
the range of adjustment obtainable certainly
was. The Manual control enables manual
flanging and also sets the base notch spacing
when the flanger is automatically flanging.
The Manual/Auto control adjusts the automatic
flanging width from zero to maximum. In fact,
when set at zero, it is virtually in a manual
mode. The Rate control (obviously) sets the

Pedals, pedals and more pedals — pity the

flanging rate and the Recycle knob adjusts the
notch depth. There is a lot of adjustment
available in delay time (from 0.5 to 15.0
msec), auto flanging rate (from 0.1 to 8Hz)
and notch depth (from 20 to 40dB).

The Ross D/P Combination is a combined
distortion and phase unit. There are two
footswitches on this pedal one for Phase
and one for Distort — plus four rotary controls:
Rate: Intensity: Distort: Output. Of these four,
the first two apply to the phaser part, the
latter pair to the distortion. The sounds and
facilitics obtainable are exactly the same as |
described when 1 mentioned the phaser and
distortion units but they can be mixed together
or used separately as required. | had great fun
with this unit, doing my best impersonations
of Jimi Hendrix and Ernie Isley — the definitive
phase/fuzz sound.

The Ross Stereo Delay is a particularly
useful and effective unit. Mains-operated, its
main function is that of a delayfecho unit.
To this end, there is a single jack input and two
outputs. cach with their own Mix control.
These are Remote and Local outputs. Other
rotary controls are provided for Delay and
Recycle. The delay control varies the signal
delay time from 25 to 500 milliseconds, while
the Recycle knob adjusts the echo decay (as
opposed to delay) time, The Remote and Local
Mix controls sct the mixes of “dry” and
delayed  signal for their respective outputs.
Turned fully counterclockwise, these controls
give a dry signal, when turned clockwise, the
delayed/dry signal ratio is increased. The
stereo facility comes in the form of being able
to connect the separate outputs to sepurate
cabinets. In this way, the Local footswitch
cither bypasses the unit or runs the signal
through the circuitry, while the Remote switch
cither runs the signal through the circuitry or
shuts off completely. So, it’s possible to sct
up two completely separate mixes and kick
once or the other in for special effect. The unit
is very neat, very compact and well-designed
with an excellent range of delay and decay
facilities.

In conclusion, a very interesting range of
pedals. All are well-constructed and beautifully
designed and particularly helpful is the fact
that details on operation and specifications
are printed on the bottom of cach unit. Pick
of the bunch for me would be the Stereo
Delay and the Distortion units. Such pretty
colors too.

Eamonn Percival

DISTORTION
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3 GET YOUR HANDS
! ON TODAYS GUITAR

3-1000

NOISE LEVEL NOISE KILLER CIRCUIT

Reduces hum and  unwanted noises from

leads ele, caused by capacitance problems, i
without losing top trequency detimbion.

Your amphlier reproduces only the sounds

vou want to hear---

without external noises

ideal tor studw cenditions(the Noise

hilter s drwven by a 9 volt battery

and swiiches on when jachk plup s

nserted. Battery ite approumately

”

three months with 2 3 hours per day use.)

BALANCED
BODY

Designed to obtain the

best possible balance
combined with
pertormance. Carved from
sohd Ash, tapered tor
correct weight dhistribution.

SPECIFICATION

Six-position Tone Selector
Switch.

L.amimated neck .

Jacaranda Fingerboard.
46mm at 24th tret.

Power Plus 1 Pick Ups.

Sohid brass Bridge and Top
Nut.

Exciusive UK distributor :
Gipgsville Linut ed.

South Dove, Phoennn Way,
Hesdon, Middkeex

Exclusive US A distributor :
Music Distrabutor s.Inc;
3200 Darby Avenue, Chatlotte, NC 28216

Cucle 464 on Header Service Card
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listen even when he

isn’t playing.

We were lucky to get him
to sit down long enough
to pose for a picture.

Ed Shaughnessy is a
busy drummer. Five
nights a week, he's the
star drummer on The
Tonight Show. ; .

He’s the force behind y .
the Ed Shaughnessy BUANRY Q¥ N
Energy Force Big Band. Energy Force is Ed’s spirited,
17-man ensemble of hand-picked musicians. Together, they
play jazz, soul, rock and experimental percussion many
critics feel is the wave of the future.

Ed Shaughnessy spends a
lot of time teaching. He
conducts clinics and work-
shops for young drummers in
schools across the country.
He’s even written books
about drumming.

And now, Ed Shaughnessy
is a Ludwig drummer.

For a comprehensive
catalog of Ludwig drums and
percussion instruments, write Ludwig Industries, 1728 N.
Damen Ave., Chicago, IL. 60647. lvDwig

Circle 417 on Reader Service Card



Guitarcheck:2

Gib N t is not very often that anyone has the
So opportunity to celebrate the 25th anni-
versary of an electric guitar: rarer still to

LeS PQUI celebrate a guitar design which started 25 years

25 SO ago, and is stiil today a standard of

’reference in the music business.
To celebrate the 25th anniversary

Anniverscrg ' of_ the introduction of the les Paul
guitar and coincidentally Les

51499 ; q Paul’s 50 years in the music business,
Gibson have produced a special

) q limited edition ot Les Paul models, with

deluxe features and fittings, and a few

refinements not found on the standard
issue models. (I am advised that numbers
really are very limited. Anyone interested
should make their enquiries as soon as
possible.)
This is a very fancy guitar but it is also a
delight to play. The neck is nicely shaped
and is made from three layers of flamed
maple with two dark wood stripes between
them. Many Les Paul models have mahogany
necks in one or more pieces and the older
models generally have necks which are quite
bulky by modern standards.
This neck still seems to have the
characterisitc feel of the older necks,but it
appears to be rather less deep from front to
back. Possibly the greater strength of hard
maple allowed a little more to be shaved off the
back without causing any weakness or loss of
rigidity. | can’t imagine anyone throwing this
sort of guitar about the stage. It is likely to be
handled carefully, but just in case anything
nasty should happen toit in transit, it may be of
interest that a well-made maple neck is also less
likely to break at the head - or anywhere else,
for that matter.

The head and neck have attractive and well
fitted inlays in real pearl. The **25/507 inlay in
the head is not only distinctive, but also graceful
and pleasing in appearance. It is easy to produce
a distinctive logo, but those which are distinc-
tive, intelligible and in good taste are rare. |
suppose that sums up the whole guitar really.
It is a bit flashy, but it is flashy in very good
taste.

The machine heads appear to be Schaller
units with the Gibson name on the back.
Possibly to indicate the combined gold and
silver anniversaries, the machines have gold
bodies with nickel buttons, giving a gold and
silver appearance. In fact this is a very sensible
idea, as the gold plating would eventually wear
off the buttons in patches. The *silver” finish
will survive much more use before it starts to
look worn.

The truss rod cover and the nut are made of
polished brass, and match the gold plating on
the other fittings very well. Some people say
that brass nuts give a better sustain. ] am not
sure how this could have a significant effect on
anything except the open strings, but it looks
nice and it makes life a little easier for the
elephants. The brass nut is nicely shaped and
fitted to the neck, with no sharp edges. The
string slots are set a bit high above the frets to
my taste. | think one can reasonably assume
that this sort of guitar is going to be adjusted to
suit the person who buys it, and under these
circumstances it is better that the strings are
too high at the nut than too low. They can
62 ~— always be adiusted lower, if needed.
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within the length of the fingerboard. The
fretting is also of reasonable quality, but not as
good as on some other expensive Gibsons I
have seen. The frets are rather more square
than | would like, and tend towards sharp
corners in places under the first string and
towards the treble edge of the fingerboard. The
inlaid markers at the first and fifth positions are
not placed centrally between the frets on each
side. Also the bindings on the edges of the
fingerboard and head have some blemishes
consistent with a slightly hurried scraping job.
This is also apparent at the end of the body
edge binding where the neck joins the cutaway.
The binding in general seems to be this guitar’s
least desirable feature. There are other jointing
and fitting blemishes in the binding behind the
neck joint.

Cleaning up binding is neither easy nor
pleasant, and it tends to wear the skin off the
sides of one’s fingers. No-one should have to
do that job for more than one or two hours
per day, and | have the impression that this
cleaning up job was done under some sort of
pressure. | have seen one other 25/50 Anni-
versary model which had, if [ remember
correctly, very neat and clean edge bindings. |
hardly think that my sample can be typical in
this respect. | must publicly acknowledge the
scrupulous honesty of Norlin in sending me
what is obviously not a carefully pre-selected
sample. [ would not wish it any other way
(and incidentally, I wouldn’t accept it any
other way, either).

The body is made in the traditional Les Paul
manner, from mahogany, with a curved maple
front. In common with some of the very old
Les Pauls for which people will pay astonishing
prices, this instrument has the front made from
“book-matched” flamed maple, with a rich and
subtle sunburst finish. The edges of the body.
and the back of the neck are carefully tinted to
match the edge of the sunburst on the front,
but the back, for some reason, is finished in a
light mahogany color. This doesn’t match
anything else on the guitar and | think it looks
a bit odd.

The bridge 'is a conventional “Tunamatic”
of the more recent type. It fits neatly on
its solid support pillars, and all its adjustable
string saddles appear to be quite free of rattles.
(This later model Gibson Tunamatic bridge and
the Yamaha bridge in a similar style seem to be
about the best of their kind for consistent
freedom from rattles.) The tailpiece is unusual
in that it is fitted with fine tuning adjusters for
each string. Regrettably, the second string
adjuster on my sample is rather stiff, but in
principle, I find these adjusters a great conve-
nience. A friend tells me that some American
players have bought these adjusting tailpieces
and fitted them to their own Gibson guitars.
Apparently, they work well and also look
appropriate on the Gibson Artisan.

An old friend and customer who does a lot
of fancy studio work suggested that the screws
should be moved to the rear edge of the tailpiece
bar. He found it difficult to use his normal
palm damping technique, because the screw
heads prevented him from resting the heel of

his hand on the tailpiece. As mos: of my time
in studios seems to involve obscure instruments
which no-one else will play (at least not at two
in the morning) 1 will respect his opinion and
suggest that while I am happy with the design
of the tailpiece as it stands, perhaps Gibson
might reconsider the position of the screws.
This tailpiece is a real improvement in tuning
ease and efficiency: a similar mechanism is used
on instruments of the violin family, but I have
not seen it before on a guitar.

This 25/50 Anniversary model has the
standard ‘‘selector switch, two tones and two
volumes" for the two pickups. and in addition
one other switch, which appears to operate a
coil tap on both pickups. The pickups are
encapsulated in black epoxy, which should stop
all but the most determined from removing the
gold plated lids. They appear to be a slight
variation between one or two of the more
recent Gibson humbuckers. They have a full
bass and a clear, smooth treble and I like the
overall sound. They are described as the new
Series VII pickups and I can’t tell you much
about their internal construction because they
are full of black epoxy, and too recent to be on
any of my lists.

The wiring inside the body is entirely
shielded, either inside co-axial cables or by
metal shells screwed over the control areas, but
with one exception. The coil-tap switch does
not fit within the larger metal shielding shell,
and so it is mounted outside, unshielded, with
a hole cut in the side of the shell for wiring access.
This is inconsistent. Eithera guitaris completely
shielded at considerable trouble and expense.
or it is not completely shielded. This instru-
ment has had the trouble and expense, and is
not completely shielded. Might I suggest a small
tinplate hood, soldered to the hole in the side
of the main shielding shell, so that it encloses
the switch and its immediate wiring when the
shell is screwed into place.

While | am on the subject of witing, thereisa
free cord supplied with this guitar. If my sample
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Bee*Gees (b&jéz) N. 1. Maurice, Robin, and Barry Gibb.
2. Singers, songwriters, and musicians who have made an
important impact on the music industry. 3. Professionals who
have displayed an almost uncanny awareness of the directions
music is travelling.  (see talent, creativity, and perfectionism)

taleent (tal’ant) N. 1. A mental or physical aptitude; specific
natural or acquired ability. 2. Natural endowment of ability or
superior quality. 3. Gifted people collectively.

creeastiveioty (kré-a-tivi-t8) N. Characterized by originality
and imagination.

perefecetion®ism (por-fek-sho-nizem) N. A propensity for
setting extremely high standards and being displeased with
anything less. (see perfection)

perefecetion (por-fek'shon) N. The highest degree of excel-

lence. (see MCI Professional Recording Equipment. Designed
for professionals like the Bee Gees)

4007 N.E. 6th Avenue, Ft. Lauderdale, Florida USA 33334 (305) 566-2853
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€ is a beautiful guitar to play,
as good as my own standard
1is sort of guitar: an early Les
vcularly good sound.

= UW guitars of any age or make can
: ae favorably with this standard. The

>s Paul 25/50 Anniversary sent for review
does produce a comparable performance, it
has the best Les Paul-type sustain 1 have heard
from a new guitar in years and all its tones are
different and useful. At least to my standards
it must be said to work very well indeed. You
may find that a little bass cut on the amp is a
useful starting point. Of course it doesn’t sound
exactly the same as the old guitar. [t doesn’t
have to. it doesn’t look like a re-issue of the old
model and there is no reason why it should sound
identical. The point is that | consider its per-
formance to be in the same class as the best of
the old Les Pauls.

I am not quite so happy about the appearance
of the sample sent for review. I appreciate that
really careful and sensitive finishing can absorb
a disproportionate amount of time in the con-
struction of a fine musical instrument. However
I would Lave thought that this particular limited
edition was an appropriate occasion to spend
a disproportionate amount of time on finish-
ing each instrument to something near per-
fection. There is also the question of wood
selection. The front of my review sample is
moderately flamed but it does not look as attrac-
tive as the instrument shown in the advertise-
ment photograph which appeared in the UK.
If | had placed an advance order based on this
picture, [ would have been less than delighted
with the appearance of the guitar when it arrived.
(This applies only to the cosmetic appearance;
my sample plays beautifully.) | also appreciate
that wood is intrinsically a variable material,
but specialist wood suppliers are quite adept
at grading flamed violin and viola backs, so |
don’t see why the maple fronts of top quality
electric guitars in a very limited edition should
not be reasonably consistent.

If you consider this guitar as a fine musician’s
instrument, which 1 believe it is, all this about
flames and finishing is unimportant. You have
a well-made, reliable, great-sounding guitar.
It is expensive, but no more so than a good “‘one-
off” from an individual maker. If however,
you corsider it as a collector’s item — and it is
advertised as a collector’s item — then I feel that
some collectors might criticize some of the
finer points of detail and workmanship. Of
course there are collectors who will buy any-
thing on which they can make a profit in a few
years’ time. | believe some of them would buy
a stuffed pig, if they knew it was a limited
edition. There are others for whom at least
part of the pleasure of collecting fine instru-
ments comes from owning, and possibly also
playing. representative examples of historic
instruments, and representatives samples of the

best of modern craftsmanship. While the
25/50 Anniversary guitar is certainly a historic
instrument, and is very likely to appreciate in
value, 1 do not feel that my sample represents
the peak of guitar making craftsmanship in the
late 1970s. It is very good, but it is not quite
perfect, and for such a prestigious celebration,
perhaps they should all have been perfect.

Stephen Delft

Measurements on Gibson Les Paul

25/50 Anniversary

Ser. No. 725 78041

Scale length 625mm

String spacing at bridge 52mm

String spacing at nut 36mm

Fingerboard width at nut 43mm

Action as supplied 1.4mm treble/2.2mm bass

Lowest “standard conditions™ action /.3mm
treble/2.4mm bass

Depth of neck at first fret 20.5mm

Depth of neck at 12th fret 25mm

Depth of neck at 15th fret n/a (heel begins at
13/14)

Frets on fingerboard 22

Body joins at 16th fret

Check 502 on Reader Service Card

!;rl_; cleaned binding

Internal wiring
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Creative Expan.

Expanding the potential of your ms}I’

Super Distortion™
Humbucker

The SDHP is the pickup
that first put the word ‘hot’ in
the guitarists’ dictionary. For
the rock guitarist, the SDHP
does it all—at full volume, it
provides the most powerful,
sustained sound your guitar is
capable of. At lower volume,
the SDHP becomes clear and
warm, useful for all playing
styles. This is accomplished
without squeal or unwanted
hum, and without any loss of
frequency range, as is common
in other “hot” pickups.

Dual Sound™
Humbucker

Everything written about
the SDHP is also true ot the
Dual Sound—it’s the same
pickup, with the added option
of a second sound, available at
the flick of a switch. This
allows the guitarist to go
instantly from the sound of
the Super Distortion to a
clean, bright sound similar to
that found in Stratocasters and
Firebirds. No increase in noise
is experienced, and, unlike
other companies’ ‘split coil’
pickups, the Dual Sound pickup
is humbucking in both modes.

Super ™

Any guitarist who has had
trouble cutting through, or has
a guitar that sounds dull, will
appreciate the Super II. It
ofters slightly less output than
the Super Distortion, but has
increased treble response.
Combining this performance
with low cost gives a pickup
ideal for guitarists looking to

upgrade their present equipment.

PAF™

The PAF is a speci
with a special sound.
sound of the “patent a
for” pickup made in 195
This sound is not one of s
power, but of a warm tone,
and a singing sustain. It has
only been available until now
to the limited number of
players able to acquire old
instruments.

FS-I™ & Pre B-I™

The FS-I & Pre B-l are direct
replacement pickups for
Stratocasters and Telecasters.
The Pre B-1 is made for instal-
lation in the bridge position of
Telecasters, as shown in the
insert photo. The FS-I can be
used in all positions on Strato-
casters, but is especially
recommended for use in the
bridge position. Both pickups
mount with no modification to L
the guitar. The FS-I and Pre
B-I enhance the basic qualities
of the guitars they mount in
by offering increased output .
and greater midrange response.

SDS-I™

The SDS-I is a Stratocaster
replacement pickup like
nothing you've ever seen or
heard before. It is the first
Strat replacement pickup with
fully adjustable pole pieces. It
is the first pickup of its kind
powerful enough to let Strats
compete with the hottest gui-
tars on the market. The power
of the SDS-I is not weakened
by the double tones and out-
of-tuneness common to other
Strat-type pickups, because it
has 50% less string pull.




from DiMarzio.

expands the potential of your music.

Model I™
Bass Pickup

The Model I fits
directly in EB-0
basses, as well as in
the bass position ot
the EB-1, 2, and 3. It
produces the sound
the owners of these
basses have always
wanted— powerful,
yet crystal clear
Every note down to
the lowest can be
heard distinctly. A
- miniature switch is
included with the Model One. Installation of this switch lets the

Meadel One produce two distinct sounds. One is similar to that
made by the Fender Precision, while the other has a Ricken-
backer-type sound. The switch is optional; it can be omitted
with either sound available alone.

DiMarzio
Model P™
Bass Pickup

The DiMarzio
Model P otfers several
major advances not
previously available
to Precision players.

It has adjustable pole
pieces for each string.
It has a magnet struc-
ture which eliminates
distortion and double-
tones, and yet has no-
ticeably increased out-
out. The effect of this is to give the bass a brilliant sound, with
ourch and clarity on every note of the bass.

Acoustic
Modeil™

The Acoustic Model
is a high-elficiency
contact pickup which
can be used with
tound hole guitars, as
well as banjos, man-
dolins, and upright
1 : basses. Low noise and

73 & high output make this
%Y Y m -\\\0' pickup outstand-
ade Ing-—no pre-amp is
required.
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Acoustic Model

Acoustic
Model II™

The Acoustic Model
Il is a humbucking,
magnetic pickup for
steel string acoustic
guitars. A simple,
sliding rail arrange-
ment gives the Model
11 the unique ability
to tune any acoustic
guitar tor harmonic
balance—the player
can emphasize over-
tones, or fundamen-

tals, in any propor-
tion he chooses.

Accessories

Complete hum-
bucking pickup hard-
ware. 500K and 250K
potentiometers. Five-
way pickup selector
switches. Double-
throw miniature
switches, identical to
those included with
our Dual Sound and
Model One Pickups.
Brass Hardware—
Solid brass tunamatic
bridges, Stratocaster
replacement bridge
pieces, brass nuts for Fender style guitars and basses, and
Gibson-style guitars. Combination acoustic jack end-pin. Fret
Wire. Creme neck and body binding material. Electric Bass
strings in round and Hat wound sets.

& DiMarzio
“ Musical Instrument Pickups, Inc.
1388 Richmond Terrace Dept. I

Staten Island, NY 10310 USA
(212) 981-9286
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Your keyboard solo
has to be hot.

Peter Robinson of Brand X

When you play an ARP Odyssey
your solos sizzle.

On stage and in the studio, the Odyssey
lets you perform musical tricks that other
synthesizers imitate, but never duplicate.

A patented two-voice keyboard is just
one distinct advantage. ARP's famous
“human engineered” control panel puts
bells, screaming guitars, and lilting flutes
at your fingertips. The Odyssey’s musical
options include everything from bombs
and machine guns to sweet strings and
soulful saxophones. Plus hundreds of
original sounds which ycu can create

Since the Odyssey came on the scene,
it's blown away every other solo syn-
thesizer around. Sea Level, Boz Scaggs,
Chick Corea, the Starship, Kansas,
Jean-Luc Ponty, Brand X, and countless
others use the Odyssey cn recordings and
in performance. Each of these bands plays
its own kind of music, yet they all
depend on the Odyssey to give them
their kind of sound.

Now it's your turn.

Step into a Certified ARP Dealer for
a complete demonstration and
musical tour.

Step up to an ARP.
It's the sound.

For a copy of ARI”s full color catalog,
and the names of Certified ARP Dealers
in your area, send $1.00 to: ARP

45 Hartwell Avenue, Lexington,
Massachusetts 02173

ARP Instruments, Inc. 1979
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Caution: playing
this keyboard can produce
creative side effects.

The Crumar Orchestrator

Easily the most versatile and dynamic polyphonic keyboard on the
market! A Brass Section with four different filter controls. Strings with both
Violin and Cello with controllable EQ on keyboard. Piano <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>