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prod.i-gy \'prad-as-je\ n, p/ -gies [L prodigium omen, monster, fr.
pro-, prod- + -igium (akin to aio I say) — more at ADAGE] 1 a
» : a portentous event : OMEN b : something extraordinary or
inexplicable 2 a : an extraordinary, marvelous, or unusual ac-
complishment, deed, or event b : a highly talented child

esp  inarked

LISTEN.ITLIVES UP TO ITS NAME.

production control n : systematic planning, coordinating, and
directing of all manufacturing activities and influences to insure
having goods made on time, of adequate quality, and at reasonable
cost :[$495] moog® 2500 Walden Avenue, Buffalo, New York 14225
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We Don't Leave You Hanging

Before Studiomaster came along,

hanging, either!

\BAMA {California)

Guitar Center
7402 S$unsct Blvd.,
Hollywood 90046
213-8741060

cie's Music

/ 5th Ave. No.
ingham, 35203
2524498

Guitay Cenzer
928 Vin Ness Ave.
San Franciseo 94109

ZONA

Fry's Music Center

2 N. 7th Strect 415-441-4020
nix 85020 .
997-6253 Guitar Center
96 N. 2ud Ntreet
Music Stand San Jose 95115
} Country Club 408-298-6336
on 85716 . .
3276375 K&K Masic
1904 W. $an Carios St.
(ANSAS San Jose 95128
408-249-57u0
m and Hun DS q
b Ge Spri: ound
c Rock 72205 1115 K Strvet
562-4751 Sacramente 95814
916-444-5491
IFORNIA

Skip's Mustc

2324 Florin Rd.
Sacramente 95822
916-342-1717

arma Musical Instrument

} E. Vermont

wim 92805

533-8610 .
Fancv Musix

744 Stare St
Santa Barbara 93104
805-96.3-3505

ble Sound Systems
L Midfield Ave,
Angcles 90045

6 70-171
el Guitar Shawcasr

3090 S. Bascor Ave.
San Josc 95124
408 377.5864

Music
Azusa

Covina 111

966-1781

ar Center

C Street

diego 92101

134.8731

For descriptive literature on any Studiomaster products, please write to

COLORADO

Solid Sound
1638 Pcarl St.
Boulder 814302
303-444-1734

Pro Sound

2432 8, Colorado Blvd,
Denver 80222
303-759-4455

CONNEUTICUT

East Coist Scund
440 Candlrwaod
New Milfard 06776
D3-354-1564
800-243-10154

FLORIPA

Music City

311 W. Robinson
Orlando 32801
305-423-4204

Music City

1713 S. Lois Ave,
Tampa 33609
813.879.8527

Music City

2580 Arlamtic Blvd.
Jacksonville 32207
904-399-5712

Ace Music

13630 W. Diric Highway
N. Miami 83161
305-891-6201

ILLINOIS

AAA Swing City Music
1312 Vindalia
Collinsville 62234
618-345.6700
5144211558

Box b5, Atwaod, California, 92601.

(ILLINOIS)

D.J."s Music
5055 W. 31s1. St.
Cicero 60550
312.863-7100

INDIANA

LR.C. Music Stores
5911 Fast 82nd St.
Indianapolis 46218
317-849-7965

J.B.O. Productions
1701 N, Hamison St.
Fort Waynr 46808
219-422.1976

10wA

Advanced Audio
202 Doughas St.
Iowa City 52240
(319) 354 3104

KANSAS

E.M. Shorts Guitars
2525 E. Douglas
Wichita 67211
316-684.6252

LOUISIANA

Sound City

306 N, Carrullton Ave,

New Orleans 70119
504-182-7814

MASSACHUSETTS

K&L Pro Audio
28 Acton S,
Watertown 02172
617-926-6180

MICHIGAN

Hy Jamex Enterprises
716 Cathesine Ave.
Ann Arber 48104
313-994.093 1

MINNESUTA

Marguerite’s Music
2409 10th Street
Moorheau 56560
213-233-7545

AVC Systems

1517 E. Lake St.
Minneapelis 55407
612-729-8305
MISSISSIFP

GMS Music

Caook Center. Terry Rd.

Jackson 39212
601-373-1604

GMS Mu.ic

N. Bayou Rd.
Cleveland 38732
501-846-7216

GMS Muic

1803 Denay Ave.
Pascagouia 39567
601.769-2538

MISSOURI

Big Dude's Music City
3817 Broadway
Kawsas City 63111
816-931-4638

NEVADA

Pro Drum Strop

508 Marykand Pkwy.
Las Vegas 89101
702-382.8147

you may have thought that the possibility of outgrowing a
cuse to not buy it. Maybe so, but not now. ‘As you can sce, our Studiomaster mixers arc ex
of ingenious 4-channcl-at-a-time bolt-on expander modules, your 16X4 today can be a 24X
And casy to hardle . . . no cables ar dangling expanders. Just a smo

Now’ that our new 16X8 mixer and 800C stereo pow
boards, there is really no excuse to for not visiting yon

NEW JERSEY

Rondo Masic
Hwy. 22 at Vauxhall Rd.
Unien 07083
201-687-2250

M&M Music
2006 Delsca Dr.
Vineland 08360
609-691-9568

NEW YORK

Whirlwind Music
100 Boxart St.
Rochester 14612
716-663-8820

Audio by Zimet
1038 Northern Blvd.
Roslyn 11576
516-621-0138

Kubera Music
910 Fillmorc
Buffalo 1421t
716-894-3190

Specialized Audio

Rd. 5, Rte. 50 & Hutchins Rd.
Saratoga 12866
518-885-8966

OHIo

Coyle Music
2864 N. High St.
Columbu. 43202
614-263-1891

The Music Connection
14312 Pearl
Strongsviile 44136
216-238-5966

Howard Farly Music Center
3171 Glendale-Miltford Rd.
Cincinnat 45241
513.563-9300

§

OKLAHOMA

Driver Music

6600 N.W. 39th Fxprswy
Brthany 73008
405.789-4711

OREGON

Portland Music
520 SW 3rd
Portland 9204
503-220-3719

PENNSYLVANIA

Cintioki Muvic Center
5859 Oxford Ave.
Philadelphiz 19124
215-742-4115

D.C. Short Sound Systems

239 Center Ave,

Elsworth (Pittsburg) 15202

412-761-2724

Markham Musis
1651 W. 26th St.
Erie 16508
814-452.3340

Swissvale Musie
2035 Noble
Pittshurzh 15218
412-351-5882

SOUTH CAROLINA

Smith Music liausc
120 Magnolia S¢.
Spartanhury, 29301
803-582.4118

TENNESSHE

hings in Mcmphis

o
Mruphis 38104
91}1.278.0508

TEXAS

Danny's Band Box
4303 Montara
El Paso 79903
915-516.8675

River City Music
6718 San Pedro
San Antonio 78216
512-8:26-4101

Parken Music Co.
5005 Gull Freewav
Houston 27023
713-913.9026

Billy s Band Aid
150 Hamlet Shopping Fenter
Amarillo 79107
806-333-3232

UTAH

Custar City Studias
470 N. 1100 W,
Crneerville 84014
801-292-8461

VERMONT

SDI Audie
109 & Hank St.
Burlington 05401
802-862-1905

VIRGINIA
Amhassador Music
7461 Tidewater Drive

Nortolk 24505
&D4-583-1894

12 or 16 channel mixer was a great ex-
andable, almost ad infinitum. Through use
tommorow, at 1 surprisingly low cost, too.
oth desk top for ease of operation from channel one on out.
er amplifier have joined our already superior 12X2B and 16X4 studio quality
r closest Studiomaster dealer today to check this all out. He won’t leave you

(VIRGINIA)

Rolls Music

1065 W. Broad St.
Falis Church 22046
703-533.9500

WASHINGTON

American Music Retuailers
4450 Fremont No.
Seattle 98103
206-633-1774

WASHINGTON D¢,

Washington Music Center
E1151 Viers Mill Rd
Wheaton 20902
301.946-8308

WEST VIRGINIA

The Pied Piper
1200 3rd. Ave.
Huntington 25701
800-642-3446
800-624-3498

WISCONSIN

Regenberg Music
6613 University Ave
Middleton 53562
608-836-1501

Uncle Bob's Music
6635 W, Capitol
Milwaukee 53216
414-462-2700

Music Tree Lid.
219 Jefferson St.
Wausau 54401
715-845-5950

Craig Bullington, National Sales Manager, Studiomaster, P.O.



The sound of the Mu-tron Phasor |l
is the favorite of people like Jeft
Baxter, Pat Martino, Lee Ritenour,
George Duke, Jan Hammer,
Jean-Luc Ponty, and Alphonso
Johnson.

The reason? Studio-worthy, low
noise specs combined with a de<sp,
rich, sweeping sound make the
Phasor |l the standard by which all
other phasors are measured.

You can hear the difference
between a Phasor Il and any other
phasor. Mu-tfron’s exclusive photo-
mod circuitry is far superior o con-
ventional FET circuits that give you

nothing byt noise and inherent dis-
tortion. The Phasor Il contains an
expensive custom-made device,
called a photo-mod, which works on
a sealed optical principle. The result
is more than 10 times:the dynamic
range of conventional phase shifters,
plus phasing “notches” that are far
deeper and more pronounced.

The controls on the Phasor Il are
designed to give you dozens of
options and total control over your
sound in live performance. And it is
built o withstand all of the rigors of
the road.

See your Mu-tron dealer today for

a closer look at the Phasor Il. If you
can find a better phasor, buy it.

Mu-tron. Hard-working effects for

hard-working professionals.

MU-TRON

The Mu-tron Phasor |l.
The clean sweep of professionals.

For a free copy ¢f Mu-tron's new catalog ond'the
names of Authorized Mu-tron Dealers in yourarea, write:
Mu-tron Inc.. 45 Hartwell Avenue, Lexington,
Massachusetts 02173

€ Mu-‘ron,Inc, 1979

Circle 726 on Reacer Service Card
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When two Superstars
get together, watch
out! Roy Clark and his
Gretsch Super Axe

Model 7681 are now pickin’
up a storm all over the
countryside. Catch Roy at his
next appearance and you'll see
how Superpicker makes his
own Great Gretsch Sound.

REISCH B

MUSICAL INSTRUMENT MAKERS SINCE J§383./

Circle 721 on Reader Service Card
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The legendary Randy California
calls Randall Amplifiers,

“My new sound for the 80’s.”

Randy’s amplification consists of: Randall RSM-150
Switchmaster head, Randall R412-TC Celestion enclosure
and Randall R412-BC Celestion enclosure.

AVAILABLE THROUGH RANDALL DEALERS WORLDWIDE
RANDALL INSTRUMENTS, INC.
1132 DURYEA, IRVINE, CALIF. 92714
P.O. BOX 10936, SANTA ANA, CALIF. 92711

Circle 734,00, Reader Sewvice Card




In the real world of 1% speaker
efficiency, I0% sounds unreal.

Most speakers are less than 1% effidient.
To compensate for this inefficiency and
meet today's sound levels, you need an
arsenal of power amps. Because every
time you want to increase sound pressure
3 dB, you have to double your power.

Until now.

Fender introduces Concert Speaker
Enclosures, the 2-15R and 1-15 HLR. Each
is virtually 10% efficient.

Efficiency, Part I: Theory. If it takes
1,000 watts to achieve a-desired sound
pressure level through z speaker with 1%
efficiency, it takes only 100 watts to
achieve that level through a speaker with
10% efficiency.

So the more efficient the speaker, the
less power and fewer amps you need.

Efficiency, Part ll: Performance.
The Fender 2-15 R delivers a sound
pressure level of 107 dB at 1 watt/1 meter
(pink noise) and handles 400 watts RMS
continuous. The 1-15 HLR delivers 105 dB

at 1 watt/1 meter (pink noise) and handles

200 watts RMS continuous. That's near
10% efficiency!

P

12
© CBS Inc. 1979

Both feature EV15L computer-optimized
woofers with edge-wound aluminum voice
coils that minimize heat failure. Flush-
mounted compression horn/drivers that
yield flat respcnse without equalization.

Internal ground lift switches to keep
power amps from grounding when the unit
is b.amped (wtich, incidentally, lets you
separate horn and bass functions).
Structural grace aluminum diaphragms
that prevent fatigue. And sophisticated

crossover using a maximally flat response
18 dB/octave filter.

Thiele-aligned cabinetry. Most
important, both Fender cabinets are
Thieie-a.igned for maximum bandwidth
and sound pressure level per cubic foot.

‘What have you got to lose? Verify
the specs and the performance at your
authorized Fender dealer.

The on'y thing you've got to lose is a lot
of excess equipment.

Circle 712 on Reader Service Card

.

The new

Concert Speakers

, from

MADEINUS.A,

Professional Sound Products
1300 E. Valencia Drive
Fu'lerton, CA 92631



On Drums:
Chester Thomoson

I would like to discuss the subject of coordination or independence,
rather than talk a lot about it. I will give a few examples of things to do that
might help you to come up with your own exercises.

You can explore simple things in ways that are different from the way
you would normally play. A good starting point is triplets:

Note - Hi-hat is played on 2 and 4.

A)

Ride cym: —ﬁ—nﬁ-“—*“fl»iJ #—’Fal # il -ld—{ ML —!Lil -Ii JJ—%J——?L‘]—-J—J—M‘—-{I
T e e

You can come up with your own variations between other drums or dif-
ferent combinations between bass and snare for a start.

You can also get your feet into the act:

Ri(lkC\II\*T" [ TSN N (T T VY S iél—-:ﬂ
HH Y PR TN EPAEE
e
/r R e S =y & v p T g pya
3 3 3 ) simile

From here you can go to random triplet patterns between hi-hat and bass
and for change you can reverse the hands you normally play ride cymbud and
snare with. You can also play quarter notes on the cymbal or a4 bounce teel:

3 3 3 3

x‘/:é:J‘?:J:J‘/J:J‘/’JeIc,

Eighth note patterns can be used the same way with paradiddies:

f al |
Ride cym: -H—-4—3 u\ —,GI-—«:P S SENNERT ¥ ST P SN * SN S S+ I S EOSS0Y ST |
T I\ AN | Dy :ﬁ DD v D
S.D. 12 i i o o R e e . !
B U T S TN T Vol ST TR N RN
B.D. _‘7 o e e o 7 « s yam v L4 7 NV s
—_— e = e — ﬁ =
Combinations of triplets and eighth or sixteenth notes can help keep it
mieresting:
] - | r "
Ride cvm: -H——¢ w T Y #\ } #\ 3 4\ 41 " faJ—ﬂl —4
H.H s B v :J\ v £ Y = 9 ) )

H-

)

®
sp. FERRy Fanm

B.D -

All of these ¢xercises should start slowly and gradually increase in speed
until they can be played smoothly at a very bright tempo.

Now make up your patterns but remember they won't be effective «f you
only use patterns that you can already casily play. These are only examples
of countless possibilities.

As far as [ am concerned some part of every practice session should in-
volve trying something new and ditficult. When you are at a loss for what to
do you can always take something familiar and play it backwards. Thut is
play it left-handed if you normally play right-handed and vice-versa.




Prime Time

Digital Delay Processor
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PUNKY MEADOWS and FELIX ROBINSON of Angel, TONY IOMMI and GEEZER BUTLER
of Black Sabbath, JOHN FIDLER and RAY MA JOR of British Lions, PHIL PALMER of Yellow Dog,
PATKINGand STEVE WALLER of Manfred Manns Earth Band, BOBDAISLEY, DAVEFLETT,

JOIN THE picato MAGICIANS....

Circle 762 on Reader Service Card

On Sax and Flute
Alon Holmes

)

vary its pitch, vibrato, volume, attack and tone in the

space of a single note? A semi-tone of pitch and vibrato,
instant change from a whisper to a shout, quiet breathiness to
explosive bark, dove-like cooing to angry rasp, all at im-
mediate command.

Whatever the brain can cenceive in expression the sax can
interpret faithfully and is rivalled only by the human voice in its
musical ability to convey human ¢mouon. The musical sen-
tences between breaths are copied by keyboard and  guitar
players who have no need of breath but leave gaps as if they
do, a habit which swarted with the influence of a sax player
called Charlic Parker who changed the course of music and
opened up solo possibilitics used by many of todays players
who have never heard of him but copy his licks nevertheless,
at second or third hand.

Until guitar plavers like B B King and his copicr Eric Clapton
started bending their light guage guitar strings, the pitch ben-
ding possibilitics of the hawser-like Gibson Sonomatics were
almost nil without the Bigsby vibrato tailpicce and without
which Duane Eddy would have had no twang at all.

Kevboard players were without any bendiness untl syn-
thesizers with pitch bend wheels came along, even then it took
some tme until players like Chick Corea and George Duke
found out what 1o do with them. These devices helped to im-
itate some of the dips and swoops of the sax in the hands of
artists like Johnny Hodges, but subtleties of breath controlled
expression are too complex to be synthesized.

Recording offers the ultimate in sound control so far as tone
goes, but the sound still has to come out of the sax first before
anything can be done. If the control and expression are not
there, then no amount of knob twiddling can compensate.
Because the sax is so expressive, it becomes open to abuse,
rather like a violin in the hands of a stone deat performer. The
possibtlitics of bending the pitch also make getting back to the
right pitch very difficult if a pitch centering is not programmed
into the subconscious. The pitch tendencies of the saxaphone
are generally toward sharpness at the top and flatness at the
bottom, depending on the performer’s choice of instrument,
reed and mouthpicce. So a vital process is the development of
corrective lipping to compensate for the otherwise unaccap-
table degrees of sharpness or flatness. This pratice can only
really be done against a kevboard instrument, as other wind
instruments all have their own tuning peculiarities.

Thc sax i1s the ultimate solo instrument. What other can

Continued on page 144
Alan Holmes is a top British session reedman who plays
soprano, alto and tenor saxes, flute and alto flute, piccolo, oboe,
clarinet and cor anglais. He played on the Beatles’ Sgt. Pepper
album and for four years he was a member of the Kinks. He now
leads his own jazz-rock group.
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DELUXE SELF-ENCLOSED
MAINTENANCE-FREE TUNING
MACHINES

JOINED NECK WITH STEEL-
REINFORCED ADJUSTABLE TRUSS
ROD

ROSEWOOD FINGER BOARD

DiMARZIO ""PAF" TYPE PICK-UP

Especially designed by DiMarzio for the
st f 1t

Standard.

DiMARZIO "S’l’JPER DISTORTION"
Y

ADJUSTABLE BRIDGE

SELECTED MATCHED-GRAIN SOLID
WOOD BODY WITH SCULPTURED
REAR BODY CONTOUR

when you design an orig'inal, it has to be good.

To Westbury, building a guitar that's a copy of someone else’s is like a musician trying to make someone else’s
music. For serious musicians, making music is a creative, not imitative process. The same applles to the way Westbury
makes Guitars.

But, there's that one element that defies description. Something that can’t be
copied.

It's a feeling. The same kind of feeling you get when you play a Westbury.

Originality. Be Ongmal

STANDARD (SHOWN)
DELUXE Ca v A Neck
Available i Chervy or Tobauo Sunbursl and Anhque Walnul
SUPER CUSTOM

Unicord so rrost streer westsury vew vor 115%

Circle 752 on Reader Service Card
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Name
Address

City ___ .

State .

2p___ -

Below are three answers to the
competition questions. Please
circle the one you think is
correct and return this card.

1) What is Groundlift?
a) Drum riser b} Hoist for PA

This card expires February 28th., 1980
For more information about our advertisers or about products
mentioned in our editorial columns, check the corresponding

number on this card, fill in your name and address and just dro
in any mailbox.
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740
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787
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813
826
839
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865
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891

710
723
736
749
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775
788
801
814
827
840
853
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737
750
763
776
789
802
815
828
841

854
867
880
893

712
725
738
751

764
777
790
803
816
829
842
855
868
881
894

1

713
726
739
752
765
778
791
804
817
830
843
856
869
882
895

¢) Means of preventing earth loops.

2) What is EQ?

a) Extra Quality b) Equalization

c) Equal energy per octave

3)What is Snake?
a) Multi core b)Mains cable
c)Guitar leads

Mdusician
AND RECORDING WORLD
NOVEMBER 1979

Name

Address

City R
State

2ip_____

Below are three answers to the
competition questions. Please
circle the one you think is
correct and return this card.

1) What is Groundlift?

4)What is Talkback?

a)Stage monitoring b) Transmission
line c¢)Echo unit

5) What is meant by Crossover?
a) Multi application b) High voltage
rail c)Frequency dividing network.

This card expires February 28th., 1980
For more information about our advertisers or about products
mentioned in our editorial columns, check the corresponding
number on this card, fill in your name and address and just drop
in any mailbox.
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748
761
774
787
800
813
826
839
852
865
878
891

710
723
736
749
762
775
788
801
814
827
840
853
866
879
892

711
724
737
750
763
776
789
802
815
828
841
854
867
880
893

712
725
738
751
764
777
790
803
816
829
842
855
868
881
894

2

713
726
739
752
765
778
791
804
817
830
843
856
869
882
895

a) Drum riser b) Hoist for PA

¢) Means of preventing earth loops.

2) What is EQ?

a) Extra Quality b) Equalization

c) Equal energy per octave

3)What is Snake?
a) Multi core b)Mains cable
c)Guitar leads

4)What is Talkback?
a)Stage monitoring b) Transmission
line c)Echo unit

5) What is meant by Crossover?
a) Multi application b) High voltage

rail c)Frequency dividing network.
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PEATE MUSICAL SUPPLIES LTD.
8355 LABARRE STREET,
MONTREAL. P.Q.

ODYSSEY GUITARS LIMITED
1272 Granville Street, Vancouver.,
British Columbia, Canada V6Z 1M4
Tel (604) 685-1536
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A 60 WATT :

EXCLUSIVE CANADIAN DISTRIBUTOR:

After designing the legendary Pignose
practice amp, we couldn’t get much better so
we had to get bigger. The result is the new
30/60 guitar amp which is small enough for
practice, big enough for gigs and smooth
enough for recording.

The 30/60 puts out 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
detailed 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

B are compensated inputs for the matching of
@8 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.

e

E INSTRUMENTS
INTERNATIONAL

Fignose Industries,
9000 Sunset Blvd.,
#820, Los Angeles,
Ca. 90069 213-550-8705.

*PEAK POWER
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For further details of Studiomaster contact : Studiomaster Ltd ; Northall, Dunstable, Bedfordshire, England.
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VARIABLE SWAYAND
SWAY ELECTRONIC

STEREO CROSSOVERS

For your P.A./studio. With individual XLR connections
and multicore connector (forour stage return multicore
and stage box)onrear panel.

; : $

[ s
€ * « ]
o) T a7, AL A LB I
I "] )\ 0’1 l\ l’)

4 3
[N pR ’
5 Tl s ST o
o« Al 248 \\" e ~» o 'I.\'
4 * . © 4 . & °
T - v 4
L G w, 1, = LN a1 e
- - - -
" ~w? 3 - s =n 9 -
8- 8- 8 &
L ] - . . 0 [ B
Lot

Mz ] i

X o« . |
ejf/éd{fy a_/éau/m/ﬁ o@dy/ﬂ

Home Farm,Northall, Dunstable, Beds. Tel: Eaton Bray 221331

Distributors

Europe ATC Ltd,London 01995 3654
England-Mick Johnson Music,London 01 788 3491
Landon- ITA, London 01724 2493

Scotlard- Westmill,Edinburgh (374417926
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By Steve Weitzman

TEQUILA
_TO PERRIER

The McLinton Blues

€ ¢ hew!"” breathes Donna Sue

PM(Linton. a strikingly attrac-

tive woman who's holding

her nose as husband Delbert wolfs down a

pre-concert meal of sardines in their New
York hotel room.

““No groupics are gonna come around
you tonight!”" she jibes. Turning to me
she adds, **People ask me how I keep the
women away from Delbert. 1 tell them |
just feed him sardines an hour before the
gig.”" She laughs heartily.

Delbert pays her no mind. He silendy
continues munching on one of life's fishy
treasures and finishes the entire can (at
this hotel it’s BYOS bring vour own
sardines). ““There,”” he says winding up
not-your-everyday meal of sardines,
crackers and Perrier. “‘Let’s talk.””

With probably a taco and chili dog-
filled adolescence, Delbert McLinton was
born tn Lubbock, Texas, home of another
rock & roll singer. He never met Buddy
Holly (“*He was about four or five years
older than I was.”") primarily because the
McLinton family moved to Fort Worth
when he was 11, "““We were poor,”’
Delbert says, “*but I didn't know it. I was
a happy kid."”’

His wim, youthful appearance belies
the fact that at 38, he’s been singing for
nearly 25 years. ‘I came home from school
one day and a friend of my brother’s was
sitting in the living room with his feet up
playin’ his little Martin guitar with a hole
in it and singin’ ‘Folsom Prison Blues.’ It
just blew me away. | knew right then | had
to do that. 1 got my first guitar when [ was
3.7

Delbert had the sensc and good fortune
to grow up in Texas during rock & roll’s
golden age, the late Fifties. Country music
was his first influence, with  Hank
Williams and Bob Wills a major part of
that diet, and with Elvis came the passion
for rock & roll. But for a 16-ycar-old
Delbert McLinton, even that was not the
end-all.

““l can remember when we made the
changeover from Elvis Presley stuff to
thythm & blues music,”” he says. *‘That
was like, 1957. Since Forth Worth was
geographically in the center of Texas, late
at night you could pick up radio stations
like WLS in Chicago — good bluces sta-
tions. That was a real revelation to hear
some of that music.”’

“That’" music started appearing live in
every Texas club worth its salt. In 1959-60,
Delbert, playing rhythm guitar, had a
band that invariably got gigs in Fort
Worth backing up some of the leading
bluesmen in the country, since, in those
days blues acts toured without a band to
cut expenses.




““We used to play a club called Jack's
Place,”” Delbert remembers, “‘and  we
backed up Howlin" Wolf, Sonny Boy
Williamson, T-bone Walker, Joc Tex.
Hearing Jimmy Reed at the Skyliner
Ballroom was the first time I ever heard
somcone play harp live (Delbert’s cur-
rent instrument). It near drove me crazy.
When he started happening we backed
him up a lot.”’ But you couldn’t expect
to get invaluable on-the-job training like
this AND make moncy, he laughs: ““We
did good to make 10 dollars a night.”

As well as what passed through town,
Fort Worth had its share of local talent.
Guitarist Cornell Dupree and sax legend
King Curtis fronted a local band. **They
usually played at the White Sands Sup-
per Club,”" Delbert adds. “*That’s where
every motherfucker in town went to
learn how to play guitar.”

Through the diverse  influcnces  of
country, rock & roll, blues and R&B, the
Texas rock & roll style of Delbert McLin-
ton was born, which, almost by dcfini-
tion has to include an amalgam of styles.
Delbert has it down. He's got one of the
most expressive voices in rock & roll —
at times urgent, at times tender and
always soaked in sweat and alcohol. He
laughs at the *‘alcohol image’” because
lately he’s been getting more and more
away from that, substituting Perricr on
stage, and his voice has improved.

“l used to drink tequila,”” he says,
“but goddamn, sometimes it turns on
you and when it does, there ain’t no way
vou're gonna get through a sct. | also
quit smoking cgarettes about a year
ago.”’

Even while sipping Perrier between
songs, however, Delbert’s shows have
continued to be some of the most fur-
ious, balls out affairs in rock & roll,
especially in club situations where he
can let loose into the carly hours of the
morning. ‘“To do it for only an hour is
kinda frustrating,”’ the trooper in him
says. And as for his intensity, “‘I'm
usually as good as 1 feel. If T feel real
good, I'm a motherfucker.”

Prior to the scven McLinton albums
that are general knowledge (two with
Delbert & Glen on Clean Records, three
solo albums for ABC and wwo for Capri-
corn), by his own account he made
“around 25 singles and a couple of
albums’’ before that, starting in 1959,
with most of the singles being local
Texas hits. ‘I even had a song in "64."”
he says proudly, *‘that made the national
charts for one weck. lt was called, ‘If
You Really Want Mc To, I'll Go'.””

Most of this stuff was done with the
help of a Fort Worth character named

Major Bill Smith who has just put out
two volumes called Early Delbert.
Delbert  actually doesn’t mind  them
coming out just when he's startng to
get national attention. “‘It's real.”” he
shrugs. ‘I did i.”’

His first dealings on a national level
came with his singing, along with long-
time friend Glen Clark, to  Atantic-
distributed Clean Records in 1971, The
two albums that came out of this pairing
arc underground classics. Both wrote
matcrial and sang leads in what was an
especially  fertile period. T-bone
Burnette helped get a studio band
together and couldn’t have come up
with a more complimentary outfit.

““It was brand new,”” Delbert says of the
sessions that resulted in Delbert & Glen.
**No onc in the band knew more than one
ot two other people and we all had a real
good time. We created some music that
was real intense and | think we did a
helluva job. I'm still amazed when 1 isten
to it. I'm proud, man. Goddamn. 1 think
it’s a helluva record.””

The sccond Delbert & Glen album,
Subject To Change, included such session
people as sax player David ‘‘Fathcad”
Newman who delivered an exquisite solo
on "I Don’t Want To Hear It Anymore.””
““I remember the night he did that,”” says
Delbert. ‘It scared me to death. It touch-
ed me somewhere deep down.'" This
album included the now-classic McLinton
original, "‘If You Don’t Leave Mce Alone
(I'm Gonna Find Somcbody That Will).””

On to ABC as a soloist for three albums
which would take on more of a country
flavor. *‘They thought 1 was gonna be
their progressive Texan,”" cracks Delbert.
‘I think they're good records but they're
not what 1 wanted to do. In fact, 1 think
all the records I've made are good records.
There’s never been a record come out that
I wasn’t happy with and that was probably
the biggest fear | had before 1 started
recording.”’

In 1977, he signed with Capricorn, im-
ported the Muscle Shoals rthythm section
(Jimmy Johnson, Roger Hawkins, Barry
Becket, David Hood) to Macon, Georgia
and cut Second Wind, his best album to
date. Produced by Johnny Sandlin who
plays bass for Delbert, Second Wind had a
new-found depth to the recording and,
thanks to Johnson, Hawkins ¢t al, an un-
shakeable rock & roll groove. A major
league album. A powerful version of
Willic Dixon's **Spoonful’’ was, amazing-
ly, an afterthought. *"We were just trying
to finish up the album,”” Delbert notes,
“‘and we said, ‘What can we do? Let’s do

‘Spoonful’. We got it in two or three

takes.”’
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For more than a decade we've
pushed the limits of electronic
amplification and sound
reinforcement equipment. We've
established ourselves as the
sound innovators. Our
commitment is to develop
imaginative concepts that give
you the opportunity to discover
your own unique sound. But it's
really more than that. Our amps
and sound systems are different.
They're built for you. But, we go
at it like they're tuilt for us.
Tnat's why we applied C-MOS
{Complimentary MOS) circuitry to
our Beta amplifiers. C-MOS was
first used in the computer
industry. We nad no idea there
was music in C-MOS until we
tried it. The result is a unique
overdrive circuit that is rich in

Sunn Musical Equipment Company

harmonic content, much like tube
distortion. But C-MOS does

more than tubes. Distortion can
be added in any amount, at any
volume, so you don't destroy ycur
ears to get that hot sustained
sound you want. Yet in the clean
mode the Beta is clearer, tighter
than tube sound, so the
characteristics of your instrument
shine through.

Most amplifier people use
standard speakers. We don’t. We
make our own So we can capture
the subtle sounds that make
each of our products unique. Ard
that is what makes your sound
unigue. Because you can count
on ihose differences to bring out
your best. Play the fantastic Beta
Series at your Sunn Sound
Dealers.

Sunn. The Sound Innovator.

Sunn endorsees include Chris Squire of Yes
(shown above), John Entwhistie with The Who,
Steve Buslowe with Meat Loaf, John Deacon with
Queen, Joaquin Lievano and Jamie Glaser with
Jean Luc Ponty.

A Hartzell Corporation Company Amburn Industrial Park Tualatin, Oregon 97062
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NEW SPEAKERS.
OLD PRICES.

Specially designed compliance
to insure linecr travel without —
farigue and cracking

Rigid-spoke die cast
aluminum frame \

Unique double-spider systerm
guarantees centering of the
voice coil, and coil alignment
in the gap during high power
operation at alf frequencies.

Edgewound copper or
aluminum voice coil. Wound
directly on rthe anodized
aluminum voice coil support.

Holes in anodized voice

coil support for improved

heat dissipation. :
~

Anodized aluminum voice coil
SUPPOIT 1O Qssist iN TraNsMIission
and dissipation of heat in high
power operarions.

Voice coil wire terminates

at flex tead on the voice coil
tube. thus eliminating fatigue
and breakage of the voice —___
coil leads.

Clean sound. More
sound oressure level.
Total reliability. Thar's
what ycu expect from ‘

Gauss speakers. And, ‘ 4
we've always delivered.

Now, our 12/ 15" and 18" speakers
have been re-engineered to deliver twice
the continuous watts of sine wave power. Instead of 200...400
watts RMS. Bur, we didn't double the price. What that means
is this: You'll pack half as many Gauss speakers. Bur, you'll get
all the sound pressure level your audience can handle.

You'll get a few other things from Gauss. lmportant things.

A full line of speakers. Com-
pression drivers. Compression
rweeters. Studio and cisco mon-
itors. Horns. And 400 watts
RMSinour12" 15" and 18"
loudspeakers.

Plus rwo things we didn’t
change: our warranty and our
prices. Ask your professional
sound equipment dealer why
Gauss travels with the biggest
names on the road. He'll tell
you how they're better
speakers. And why.

by Cetec

CETEC GAUSS

13035 Saticoy Street

North Hollywood, CA 91615
(213) 875-1900

TWX 910-499-2669

CETEC INTERNATIONAL LTD.
16 Uxbnidge Road

Ealing. London W5, 2 3P England
(01-579-9145

TLX. 935847

Divisions of Cetec Corporation

When you know how they're built, you'll know why they're better.
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' The MclLinton Blues

As for working with the rhythm section,
Delbert adds, “*Goddammit those guys
can play! They've also been playin’ on
everything ['ve wanted to sing on for the
last 195 years. It sure was fun makin’ that
record.”’

Again with John Sandlin at the board,
Delbert followed up with this vear's
Keeper Of The Flame and polished
things up a bit. Randall Bramblett's Plain
Old Makin’ Love kicks off side one in a
rock & roll barrelhouse fashion while
Chuck Berry's “‘I'm Talking About You™'
does the honor on side two. Also includ-
ed are two remakes of older originals
“I Dan’'t Want To Hear It Anymore™” and
"I Received A Letter”” from the very first
Delbert & Glen album. The reason for
this (though it's obvious after you hcar
them) Delbert says s, ' can sing
everyone of my songs five times and do
it a different way cach tme.  Also,
there’s a lot of my songs that people are
unaware of. Plus, | want to do them dif-
ferently. That's why | go back and re-do
a tune from time to tume. Like | said, |
can do those songs a thousand different
ways, and if [ think they can be updated.
I'll do 'em again. And | may de¢ "em aguin
after  THAT (laughs) it | can’t get
anybody to pay attetnion.””’

Delbert’s seven piece touring band in-

cludes two members —  sax  player
Robert Harwood and guitarist  Billy
Sanders — that incredibly have played

with him for 22 years. The remainder -
Bill Stewart on drums, bassist Johnny
Sandlin, Ron Cobb on keyboards and
second guitarist  James Pennybaker,
present a  formidable lincup backing
Delbert’s vocals and harmonica, but life
is one constant personnel change, he
says.

“I've been tryin’ to get a band
together for 15 years,”' he moans.

Is 1t impossible to take the Muscle
Shoals Rhythm Section on the road
with him?

“Skeeir!”’ he laughs. *Ain’t nothin’
impossible if you got enough money!
Can you imagine what it'd cost to take
the Blues Brothers Band (Steve Crop-
per, Donald “*Duck’” Dunn, etc.) on the
road? Unfortunatcly, you don’t have
many bands like that on the road. But
you can't blame ‘em for not touring.
Who wants to get burnt out in a beer
joint? Bur at the same tume (laughs) |
think it'd do 'em good.

““Wouldn't that be nice? Goddamn.
Boy, o walk in off the street and hear
somethin' like that? Sheerir. We'd think
we all died and went to heaven.”

That's funny...that's what a lot of
people think when they catch Delbert’s
act on a hot night in a sweaty club.
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Two pairs of Bose® Model 802 loud
speakers and a Bose Mode! 1800
Power Amplifier. We call it the Super
Bose System.

Stacking two pairs of 802s doubles
your sound output and quadruples
your bass (with the help of acoustical
coupling). Stacking also doubles the
projection and sensitivity of the 802s
The Bose Model 1800 Power Amplifier
is a reliable, rugged, dual-channel
amplifier just right for the power capa
bility of two pairs of 802s.

The Super-Bose System is half the
weight and a quarter the size of con
ventional systems. Less trouble to
pack and carry. less room taken up in
your car or van, less hassle unpacking
and setting up

The Super-Bose System addsup to a
big. natural sound that stands aione
for realism and clarity. Don't take our
word for it. Check it out at your author-
ized Bose Professional Dealer today

_BOSE

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

Please send me a copy of the
Bose Professional  Products
Catalog and a complete dealer
list

Name

Street

City

State Zip

Tel ( )

Two times the sound. Four times the bass.

Half the hassle.




Almost 100 years in the making
Yamaha's Handcrafted Folk.

i

The experience we needed to make our Handcrafted Folk Guitars began
in 1887 That was the year Yamaha started making musical instruments. Ever since,
we've been perfecting our expertise in handcraftsmanship, woodworking and
manufacturing technology in order to create these superlative

instruments for your enjoyment.

The Yamaha Handcrafted Folk. Six models, each guitar meticulously crafted

from the highest-grade woods we've specially chosen from forests worldwide. Then
hand-adjusted to the most stringent specifications. To admire and play the result of
almost a century of work, write us for the selected Yamaha dealer nearest you.

© YAMAHA

Acoustic Guitar Department
P.O Box 6600, Buena Park, CA 90622
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Take a closer look at the differences
between the ARP Quadra

and all other

polyphonic synthesizers.

At first glance, you may beliceve that all
programmable polyphonic synthesizers
are the same.

Look again. The ARP Quadra is funda-
mentally different in design, function, and
musical application.

It’s a difference vou can hear, see, and
feel the minute you play the Quadra. And
it’s a difference that demands close
examination.

Many voices vs. many
synthesizers.

All other programmable polyphonics
offer4, 5, up to 10 voices. The result of
chording these tvpes of synthesizers is
similar to playving an organ or piano
all notes played have the same tonal
characteristics.

The new ARP Quadra places four sepa-
rate synthesizers under your control. Chord-
ing the Quadra is much like playing an
entire orchestra. Each key depressed on
the Quadra can produce up to four com-
pletely distinct sounds simultancously. The
Quadra’s tour separate synthesizers are tai-
lored to certain kinds of sounds—string
svnthesizer, poly synthesizer, bass synthe-
sizer, and lead synthesizer.

The effect created by mixing and blend-
ing these four sections is known as “lay-
ering,” and is at the heart of the Quadra’s
tremendous commercial success. It ex-
plains why musicians and composers like
Joe Zawinul, Ramsey Lewis, Styx, Billy
Cobham, Kansas, Neil Diamond, and Elec-
tric Light Orchestra, have selected the
Quadra for performing and recording,.

Programming and
live performance.

Programming—the ability for a synthe-
sizer to store pre-determined sounds in
memory tor instant recall—can be a great
benefit in live performance. In essence,
programming allows you to change quickly
from one sound to another. Yet, if not
implemented in a sensible manner, pro-
gramming can lock vou into an intlexible
group of preset sounds that cannot be
changed easily in live performance.

No matter how many programs a syn-
thesizer can store—and some allow as
many as 40——it seems there are never

enough programs to allow for the subtle
changes in texture that live performance
ensemble plaving requires.

ALL OTHER POLYPHONICS
,[> Voice 1
] - Voicez- — N
LKYBD ke [ .} “Se->

Voice3 |
L J

-
‘I Voiced [
—

1 Sound, 4 Notes
I Sound, 5 Notes, etc

ARP QUADRA

Polyphonic i
’1 String Synthesizer
L - -

— — —_— — . e
T 1 [ Poly Synthesizer | / \
KYBD ¢ »: [ Mixer |

‘; Lead Synthe;izer g
L ~J

4 Sounds, fully polyphonic

An dlustration of e baste design ditterence betweeent the new ARP

Quadra and other programmable polyphonic

Here again, the Quadra is ditferent. With
16 programs tor cach of its four synthesiz-
ers, the Quadra is uniquely suited to live
performance control of the “final
touches”—the balance between sections,
animation, articulation, and so forth. A
simple change in the mix produces a dra-
matically ditferent sound from the same
program position. Multiple use of cach
program, plus the multitude of live per-
formance controls always active, makes
each of the Quadra’s program positions a
source for numerous variations and
textures.

How to control programming
before it controls you.

When there are too many things to doin
succession, programming can control you.
For instance, take the following typical
sequence: “Press button one, press button
two, press button three, play the key-
board.” To change sounds, repeat this
operation. Such serial operations seem
more akin to computer programming than
musical performance. ARP learned long
ago that the best operational concept is the
direct approach. That's why the Quadra
makes extensive use of “parallel” control:
you can get at any part of the instrument,
change any sound, any aspect of any
sound, directly. No sequence of compli-

cated operations is required on the Quadra.

And by using the 59 LED status lights, you
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will know what's going on inside each
program you are using. You can be spon-
taneous, and change with the flow of the
music.

The Quadra’s microprocessor
works harder.

All the big programmable polyphonics
use microprocessors to scan the kevboard
and operaze the programming. The
Quadra’s microprocessor does much more.

For instance, try out the Quadra’s live
performance sequencer. Play a chord on
the kevboard, hit the footswitch, and sud-
denly vou have a sequence of the notes in
the chord. You can transpose the sequence,
extend and modity it, and alter its notes
without missing a beat.

The Quadra’s microprocessor also makes
intelligent decisions, like splitting the key-
board su you never get bass and lead syn-
thesizer parts mixed up, or helping vou
with phrasing on the string parts. The
microprocessor plays trills, intervals, and
transpositions, controls the phaser and
stereo animation, and even determines
what the foot pedals do. In other words,
the ARP microprocessor is programmed
to let vou concentrate on the musie.

Creative outputs (and inputs).

The Quadra’s rear panel has 24 jacks for
uncompromised flexibility. There’s an XLR
mono output, animated stereo outputs,
and even quad outputs for studio work.
Systems interface jacks will make the
Quadra “control central” for slave units and
remote synthesizers. Five audio inputs
bring eutside signals into the Quadra or
allow processing of the individual sections
of the Quadra with outside effects devices.

Sound is the bottom line.

No question about it, four synthesizers
sound different than one. [t’s a difference
vou'll appreciate the first time you put your
hands en a Quadra.

Take a closer look at the new ARDP
Quadra a: selected ARP Dealers through-
out the United States and Canada

For the names ot selected

ARP Quadra dealers, write:
ARD Instruments, Inc.,

45 Hartwell Avenue,

Lexington, Massachusetts 02173
Or call: (617) 861-6000.

© 1979 ARP Instruments, Inc



Fill up your

sound

your pockets.

Now’s the time to take a - - \
close look at your instrument. o = e
4 _—
OK . . . now take yourself on

down to your local Ibanez
and Tama dealer and see the
special guitars, drums and
electronics he’ll be featuring
for the next few months. '
Like Tama Drums.
Thundering, powerful tone
and bulletproof dependability
have made Tama a favorite

with hard'playing and hard- Rugg.ed beaut..yr“ per Vietallic White and
touring bands around the new Royal Pewter. .
world. And it's no wonder, When it comes to hardware, |
with the solid durability of all the others are a distant

9-ply wood shells and a selec- | second to Tama. The very
tion of distinctive first cymbal becom stard
and hardwearing | was developed by Tama and

finishes. Mercury. Titan
and Spartan

_ hardware are the
3 standards of
7 the industry.

\ Tama

\ Hardware . . . 4
it just doesn’t

come any //

stronger.
',

To give you a special op-
portunity to step ahead to
Tama, we've made a special
Tama Royal Star kit. This

| 5-piece kit features heavy

wood shells and rugged Tama
hardware at a very special

- price. .'\.
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The Royal Star 5-piece kit in Metallic White . $795*

And if you're up to explor-
ing the outer reaches of the
world of percussion, try a
Tama Snyper percussion syn-
thesizer. It's keyed from your |
present drum kit and gives
you a wide range of percussive I
and melodic effects in two dis- |
crete channels. ‘

Ping! Thud! Zoom! Pow! Boom .2 channels |
of electronic percussion. . .The Tama Synper.

There’s only one place to
go when you're looking for
the best and the latest in per-
cussion — Step Ahead at your
Tama Dealer.




without emptying

And there are dozens of
good reasons to step ahead
to an Ibanez electric right
now. Playability and sound
are only the beginning —
check thesewsu

The Ibanez EQ Tone System!™ - a rainbow of
tone color at your fingertips.

A combination of active
and passive elements and care-
fully shaped bands of equal-
ization make the Ibanez EQ
Tone System the most versa-
tile and sweet sounding
tone control system ever
made for electric guitar.
Available on 8 Ibanez
models.

Ibanez Tri-Soundtm - re‘;vire your pickups 3
ways at the flip of a switch.

Select the mode of your
pickups with the Tri-Sound
3-position mini-toggle —
either humbucker, single coil,
or reverse phased twin coil.
A dozen Ibanez models
feature Tri-Sound.

We're so excited about our
new line that we've created
two special models for our
Step Ahead celebration.

The Studio ST-50 ........... a steal at $295*
The Artist AR-50. ... more than less for $345*

The Studio ST-50 and Artist
AR-50 rock straight ahead and
steady with fast playing maple
necks that are solidly built in-
to the body for stability and
sustain. The ST-50 has a solid
mahogany body and two
sweet singing Super 70 hum-
buckers. The AR-50 has a
carved maple top and a pair
of scorching V-2 humbuckers.

“manufacturer’s suggested retail

Circle 722 on Reader Service Car

Fool mother nature with
the Ibanez Time Machine delay
line . . . bend your mind with the FL-301 Flanger.

But guitars aren’t our only
strength. Ibanez delay lines
can be found in many top
studios and the AD-190 Time
Machine is our newest and
slickest. This tidy, rack-
mountable unit gives you a
full range of time delay effects
Plus flanging. Speaking of
which, our new mini-flanger,
the FL-301, is the quietest
flanger on the market and the
first to give you a no-pop FET
electronic switch.

Step
ahead
with
Ibanez

&
Tama

Send $1.00 to Step Ahead , Dept. IM, for full-color details of the
Step Ahead celebration.

P.O. Box 469, Cornwells Heights, PA 19020 ¢ 327 Broadway, Idaho Falls, ID 83401 * 6355 Park Ave., Montreal, P.Q. H2V4HS




Rhod
rev%a?g the

This is one instrument worth looking into.
Because the Rhodes’ overwhelming accep-

tance = 3

onstageand |

in studioisthe | - —
resu,lt of an e e s Tesime o e
eng]neenng con- sets pitch accurately in seconds.

cept combining the unique qualities of an
electric instrument with the unsurpassed advan-
tages of the traditional piano.
A patented, modified tuning
fork and adjustable pick-
up for each note produce
the Rhodes’ distinctive tone
and allow a variety of H,
timbre settings. Yet mechani-
cal keys, hammers and dampers offer &y

Hammers
and dampers work

. ST 4
you true touch dynamics for complete  mechanicaly for rue touch

dynamics. The harder a key is

sensitivity and control. And you can struck, the greater the volume.
tune a Rhodes® yourself. In minutes. Without special

tools. Get the whole
story from your au-
thorized Rhodes
dealer today.
You know

the sound.

Now see the

Pitch, volume and timbre are all easily .

adjusted in the harp assembly. Tuning fork, dlfference_
tone bars, tuning springs and pickups are all

adjustable.

Nothing sounds like a Rhodes.

Rhodes

Keyboard Instruments U.S.A.
Circle 716 on Header Service Card

@
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ONE GOOD THING LEADS TO ANOTHER!

Three years ago, we introduced the
3 e StingRay Bass. It is a worldwide suc-
1, cess story in which we take just pride.
« Ay Such internationally famous artists as
_ A Joel Di Bartolo with Doc Severinson on
11 the Tonight Show, Freebo with Bonnie
A Raitt, Patrick Djivas of P.F.M. in ltaly,
Louis Johnson of Brothers Johnson,
Carol Kaye, writer, publisher and re-
cording artist, Niels-Henning Orsted
Pedersen of Denmark, Carl Radle with
Eric Clapton and countless others have
become enthusiastic users of the
StingRay Bass.

With such prominent acceptance we
4 could have easily been tempted to
leave well enough alone, to sitback and
bask in the sunshine of success. But it

¥ cannot be. One good thing leads to
another. The crisp, tightly defined

o _ Tl sound of the StingRay has now been
incorporated into a sister model, the
Sabre.

If you have not yet joined the ranks ot
the growing number of Music Man con-
verts, make a trip to your Music Man
dealer. Try both models. We can help
contribute a whole new dimension to
your sound. MUSIC MAN, INC., 1338
State College Parkway, Anaheim,
California 92803.

MUSIC MAN, IN C- Circle 717 on Reader Service Card 33

P.O. Box 4589 m Anaheim, CA 92803 m (714) 956-9220 m Telex 692-397




~CARS 79

Candy-O v. The Sophomore Jinx

By Jean - Charles Costa

ccording to the immutable laws
A of public criticism and media
. A hype, any rock & roll band with a
“‘phenomenal”’ debut LP should be
prepared to catch hell on the second go
around. The Cars (Elektra GE-135), a
powerhouse opening statement if there
ever was one with three tracks — ‘‘Good
Times Roll,”" **‘My Best Friend's Girl,”’
and “‘Just What I Needed”” — that could
possibly re-define rock for the Eighties,
would prove to be no exception to this
painful rule. Especially in light of the fact
that the Cars, on the strength of that
album, went straight to the top of the
charts and the critics polls — a singularly
rare accomplishment.
And so, after a series of delays caused
by The Cars extended tenure in the Top
20, Candy-O was finally released. The

critics didn’t go for the jugular right
away — they never do with a group they
have praised the first time around, it
would make them look like the total

fools cveryone knows they are — but
negative comments slowly began to sur-
face. '‘No hits.” ‘““Too much syn-
thesizer,”’or, in the same wein, ‘‘too
cold, too much technology.” ‘‘The
car/girls thing has been done to death.”’
“Boring’”” — a fairly standard ’70s

response and the capper, ‘‘Vargas is
washed up,”” a truly enlightened com-
ment on the musical content of the LP.
Critics notwithstanding, the listening
public was immediately captivated by the
infectious opening track, ‘‘Let’'s Go’' and
“It’s All I Can Do,"’ a song with a chorus
guaranteed to rocket it into the Top 10.
“Got A Lot On My Head,”” ‘‘Dangerous



Type,” “Night

spots,” and the utle song

were soon popping up all over the FM
band and Radio America was once again
awash in  Cars music. Admittedly. sales
fot Candy- O had been slowed by recession
ard the usual summer doldrums but the
upcoming tour, which included several
large outdoor venues, was designed 1o
remedy that situation. And by bringing
this somewhat mysterious band into the
hot glare of big time public spectacle, the
tour would also answer the hotly debated
question of whether or not the Cars were
just a ‘‘studio band.”’

Late August and the humid torpor of
summer was thankfully drawing to a closc.
The Cars were due in New York to play
the last official show in a scries of Central
Park concerts sponsored by Dr Pepper and
the city. Again, trouble loomed on the
horizon. Even though the show had in-
itially been marked down as one of the
“musts” of a tepid summer concert
schedule, random bitching and /ot studied
disinterest was quickly taking over as the
“pro-forma’ autitude.  The  weather
didn’t help. High 80s with enough
humidity to make anyone look and fecl
crummy. And late in the afternoan, a few
short hours betore the oxtdoor concert was
scheduled to begin, it started to rain.
The rain had tapered oft by concert time
and Central Park was jam-packed with
Cars afficionados a bit trendier than
the standard Nugent/ Aerosmith/
Van Halen crowd. with an usually high
number of beautful voung women in
funky-but-chic clothing moving (ool and
slow through the sweac, grime and can-
nabis.

The Records, an up and coming new
wave-ish outfic who backed Rachel Sweet

on the Stiff tour, opened the show with a
tight set of originals.

After a typically understated introduc-
tion, the Cars hit the stage just as the rain
began to fall again. Tearing right into the
material from the newer Candy-O, they
procceded to rivet the crowd with an
uninterrupted flow of excellent songs. All
of this despite the fact that the band
members were obviously bone-weary from
the tour — the vocal harmonies seemed 2
bit frayed, the overall group cohesion
somewhat sub-par — and consequently
/ess animated than usual! The only discer-
nible “‘stage  moves” were provided
by the aforc-mentioned Mr  Easton,
possibly because he was playing for the
home-town crowd. As the set gradually
built in intensity, Easton topped things
off by moving to the lip of the stage in the
driving rain to crank out some pulveriz-
ing, but not over-extended, solos on the
irresistable **Don’t Cha Stop’’ from the
first album. Less than an hour and one
perfunctory  encore  (“‘Just  What |
Needed™') later, they were gone.

Sceing the Cars in a larger outdoor set-
ting answered many of my questions. Yes,
they do play well live. In face, the inter-
changes between Easton on guitars, Greg
Hawkes on keyboards, David Robinson on
drums and Benjamin Orr’s powerful, lop-
ing bass lincs produced several textures
and nuances not readily discernible on the
albums. No they don’t move around
much, especially lead vocalist/composer
Rick Ocasck who scems to lapse into
periodic trances while playing thythm
guitar. But where is it written in the rock
& roll rule book that every band must cx-
hibit constant motion during the set? Ex-
cessive stage business, people who jerk
themselves around in a blatant attempt to
generate synthetic excitement for an au-
dience drowning in a pool of boredom and
deja-vu, is bad news. A hard fact of rock &
roll life often overlooked by many bands,
especially the  prehistoric exponents of
heavy metal music, is simply that milking
an audicnce throughout a show invariably
mcans the band is stinking out the joint.

The Cars, built on a solid foundation of
exceptional songs with great changes and
platinum hooks. don't Aave to kiss the
tans” collective dérieres all night long.
On-stage, they have the luxury of relating
to cach other while keeping the intros and
between-song  patter to a merciful
minimu. That's how good ey are.

Elliot Easton Explains:

A tew weeks before the start of the
Summer 79 tour, | had the pleasure of
interviewing Elliot Easton via the tele-
phone. Although the band had stuck with
their “'no interview’’ policy during the
recording of Candy-O and the interim
period before the tour, Easton had made a
special effort to accommodate IM&RW .
He is an avid fan of all the music
magazines, both past and present, and
gracious cnough to acknowledge that,
“not only do I read International Mus:
ctan, | subscribe to 1t.”" A rock & roll
musician who actually admits to reading.
Obviously a ‘‘dangerous type.”

Not so. The menace projected by his
on-stage demeanor — shades, leather
pants, argular Dean Zelinsky guitars fac-
ing the “‘wrong”’ way (Easton is left-
handed) — involves little more than look-
ing cool, which is what rock & roll guitar
has always been about. In conversation he
is bright, witty and passionately interested
in his work. Even with a bad head cold
that would periodically send him reeling
for the Klcenex, he took pains to describe
his and The Cars’” musical development in
great detail and precise chronological se-
quence. An admitted “'precocious brat”’
who first got turned on to rock & roll by
way of television, Easton’s constant
references o “‘root sources” and  the
legendary trailblazers of blues and rock &
roll reveals a lot about his multi-faceted,
“authentic™” guitar seyle.

Recourting the early gencology of his
carcer and nis first influences while grow-
ing up n Long Island, Easton tells a story
with a fairly typical beginning  that
becomes increasing wz-typical as it mov s
through the vears.

“But when | first really picked up a
guitar and started to play songs all the way
through trom beginning to end, it was the
Ventures. Just pre-Beatles ‘surf” kinda
stuff. I'm trom Long Island and we used
to set up a couple of Fender *Champ’
amps out on the patio and the neighbors
would crowd around the fences. *Apache,”
‘Pipeling,” jots of instrumental stuft with
reverb,  eheap  Japanese  guitars with
tremolo bar — “cause we couldn 't atford
Mosrites! After that, the Beatles came out
and a whole rush of groups followed and |
got heavily inco the pop thing. But, 1 tind
talking 1o a lot of people my own age the
difterence between me and them was,
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when they were freaking out over the
Yardbirds, Jett Beck or Led Zeppelin, |
was going to the budger rack at Sam
Goody's and buying albums by Otis Rush,
Buddy Guy, Albert King and stuft like
that.

At a very young age. tor some reason,
I had the consciousness to realize that
these cats (Page, Beck cte.) were only a few
years older than me and that they were
taking these old records and forming their
opinions or their interpretations of them.
So I'said, "Fuck this, if | want to play like
Chuck Berry, I'm not going to listen to
Keith Richard for it.” Right back z0 it. It
led me to people like Jesse Ed Davis, Rob-
bic Robertson and Michael Bloomficld —

roots-oricnted plavers. And [ was also dip-
ping into country music only because
something in my car told me | was hearing
good guitar plaving. At that tme, |
ultimacely rejected the first wave of post-

Beatles “heavy” English swuff in favor of

Chicago blues. I'm really glad 1did i that
way."’

For some. these statements might sound
immodest or, at the very least, like the
rigid pronouncements of an arch purist.
For those imbued with the heavy metal
mystique — i.c. avoiding instrumental or
vocal subtleties in favor of the Blitzkrieg
approach — Easton might come oft as an
old-tashioned wimp compared to such he-
men guitar studs as Nugent or Richie

Blackmore. Well, that’s their problem.
Anyone who understands the structural
mechanics of rock & roll guitar playing or
who's been around long ¢nough to watch
cach successive gencration of  “‘rock”
bands blunt the more subtle aspects of the
music, instinctively knows what Easton is
talking about.

Further along in our conversation, Elliot
pinned down the axiomatic point of his
thinking when responding to a question
about why so many young guitarists today
are mainly soloists with little knowledge of
rhythm, fills, turn-arounds and other such
basic nottons.

“It’s bad enough that those guys were
weaned on Jeff Beck and Jimmy Page, but

As far as equipment is concerned,
Easton bas always had more problems
than most because he is left-handed.
Steadfastly refusing to play right
handed instruments upside doun, he's
contented brmself with a series of new
lefry Fender Stratocasters and
Telecasters — 'l played the bell out of
‘em to make them sound good.'’ With
the well-deserved success of the Cars in
the last few years, he has been able to
expand bis collection to match his ex-
tremely versatile playing style. A style
that includes lean country fingerpick
ing (with and without flatpick). and
straight abead rock & roll flatpicking
with il nuances, *‘tricks’’ (hammering
on/off. barmonics from both ends — a
combination of these techmiques can
be bheard on “'Nightspots'' from
Candy-O, that sizzling passage cutting
through the middle of the song
everyone mistakes for Hawkes' syn-
thesizer — and an extraordinary variety
of bends and glisses) intact.

Currently, Easton’s main instrument
on-stage is a cherry-red mahogany
Dean (Zelinsky) "ML guitar with a
1/4°" maple top (with flame veneer)
and two black & white DiMarzio
“Super Distortion’' pickups. Shaped
like a V"' from the waist down, and
an Explorer’’ from the waist up,
Easton calls the ""ML" bhis K gutar. All
of Easton's guitars have to be im-
maculately set-up because he prefers a
very low action all the way up into the
higher registers, and the Dean is no ex
ception. The very large and widely
spaced peghead (“‘Dean s adamant
about his design'’), strings-through-
the-body and superb finishing of frets
and fingerboard help a lot. For looks
Easton has special block inlays and the
“ML" was rubbed with black to bring
out the grain before the final staining
and finishing. Easton is 50 ‘‘knocked
out’' with his Dean guitar — most of
his  Les Pauls are now used as
“seconds'’ — that he is having Dean
build him a special ice-blue 'V’ type

Guitars and Amps—Easton Originals

guitar with gold hardware, DiMarzios,
Martin “pin'" frets, dot inlay. a
pickguard (added to conform with the
overall look of the guitar) and the con-
trols laid out three-in-a-row.

His collection of Gibsons includes a
Les Paul “‘Custom’’ (new with a
shaved-down neck and DiMarzio
“Super Distortions'" under the pickup
covers) and ‘‘converted’' tobacco-
brown *'Nashville' Les Paul Deluxes.
Peter Stokes and Ed Muray of Eu-Co
Frets (Waurlitzer Music in Boston,
Mass.). who do 4l of Easton's custom
work on Gibson guitars, shaved down
the neck (Easton has small hands). in-
stilled DiMarzio  pickups (PAF n
rhythm position. 'Super Distortion’’
in treble position) and refinished it in a
gorgeous ''Chinese Red'' 1that im-
mediately sets it apart from most of the
Les Pauls around. The ''Custom'’ is
“the heaviest Les Paul | ever picked
up'"and provides a ihicker sound, the
red Les Is more treble-ey. Stokes and
Murray are also building 4 single-coll
puckup Les Paul *Junior™ for Easton
it includes Grover machines, metric
dot inlay. solid gold side position
markers, no heel and a fatier-sounding
pickup.

All of Elliot's Fender guitars have
been dome by Seymour Duncan
(Seymour Duncan Research & Design
Labs, Santa Barbara CA), a particularly
conscientious craftsman who has work-
ed with James Burton, Albert Lee. Roy
Buchanan und Jeff Beck (a Telecaster
w/humbucking pickup you may
remember from Beck's 'Though
We've Ended As Lovers') as well as
assisting Fender with the development
of thetr bot new 'Lead I and *'Lead
' guitars. Duncan has already built a
‘53 Telecaster "'from the ground up'’
Jfor Easton Blond with a black
pickguard, it includes *‘aged’’ magnets
for the pickups, exactly the right kind
of varnishes and finishing for that era
and Kulson machine. Easton also has a
‘61 candy-apple red Fender Strat with

Jatter lead sound.

picks.

peghead to match that also boasts a
“custom'' Fender finish and a
rosewood neck. To add to all of the
confusion about instrumentation on
Cars albums (a lot of mis-guided
criticism against Candy-O stems from
the fact that Easton's guitars are less
distinguishable from Greg Hawkes syn
thesizers), Elliot is having Duncan
build him an ice-blue Fender six string
buass. With this guitar, heavily flanged,
doubling Hawkes left-handed playmg
or just creating a '‘drone’’ effect, no-
one will be able to tell who's playing
what on the next LP.

Easton s collection is rounded out by
a recently purchased lefty Gretsch
“Country Gentleman'' circa 1962 (be
bought it at Stuyvesant Music on New
York's West 48th St. just before the
New York show), a wine-red Gibson
ES-335 with stop tailpiece and a Ova-
tion ‘Glem Campbell 'acoustic
(shalloww bowl) for those rare occa
sions when he uses an acoustic.

His  amplification consists of a
“doubled’’ set-up of Norlin Lab Series
amps with Altec Speakers — and L-5
(212 combo 100 watts) and an L-11
(4x4 200 watts) hooked up in sertes
with the setting between 4%: and 7
and the bright switch on. This provides
both an open-back and closed-back
sound. Avording any kind of tone
boosting devices, Easton claims “each
control knob does exactly what it’s sup
posed 1o do,’" and he only bhas to bring
up the volume on his guitar to get a

Easton's only effects — used very
sparingly — are a Morley EVO-1 Echo
Pedal and a Roland Space Echo with
chorus controlled by a remote on/off
switch so bhe doesn't have to fool
around with a pedal board. He uses the
“blue and purple’’ D’ Addario strings
with a .10 for the Top E instead of . 09.
He picks with **Cars Medium'’ picks, a
replica of the classic Fender medium




theyv'd only hear the top two strings (B
and E) those guys were playing. That's the
problem. Jimmy Page and Jett Beck can
play a nice thythm but it’s like when you
play telephone, you line up in a circle and
say a funny phrase and by the time it gets
to the last person, you've only got a frag-
ment left.

“Well, I've got huge cars — for nuance
and phrasing or the particular way a guy is
trving to say something. If 1 listened to
Albert King, 1 got a lot more than “dit-
doing’ (characteristic Albert King pick 'n’
release technique), I'd get the whole
thing. The neurotic bends, all that shit. |
always had a feeling that 1 was hearing
something my friends weren’t. The most
important aspect of that process is that |
know where 1 am in this whole lincage of
music.”’

This  blues-rock  precodiousness  led
Easton in an opposite dircction from that
taken by most popular groups working the
Long Island club scene. When asked about
Sixties prototypes like the Rascals and The
llusion. his response is swift and lethal.

I liked the Young Rascals for a while,
but as far as The Iltusion, Man, The Rich
Kids. The Vagrants, The Deviants and all
those kinds of bands. they're all like New
England (heavy metal sludgers currently
polluting the Norhteast Ed.). You know
what 1 mean? Those ltalian lead vocals
with the fast vibrato. Vanilla Fudge, Mark
Farner not for me. I always dug the
Beatles “cause they harmonized without
vibrato in their voices. So I can’t take it
scriously when [ hear those guys go
‘Heartbreaker-r-r-r,” those kinds of trips.
They don’t do zilch for me and they never
did. they never fooled me.™”

Easton’s Long Island odyssey eventually
led to plaving in a housc band for a strip
joim Playing what Ehot describes  as
‘ manm crazy-look-in-the-eve, ]ungk
music,” the band went on to win the
Opyster Bay “‘Battle of the Bands.”” Having
reached this lofty musical platcau, Easton
left Long Island to attend Brockport, a
state university near Rochester. Once
there, he was discovered by a local Top 40
band they heard him playing along
with his record player and tracked him
down — and he proceeded to fill in for the
guitarist who was leaving to get married.
He stayed on for a year, ignoring his
studies and playing with the band while
preparing for the Berklee College of music
in Boston.

The following year, Easton finally make
it to Boston to study arranging and com-
position. Recounting his c¢xperiences at
Rerklee, especially as they relate to perfor-
mance (jazz guitar), he does nos
equivocate.

‘I was going there to get mysclf out of
the dark as to what all of 1t meant. Just
theory. So it took me out of the dark on a
lot of things, but I still can’t read worth a
shit. It's a mental block, probably "cause 1

don’t want 1t that bad. I used to work on
their "method” for hours cvery day, but
therd's 7o way Berklee can teach you how
to play jazz. They have two programs

‘Arranging & Composition” and  ‘In-
sttumental  Performance.”  Instrumental
Performance leans more heavily on the
plaving aspect, but I thought that was

crazy. 1Us really a waste of thousands of

dollars a year to go there and study an in-
strument because there’s nothing they can
teach you that you can't learn yoursclf if
you have cars and an buy some records.
They tried o tell me how to hold the
fuckin® pick! Not only that, but they

made vou feel self-conscious about using a
solid body guitar!”

After a disheartening experience with
the citadel of jazz academia which lasted a
year and a halt, Easton started plaving
with a country band in Boston's notorious
““‘Combat  Zonc.”” His fellow  band
members were all pushing forty and the
lion’s share of his audicnce was made up
of hookers. For five nights a week ar 25
bucks a night, Eliot was able to keep
himself alive while scarching out fellow
rock & rollers. At the same ume, he learn-
cd hundreds of country songs “‘and really
got good with a Strat fingerpicking

»p

Sound box.

Martin Rounds Strings—round wrapped on round
core to produce a string that is softer—
more bendable—easier to slide.

For those guitar players whose playing style
demands a different kind of string.

Ask your favorite dealer to open a box of sound.

P

CF MARTIN &COMPANY
Nazareth, Pa. 18064
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For some professionals
precision is not enough.

° We've created the Peavey T-40 for the musician
who requires much more from his instrument. We
began with a lean and contoured body design for
maximum playing comfort and beauty. We used only
the finest select ash hardwoods to provide a high
density body that is as durable as it is graceful.

We spent years developing designs and methods
that have resulted in what has been described as “the
finest neck and fret job available on any production
guitar,...regardless of price.” The T-40’s neck has a feel
and playability that makes fingering almost effortless.’

Still, even with the finest materials and methods, we
realize that an instrument is only as good as it sounds.
This is where the T-40 really shines.

The T-40’s special dual pickup circuit design
produces a range of tonal variations never before
available from a bass guitar, without the.“crutg:h” of
preamps and batteries. Deep, $
powerful lows, punching .
mids, and crisp highs; ’ L4 L4 P

the T-40 has it all with a e Vo

minimum of complicated controls
$ and switches.

We added to this special die-cast, chrome plated
hardware, precision tuning machines, and a form fitting,
high quality case as standard equipment.

Finally, we gave the T-40 something no other bass
guitar has ever had: the Peavey reputation for
excellence.

The Peavey T-40 Bass and
T-60 Guitar are now available
with Rosewood necks and
Southern Tobacco sunburst
finish options. Soon at
selected Peavey dealers in
your area.

i’EAVEY ELECTRONICS CORP. 711 A Street/Meridian , MS. 39301
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"THESOUND |
IS THE STORY

Listen to Guild strings.
On your guitar. You'll hear all
you need to know about great
guitar strings.

The sound tells the story of
Guild craftsmen—their demand
for strings that bring out the
full tone and power of the
beautiful instruments they build.
And tells of the careful selection
of cores, alloys and winding
processes that put Guild strings
several steps ahead of the rest.

Get more out of your guitar,
with a set of Guilds. Available
for all electrics, acoustics,
classics, basses. Ali add one
more touch of perfection to

your playing.

|r Guild Guitars

i PO. Box 203

: Elizabeth, New Jersey 07207

| (201) 351-3002

I Send me more information on Guild

: strings, along with your FREE booklet,
| “Guitars & Strings. .. Haw To Pick 'Em.”
|

1 Name

: Address
I City -

: State Zip

f © 1979 Guild Guttars I

— Age____

Elliot Easton

stuff, wrapping my pinky around the
volume knob and plaving pedal steel
ticks.”” Just another aspect of Easton’s
ultra-comprehensive style which can be
heard most readily on “‘My Best Friend's
Girl"” as well as several other tunes.

Some time later, Easton happened to
accompany a friend who was auditioning
as sound man for a group called Richard &
The Rabbits. No big deal, except that the
band included Ric Ocasck, Benjamin Orr
and Greg Hawkes on keyboards. The
fateful gathering took place at a historic
dive near Fenway Park named Oliver’s, a
club where Steely Dan used to play.
Easton immediately twigged to the ex-
cellence of Ocasck’s songs, but couldn't
hook up with the band because the lead
guitar slot was already filled by “‘a guy
who played like (John) McLaughlin. He
played a lot of fast runs and stuff —
wherever he could fit 'em in. [ knew |
could fit in better but [ had to wait.”’

That particular band soon broke up
with Hawkes leaving to join Martin Mull’s
“*Fabulous Furniture”’ and Ocasek/Orr
doing the acoustic guitar, coffee house cir-
cuit. Ric and Ben were doing the same
material, “‘only without the tasteless
guitar.”” That duo ¢volved one more time
into a band called Captain Swing. which
also included Easton and several other
musicians who shall remain nameless.
After some typical hassles with pre-record
contract ducs-paying, the addtion of
drummer David Robinson (who was play-
ing with DMZ) and the re-entry of
Hawkes onto the scenc, this primordial
version of The Cars began to take shape.
Focusing their material and cleaning up
their *‘image.’’ the band “‘started playing
our asses off all over New England.”” New
Year's eve 1977 marked the occasion of
their first job and the band played 96%
original material from the sct-go. If they
did a cover, they chose something off-the-
wall like ““We Did 1t Again'’ off the first
Soft Machine album.

The strength and  distinctiveness of
Ocasck's songs created a rather odd
phenomenon with many of their New
England audiences. As Eliot tells ir,
“We'd play a whole sct of original
matcrial and these bozos from the au-
dience would come up and say, ‘Man, that
was great! Do some more Bowie!” We did
a lot of songs that appear on the first
album and onc that's on the new one.
‘“You Can't Hold On Too Long  was an
old song that we brought back — one of
the first ones we worked up.””

Shifting the topic to The Cars circa 79,
Easton outlines the creative process behind
the recording of a new Cars song.

“Ric won't even talk about guitars, he
couldn’t care fess. He's a songwriter who
has a gift for lyrics and knows cnough on
guitar to write a good song. He writes the

changes, the melody and everybody clse,
including Ric once he’s brought it in, will
start contributing hooks, lincs and struc-
ture. Pull out a verse here, put it there —
that kind of stuff. But he definitely finish-
ed the song first. He'll either put it on
cassctte or sit down and play it on the
acoustic guitar for us and we'll all rake it
from there. He might sing the hook for
me or I'll come up with one myself. The
distinctions become blurred. We all con-
tribute. David has a great car for pop
music and will tell me if I'm being self-
indulgent.”

On the often thorny subject of in-
dividual soloing, Easton has a refreshing
point-of-view compared to some of his
fellow guitarists.

“*Salos are determined mutually and
sometimes 1'm just as happy #o# to take
one. Fast flurries of notes with distortion
between each one doesn’t make for a very
pleasing sound on record or on the radio.””

As far as the Cars’ recording technique
is concerned, they “‘rehearse a lot before
going into the studio. We don’t do much
writing in the studio, quite the opposite.
We don't waste a lot of time. As to the
sound, we try to get a really ‘hot” basic.”

Since Easton is a lefty, his instruments
were always a little harder to come by than
most. Fender Strats (new, vintage left-
handed models were expensive and hard
to find) have always served as his main in-
struments along with a few Telecasters.
Nowadays, he also uses a dazzling array of
red Gibson Les Pauls and black, custom-
made Dean Zelinsky guitars for that
thicker, humbucking sound. The new
found wealth of playing with a hit band
has allowed him to expand his collection.

“Now I can get vintage stuff. I just
picked up a '61 Strat, candy-apple red
with a peghead to match. Custom Fender
finish and a rosewood neck — it’s a killer.
In a tweed case! Now, I only use the
Fender on-stage for ‘Best Friend’s Girl’
and 'Dangcrous Tvpe' off the new
album.”’

With friends like Rick Nielsen scarching
the land for rare left-handed instruments,
Easton’s collection is growing fast. Relying
on a minimum of cffects, he uses Norlin
“‘Lab Series’” amps in a varicty of con-
figurations, depending on the hall.

As our marathon interview slowly winds
down with a brief discussion of other
players currently on the scene who meet
his exacting criteria for good rock & roll
guitar (Dave Edmunds, Chris Spedding,
Rick Niclsen, Nick Lowe), Eliot Easton
leaves me with another of his pungent,
straight-from-the-shoulder observations,
one that goes to the very core of what The
Cars are all about.

“I've always had a built-in mechanism
to separate the real thing from the jive.
Let's just leave it this way, I'm znzo it
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SPYRO GYRA’S JAY BECKENSTEIN

Jhe man behind the success



uccess has taken its toll of Jay
S Beckenstein,  the  driving  foree

behind Spyro Gyra, jazz band with
the funky style that has sent sales of its two
albums soaring. As a producer and
performer, now very much in demand, he
has had one weckend break in the past
seven months and admits that at times he
never quite stops feeling red.

The band was in England recently to
complete a European tour in which they
played prestigous dates at the Montreux,
Munich and North Sca Jazz Festivals. In
London, they joined more jazz giants on
the bill at the Alexandra Palace during the
Capital Jazz Festival and finished off with
two rousing nights at The Venue. Before
leaving for home they even had time to
record their single Morning Dance, the
title track from their second album, for
British TV's Top of the Pops. Sull, this has
been a leisurely tour compared to a recent
60 citics in 80 days marathon in America.

Jay explained what sudden success has
meant to the band. *“With our records
doing so well we just dug in. We're still at
the stage where we're traveling by bus;
we'd do a job, sleep in the bus on the way
to the next city, pile out for a sound check,
do the concert, sleep in the bus, pile out
for a sound check, until when we finally
got to a place that wasn’t moving, nonc of
the band could sleep. We were so used to
bumpy roads — it was our only scdative.

“Europe has been so ditferent, because
we've had 2 day in between everything
and all the traveling has been by jet, quite
luxurious.” The band’s international rise
to fame has been metcoric. After being
turned down by major companics, its first
album, Spyro Gyra, was eventually
released on a low budget minor label,
through Cross Eyed Bear Productions, a
company formed by Jay in partnership
with a fellow musician. It went on to sell
over 200,000 copics.

“The initial shock came after three
weeks when we learned we'd sold 15,000
records, because we couldn’t believe that
many people knew about us. Then the
local radio stations picked up on it and the
person we were distributing it through
ordered more copies than the pressing
plants could make. 1 remember Elvis
Presley had just died and all the plants
were making Elvis Presley records so it was
really hard for us to get records,”” Jay
added.  “It’s success  was  absolutely
unbelievable because it was a real garage
job, done inexpensively in bits and pieces

when we could afford it. but people
seemed to like it a lot. With the budget
we got for the second album, we were able
to do it quite royally.”’

Jay attributes the feeling in his playing
to doing long stints in bars. A move to
Buffalo brought him into contact with a
large community of musicians and he
received a good grounding playing in bars
with R&B bands. Living and working in
Buffalo has obviously had a big influence
on him. “‘Buffalo is absolutely dingy,
rotten, freezing and bleak, and everyone
in the place has got no choice but to really
get off on cach other or it's suicide! A lot
of people drink in that kind of

environment, so there are tons of bars

chose what 1 thought would be the best
line-up.”

Spyro Gyra was originally formed
some three vears ago in Buffalo, New
York. by Jay and co-founder Jeremy Wall,
who no longer tours with the band but
still contributes material through work in
the studio. Their friendship goes back to
school days in New York where they both
grew up and Jay first began to play
saxophonc in school bands. *“They had a
program 1n school where they'd start
voung kids on instruments and they gave
me a clarinet. 1 took it home and my
father, after one look at it, said there was
no way that instrument was going to be
making it, and had mec switched to

"Whatever feeling  have inmy
music comes from playing inbars.

which means a lot of places to play in.
There’s  this  really  hot  underground
community of musicians there, constantly
interchanging and 1 was playing in
different bands for years. What I learned,
[ lcarned in bars, whatever feeling 1 have
in my music comes from playing in bars.
All this time [ was developing my writing
until I thought it was strong ¢nough and
then 1 stopped playing other people’s
music in other people’s bands and starved
for about a vear. But since then it has all
worked out very well.”

It was during this formative period
that he came into contact with the
musicians who now make up Spyro Gyra.
Jim Kurzdorfer (bass), another friend
from school, Gerardo Velez (percussion),
who once played with Jimi Hendrix, Eli
Konikoff  (drums), Tom  Schuman
(keyboards) and the latest addition Chet
Catallo (guitar). “'Eli and | met playing
R&B and he’s just about the steadiest
drummer 've ever played with, Tom,
although he’s only 21, has been playing
professionally since he was about 13. After
Jeremy decided he’d be more of an
advantage to us in the swdio, Tom
gradually took over and began to really
carry it off on tour. Chet filled in that last
gap on guitar. He complements us all
beautifully. Our paths had all crossed at
one time or another, and when I got
around to putting the band together [ just

saxophone. My mother was an opcra
singer and my father was a pianist, so |
supposc they plotted to make me a
musician before [ could say no. They gave
me piano lessons when I was about four or
five and I still like to do my writing on the
piano. My first memory of knowing [
wanted to be a saxophonist was when [ was
about 11 and my father wanted me to give
it up because 1 had braces on my teeth and
he thought it was pushing them out. I told
him to get lost and that's when [ first
realized 1 wanted to be a professional
musician.”’

His carly jazz influences were provided
by people such as John Coltrane, Charlic
Parker and Lester Young but in his late
teens he started listening to Rhythm &
Blues and Motown. ‘‘That music felt so
good to me and | supposc it’s what Spyro
Gyra is all about. A combination of jazz
improvisations on top of a Rhythm &
Blues and Motown foundation. My
playing is really R & B. | don’t mind
playing two notes in a solo. There doesn’t
have to be lots of notes because two will do
if they’re the right ones. I've never been a
pyrotechnic and a lot of people can play
faster than me. | tey to play with fecling.””
His saxophones are Selmer Mk.6s, a
soprano and alto, while his tenor is an old
balanced action from the Thirties. ‘1 got
it off an older musician and 1t's a really
funky old thing."”
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fact:

finally! feedback’s
finished!

The new Shure PRO MASTER™ sound systemis truly a giant step
forward in versatility, reliability, and sound quality. Entertainers,
speakers, and soundmen find that it solves all sorts of difficult sound
problems, in settings as diverse as intimate clubs and lounges,
irregularly shaped rooms, large auditoriums, churches, and outdoor
applications. The ultra-compact, lightweight PRO MASTER system
has a multitude of performance-proven features found nowhere else.

Case in Point...

The Revolutionary
FEEDBACK FINDER' Equalizer

Solved—the Number One problem facing every
successtul live performance: feedback! The exclusive
Shure PRO MASTER FEEDBACK FINDER circuit pinpoints
troublesome frequencies, displays them on highly visible
LEDs, and shows exactly which sliders of the dual
10-band equalizers should be adjusted to solve the
problem. In just seconds you can equalize for maximum
gain from house or monitor systems. There's nothing else
like the FEEDBACK FINDER; in fact, you'll wonder how you

SEreleminei 400 Watts, Stereo or Mono—
and Hi-Fi in the Bargain...

The PRO MASTER console is completely stereo,
with pan pots on each channel, or, use the
exclusive PATCH BLOCK"™ rear panel to
construct complex circuits with simple

patch cords.

High-quality operational amplifiers and low-noise
components make the PRO MASTER's circuits
remarkably distortion free, delivering a clean
signal over an extremely wide range. Total
harmonic distortion is typically well below 0.25%
from40 Hz to 15 kHz! Compare our “hi-fi" low
distortion bandwidth figures with anyone else’s
integrated PA system, if you can find them!
(They're usually published at one frequency only:
1kHz.) Veteran soundmen who've used it say the
PRO MASTER system delivers a new standard of
audio clarity and purity, with a full 400 watts of
power—the control and flexibility you want, in a
compact size...and a surprisingly modest price!

the revolutionary PRO MASTER' sound system by

i ERNIEE

Shure Brothers Inc., 222 Hartrey Ave., Evanston, IL 60204, In Canada: A. C. Simmonds & Sons Limited
Outside the U.S. or Canada, write to Shure Brothers Inc., Attn: Dept. J6 for information on your local Shure distributor.

Manufacturers of high fidelity components, microphones, sound systems and related circuitry.

42 Circle 736 on Reader Service Card



SPYRO GYRA’S
JAY BECKENSTEIN

They started off playing the bar circuit
seven nights a week, and developed from
there with each member of the band
submirting different matcrial.

Major record companies were  not
interested in going up to Buffalo to hecar
them and the band could not afford to go
to New York, or Los Angeles. The
problem was solved when Jay went into
partnership on the Cross Eyed Bear
Productions project and they clinched an
excellent studio deal in Clarence, a small
farm village outside Buffalo. “‘It was a
really small antique studio built into 2
barn. We asked the guy who owned it
what his overheads were and offered to
take his bills off him if we could have it for
10 days a month. It ended up that we had
the use of the studio for a whole year at no
extra expense. We had lots of musician
friends and just went nuts recording
everyone we knew.

‘I was working on the production of
disco singles, country music, everything.
And then at night when we had time I'd
work on my own stuff which turned out to
be our first album and it's ironic that what
was least intended to be commercial really
sold. After being turned down by the
record companies we put it out ourselves.
There was tons involved, 1 got to be a
performer, producer, promotions man,
and I did the pressing, mixing and saw to
the budgeting. After getting so involved
in the music industry I'm now pretty
sharp at business.”’

Spyro Gyra has since been signed to
the new Infinity label and Morning Dance
was recorded at Secret Sound Studios,
New York, with guest spots from John
Tropea and the Brecker Brothers. The
band is currently halfway through its third
album, with Tropea and the Brecker
Brothers again in evidence. As a producer
Jay seems to have acquired something of
the Midas touch and his services are much
in demand. ‘'l don't think there's any
other way to learn how to produce other
than trial and error. The first album had
lots of flaws in it because of cost and time
factors, but 1 was really pleased with
Morning Dance — there's nothing on it
that 1 didn’t want. And the third album is
going just as smoothly.

“I like to work with layers, putting
down the rhythm tracks first, listening to
them for a few days, then going in and
mixing the next layer and then the next
layer. In the studio I'm a bit of an oil
painter. I look at the overall picture and if
there's, say, a yellow in the corner that |
don't like, I'll paint it out and put
something else in.”’ In his role as a
producer he is now more interested in
listening to other people than ever before
and believes there is something good in all
genres of music. Playing at international

jazz festivals has brought him in direct
contact with many other bands and artists.

“Lately I've been getting a
tremendous chance to listen to people
playing live, and I like to keep on top of
new records to hear what other producers
arc doing with their artusts. I'm also
interested in listening to people being
used on records because I'm now in the
position where if a player sounds hot, I can
hire him. One band I really like is Earth
Wind and Fire, but there are so many
people doing so many things that I'm just
not one to pigeconhole the music I like. As
a jazz musician I'm listening to Weather
Report and people like that, but I even

like Donna Summer. As a producer I'm
listening to the Bee Gees.”’

The Midas touch also secms to have
rubbed off on others associated with Spyro
Gyra. Jeremy Wall is now busy on many
projects, which have brought his consider-
able ralent as an arranger, to the forc.
“*Since our records took off, all of us in the
band have had so many calls, because a lot
of pcople are trying to cmulate our style
all of a sudden. At the studio where I've
been working, they're getting a lot of
people coming in who want to sound like
Spyro Gyra. We've had a laugh about it
because their material is never quite the
same. We say ‘let them try.”’
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9,000 PA COMPETITION

Getting a good live sound is one of the
most important aspects of making music
today. Your songs may be great and the
musicians may be brilliant — but if all
the audience hear is a rumble and few
high pitched whistles. then you may as
well go back to the garage.

The name of the game is to get a good
PA system — but as with most things. it
doesn’t come cheap. That’s why we at
IM&RW are going to give you a helping
hand. We're giving away ncarly $9.000
worth of PA gear from a superb mixing
desk down to the cables and connectors.

To be sure that you get the best. we
have gone to all the best manufacturers
for our equipment. because when you're
talking about sound. only the best will
do.

The most important part of any PA
set up has got to be the mixing desk. and
that’s why we have chosen the Studio-
master 12/2/b. Superbly made and giving
an incredible array of facilitics. the best
thing about this desk is that its possibili-
ties are really limitless. Add on modules
allow any number of other channcls to
be added in addition to the basic five
band cq. full foldback. ccho facilitics
and VU monitoring of the desk.

To power your system you want a
good beefy amp that it above all reliable.
The Studiomaster 800C s just thut,giving
400 watts per channel into 4 ohms
and is ideal for both studio use or PA
work.

For the speakers we have gone for a
system that has been tested by our expert
in the pages of IM&RW. the Bose 802.

The system is particularly small in both
size and weight, but they are for just
about cvery kind of use. from stage
monitoring to conventional theater PA
work.

We are giving away two pairs of
802 speakers. one with eq. and stands.

No PA system is complete these days,
without the extra “hardware™ which will
turn a good sound into a great onc. The
Biamp company is onc of the leaders in
this ficld and so the system will come
complete with two EQ/270A graphic
cqualizers, quad limiter. and an FR/240
sterco reverb.

The microphones in a PA system arc
probably the smallest items. but they
invariably make the biggest impact. For
our system we've collected four Shure
units, and  you can’t get a  higher
professional standard than that.

So we've got all the hardware., but the
system wouldn’t be ready to use without
multi-core connectors and a stage box.
This can add up to an expensive little
“extra”. so we arce including some top
quality Sano cquipment to make sure
everything goes smoothly.

Before you haul this beautiful system
down to your next gig, you have to
explain a few well known phrases and
abbreviations.

Turn to the Readers Service Card,
complete your answers and then mail it
frec of charge. All th correct entries will
be placed in a box and a winner will be
drawn out. The name of the lucky reader
will be announced in a forthcoming issuc
of IM&RW.



dquny ponb ay;

pup (431432) qiaady 031218 0t H S

(doi1) sP3 aapido ¢/] v0.Z/0F T

Circle 891 on Reader Service Card

Circle 834 on Reader Service Card

208 asodq

2nyg

i

PARD) 82I1AISS sBPEaY LO GAG 31310

Circle 890 on Reader Service Card

Circle 892 on Reader Service Card

$40122ULOI oung

14

Circle 889 on Reader Service Card

X0q a3n1s oung

D008 4215018 01pM §

Circle 893 on Reader Service Card

g/z/zr 423500 01pNIg



PAISTE CYMBALS & GONGS:
An unmatched breadth of
sounds.

We took every different
type of cymbal and gong
we make...and then took
this picture. Each one
is an individual type...
each with its own feel-
ing and sound character-
istics. In this way,
Paiste offers an un-
matched choice to the
creative musician who
wants to explore new
horizons in percussive
sounds and textures.

Our gongs
are made by hand.
All Paiste Gongs are
made entirely by hand
with old world skill and
craftsmanship. They are,
far and away, the choice
of percussionists in
every part of the world.
The Gong line in-
cludes Symphonic Gongs,
which create the full
spectrum of gong sounds
...Pitched Gongs, which
are tuned to a specific
note...and Sound Crea-
tion Gongs, which pro-
vide truly unique sound
colors.

Paiste Gongs are
available in a wide
range of sizes from 6%"
to 80". The new gong
sounds by Paiste are
used by percussion
ensembles, jazz and
rock groups to create
a sense of individuality
on stage.

Sound Plates.
These truly unique rec-
tangular bronze plates
feature the same alloy
as our famous 2002
cymbals. They are avail-
able in four graduated
sizes, each with a
graduated chime-1like
tone and are mounted
with a spring suspension.

Gong sets.
Paiste offers a Flat

Gong Play, which con-
sists of 13 tuned gongs
(without boss) ranging
from C4 to C5. These
gongs are suspended
horizontally in a spe-
cial stand. The Five
Tone Gong Play consists
of tuned gongs (with
boss) in your choice of
pitches from C2 to FS8.

Sound Creation Cymbals.
Recently introduced,
these professional
cymbals have already
become the choice of
today's discriminating
musicians. The Sound
Creation collection of
cymbals provides un-
matched variety in pitch,
texture, color and feel-
ing. They are available
in Short Crash, Dark
Crash, Dark Ride, Bright
Medium, Bright Ride,
Mellow Ride, Dark China,
Bell Ride, Dark Hi-Hat
and Dark Sound Edge
Hi-Hat.

In addition to the
Sound Creation Cymbals,
Paiste offers a complete
range of famous 2002
Cymbals...plus our
popularly-priced 404
Cymbals.




Artist Profiles.

A 160 page brochure
listing some 200 Paiste
Drummers and Percussion-
ists includes a personal
profile and drawing of
each artist's set-up.

In addition, a full
color product card de-
picting all the cymbals
and gongs will also be
sent. Just write:

Paiste Profiles II,
Box 4137, Fullerton,
CA 92631.

Carmine Appice

At an eariy age helped
form "Vanilla Fudge"

and three years later
joined "Cactus". After
several successful years
teamed with Tim Eoger:
ané Jeff Beck to form
"Beck, Bogert and Appice"
trio. Currently with
Roc¢ Stewart. Uses a
50" symphonic gong in
his set-up. A Paiste
artist.

o0 0% o

‘“““.hx...‘.g‘l

John Hiseman

Born in London and de-
veloped a real interest
in music at age 13.
Early in his profes-
sional career formed
"Colosseum". Since then
has been producing
records and doing studio

gigs. Plays seven gongs
on stage. A Paiste
artist.

Pronounced PIE-STEE.

Paiste cymbals and gongs
(pronunciation above)
are made in Europe by a
family which has dedi-
cated a lifetime of work
and experience in sound
making. They are ex-
clusively distributed in
the USA by Rogers Drums
and are available
throughout the country.

——— | AV o
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The no excuse synthesizer
from Sequential Circuits.

T

1

For a damo record send $1 to: 1172G Aster Avenue, Sunnyvale, CA 94086 e (408) 296-3116

Circle 744 on Reader Service Card




Highly Acclaimed. And now,
Highly Affordable.

The waiting is over. Your patience has been
rewarded. Acoustic, the leader in professional amplifiers,
has made available to the serious musician two compact
yet powerful amps high in quality and low in price.
Both the Model 117 Guitar Amplifier which retails at
$379.00 and the Model 118 Bass Amp which sells for
$399.00, reflect the same quality and reliability that
established the reputation Acoustic has enjoyed for
over a decade.

Designed to perform equally well in club or studio
situations, each amp features a 50 watt RMS power
section, a responsive preamp that includes high and low
input jacks, bright switch, 120v or 240v power supply,
a master volume and switchable reverb for the Model
Dealer Inquiries Invited
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117, a power boost switch for the Mode! 118 and
much more. Both units are built with &/4” interlocked
construction, and covered with top quality heavy vinyl
to withstand rough handling. Best of all, Acoustic’s
exclusive lifetime protection plan, the finest in the
industry, 1s available with both models.

So, for you musicians who love Acoustic but

couldn’t afford it ... what are you waiting for?

(acoustic )

professional sound equipment
7949 Woodley Avenue O Van Nuys, California 91406

For more information, send for free catalog at ab«we address.




NOW SOUNDAS GOOD AS YOU PLAY.
JBL’S NEW CABARET SERIES.

Both you and your audience
deserve to hear exactly what you're
playing. Which is exactly what
JBL’s Cabaret Series is about.

These new systems have the
power-handling to reach every
iistener with every note. Your audi-
ence hears the lowest bass. All the
vocalist’s lyrics. The full range of a
multi- octave lead.

ty. Undistorted. Uncolored

There are three Cabaret
Series sound systems: lead
:nstrument, reinforcement
and stage monitor.

‘The lead instrument
system features JBL's
patented interlocking stack-
ability. All three systems
feazure JBL's famous K

Series musical instrument loud-
speakers. All systems are fully
portable. And built to endure the
punishment of the road.

Their housings are made of
the best birch ply available. The
front covers fit flush to protect the
drivers and grilles during travel.

_The finish is extra-rugged. Even

the voice coils have unique
protection: To minimize
bounce during transit,
they’re automatically
shorted when there isn't
a plug in the input jack.
With these JBLs
you don’t have tc invest
your sound system bud-
get in traveling cases.
The Cabaret Series
offers enormous value in

other ways. For example, one
JBL column probably puts out as
much sound as four of the systems
you're now using!

And JBL quality assures you
of avoicing costly “down time” It's
the same quality standard that so
many pros rely on.

Hear JBL's new Cabaret
Series scon. Because your sound
system should
be as good as
you are.
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cceiving  this  instrument 10 review

was @ very  Interesting  experience.

For vears when the instrument was called a
Mellotron, it plaved an important role on stage and
in the studio. At tirst unrivalled, the Mcllotron was
graduully superseded by the onslaught of more and
highly  sophisticated  synthesizers,  but  the
insttument  managed 0 hang in there with
dedicated afficionados when string sounds or flutes
were nceded. And  the Mcllotron, now  the
Novatron, has survived to this dav, albeit in a sense
of controversy and partisanship.

The Mellotron began to show up around the
turn of the decade on albums such as In The Court
Of The Crimson King: being able to deliver whole
string sections or choirs from a single player’s hands
was. indeed, revolutionary. At the ume, 1t even
incurred the wrath of the Musican’s Union. who
were worried about their members losing work
through the invention of instant orchestra. Since
these carly, pre-synth dayvs, the Mcellotron gradually
became eclipsed in the minds of some musicians by
string  synthesizers. and  ceventually,  polyphonic
synthesizers. But the instrument retained a hard
core of users, both in owner-musicians, and people
who rent the instruments for studie usc.

Although I've been referring all along to the
Mellotron, the instrument s virtually the same as
the Novatron. The new title came about because of
the demise of the onginal Mcllotronies Lid., the
firm handling the sale of Mcllotrons. The company
actually  manufacturing  Mcllotrons  since 1962,

Streetly Electronics Lid. (which was not connected
financially with Mcllotronics Ltd.). thensetup s

own sales organization and s now sclling the
instrument  direct. And, so, the new  name.
Novatron, came about because the old naume was no
longer available to them. Streedy directors. Frank
and Norman Bradlcy. who developed the 400 SM,
continue to direct operations.

The modern Novatron is a large, white finished
organ-like instrument with a two and a bit octave
kevbouard providing a sound source in 4 unique wav.
Depressing a kev causes a tape of that note to play
itself back by running over a tape recorder playback
head. Each note can trigger a musical note of the
tonality expected, by allowing a length of Y2 inch
tape to pass a plavback head. The note will last for
about cight scconds. whereupon the kev must be
released in order to allow the tape to wind back.
This it docs very quickly, as 10is spring loaded. Any
number of notes may be triggered at once, and cach
tape contains three parallel tracks of information,
sclected by a knob to the lett of the kevboard. For
instcad of svnthesizing any sounds required, the
Novatron contains taped versions of notes supplied
by the real insttuments; be they viohns. tlutes,
saxophones o human voices. Importantly,  the
Novatron people haven’t just left vou with three
possibilitics. There are 42 difterent tapes available,
cach containing three sounds cach, enabling the
user to have an mnordinately large range at his or her
disposal. And, the interchanging to the tape banks
is casy and quick to perform with a minimum eof
fuss.

You can also make up your own tapes, even on

standard % inch tape, and fic them in by using a 4 by

Novatron
$4,200

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

53



SR20and SR28

MIXING BUSINESS WITH PLEASURE

AHB

ALLEN AND HEATH BRENELL LTD.

Agents
Audiomarketing
Stamford U.S.A.
Son Professional
Paris

Intersonic
Stoekholm
Fading

Madrid

Studio Sound
Frankfurt

TEM

Brussels

Sun Music
Denmark
Audiolab Hellas
Greece

Peter Bollen
Eindhoven
Audio Consultants
Italy

Lastron

South Africa

The
New Allen
and Heath
SR Series has
an impressive ped-
igree with 1its origins
in custom mixers for Pink
Floyd and King Crimson. The
SR mixer is equally at home in
theatres, clubs or studios and fea-
tures a unique routing system enabl-
ing the engineer to assign channels to
any one of eleven outputs! At 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
of refiabiitty or ruggedness.

Fully modular construction allows any format up to 28 inputs per frame.
8 routing busses to groups and masters.

3 auxiliary busses for foldback and effects.

10 echo returns for multiple effects mixing.

Integral stage communications system.

Built-in oscitlator with frequency sweeping.

Sweep frequency equaiization as standard.

Phantom power as standard.

Heavy Duty external power supply.

XLR transtormer balanced microphone inputs with low noise preamplifier.
LED Peak reading meters with stereo monitoring.

Comprehensive headphone monitoring system.

Mtlitary spec multipin connector as standard.

+ 18 dBm output head room.

P &G fader option.

Solo (PFL) of all desk functions.

Special dual frame option for 40 or 48 inputs.

Heavy duty flight case (as shown).

ALLEN AND HEATH BRENELL LTD, AuDIO MARKETING , GLENBROOK ROAD , STAMFORD , CONN
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Synthcheck

inch tape conversion kit. You can score here by
recording every note of a specific church organ, for
example, and fitting it into your Novatron for
recording or stage purposes, without trying the
impossible task of actually transporting a huge
object like a church organ around with you. Any
bad name the instrument may have collected in
some quarters is due, most unfairly, to either
misusc, or mis-maintenance. Too often, a
musician’s opinion of a Mcllo/Novatron is colored
by using a rental item in the studio and some rental
companies do not, with common user instruments,
keep theirs in top-line condition. (Manufacturers
note: In addition, all Novatrons are fitted with a
vastly strengthened mechanism, and this, together
with the new rock-stcady motor driver system,
completely climinates problems encountered with
some cartly Mellotrons.)

The manufacturers supplicd me with a litde
hint-list on how to get the best out of the review
cxample, and it's worth reproducing it in
paraphrase: *‘The output level is quite high, as
compared with many keyboards, and  with
everything flat out levels can be up to plus 10dB. So
it’s best to run it at volume sctting 1.00, which
corresponds to about 0 dB on a VU meter. If, at this
recommended setting, the signal is fed to an amp
incorporating a pre-amp, then that pre-amp can be
overloaded before the power amp end of things is in
trouble. So it’s best to put some kind of attenuator

in the line. A 10 Kohm pre-set potentiometer would
be fine.””

The recordings on tape can be EQ'd and echoed
to advantage, and the use of a compressor after the
unit can avoid a build up in level if lots of keys are
pressed. The tapes are played back at constant pitch,
but which pitch, is variable to account for tuning
differences with any other instruments played along
with the Novatron. The tapes run at 7% ips, but
still, according to spec, provide a signal to noise
ratio, given clean heads, of better than .57dB. There
is a simple, passive tone control which provides for a
10dB cut at 10k.

This instrument, despite its age of design and
concept, still has an enormous amount toofter, even
in these synth-ridden days, and should not be
dismissed. It’s an historic device, in the real sense of
the word, and | found, by using a well-maintained
unit, that none of the usual anti-Mcllotron quibbles
applied (cg noise, wowing, not staying in tunc,
etc.). Instead, I thoroughly enjoyed playing with
REAL sounds in any way | wanted, reproduced with
amazing clarity and control. The technique of
playing the thing, and knowing one has only a fintte
time for a note to last, is onc soon mastered
and.after all, a voice cannot sustain a nate
indefinitely, no more than can a trumpet or a flute.

Give it a try, and forget its critics; you may be
very pleasantly surprised.

Robin Lumley

ULTIMATE VERSATILITY IN ALL FREQUENCY RANGES

MUSICAL INSTRUMENT
SYSTEMS

¢ SOUND REINFORCEMENT

APPLICATIONS

* HI-FIDELITY ACOUSTICAL

DESIGN

STATE OF THE ART
CONSTRUCTION

* EFFICIENT FOR COLUMN

STACKING
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| BHG GQD MODULAR SOUND SYSTEMS, BARRINGTON, ILL., TEL. (312) 382-4550
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Drumcheck

P remier  are  without doubt the longest Premier now own a brand new factory complex

Premier

serving and best known drum manufac- in Leicester which was opened in 1975 and continues
turers in Great Britain. Over the last two in the tadition of their original Della Porta

[
Boron Klt decades they have survived the challenge of drums company which began before the war in Berwick
with bullet-shaped and square nut-boxes from  Street, London. This large factory is evidently the
s ]998 Germany, American nut-boxes of all shapes and  only one in the world which builds every part of its
sizes, home-built round nut-boxes and more product on the premises without recourse to outside

recently no nut-boxes at all. Recently, of course, contractors. (I appreciate that Slingerland, too,
their most serious competition must have been from  make much the same claim, but their heads are
the Japanese and as far as [ can sec they secem to have  made by Remo whereas Premier make their own. )
been capable of resisting them. Their drums are 100 per cent British and proud of it
(Premier won the Queen’s Award to Industry), and
they export drums to every country of the civilised
world and arguably some that aren’t.

The Premier “*Baron’ Set comprises seven
drums: four single headed tom toms, one double
headed floor tom, large size bass drum and a metal
shell snare drum. The shells are made from a § run
birch ply but have in the recent past been
constructed from what onc presumes is an African
wood called khaya. All these shells have glue rings.
To complete the set the Premier company supply a
pair of cymbal stands, a 252 foot pedal, a hi hat
pedal, side drum stand, a stool and sticks and
brushes. Also there is a double floor stand for the
two largest open ended toms toms. The set is
available I understand either with Premicr’s cheaper
“‘Lokfast’’ stands with finish bases or their more
substantial, slightly more expensive *“Trilok’” range.

Bass Drum

This 24 x 14 bass drum has twenty ‘L’ shaped
tuners with cast claws, wooden hoops inlaid with
plastic, a felt strip damper for cach head and
Premiet’s “‘outrigger-type’’ non disappearing bent-
steel rod spurs which locate into a cast block which,
with it’s ‘O’ ring insert, triples as tom tom holder
and leg retainer too. Soundwise, there's one thing
standard about Premicr bass drums (whatever their
size). They sound pretty good with both heads on.
Even though they don’t have a particularly warm
sound they more than compensate for this with their
penctration. 1 prefer them single headed (but 1
prefer any modern bass drum this way — Levon
Helm’s old Gretsch is the one exception) and to me
they sound like a heavy wooden door slamming
which may not be cveryone’s concept of a good
sound but it’s certainly mine,

The bass drum tensioners | feel leave a litde to
be desired since they aren't of the Timpani-type and
are difficult to tighten up or release under adverse
circumstances but, having said that, I would not be
at all surprised to sce Premier change them for
America to the *T” shaped handles available on their
British “‘Soundwave'” outfits.

Premier’s tom toms have single nutboxes fitted
as standard but the bass drum with this set has the
traditional, old fashioned front to back double ones
which I personally think cuts down the resonance
and therefore the tonal quality — mind you this
only applies really to toms toms where the long nut
boxes don’t allow the drummer to “‘breathe’
properly and also, it is argued, create confusing
sound-wave patterns around themselves which help
to confuse the issue.

Tom Toms
PD 717 has five tom toms 13, 14, 15 and 16 inch
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all single headed and an 18x16 tloor standing one
which is double headed. The 9x13 has six nut box
casings and tensioners and the other tour have cight
cach. Al toms have internal, spring steel, under
balfer head operating dampers. The set [ saw was
fitted with “Everplay Plus™ heads which gave a
good bright sound. I have in the past criticised the
“Mclanex”” heads from Premier which |eonsider to
be not resilicnt enough. Nowadayvs though their
‘Plus’ heads are made from ““Mvlar™” which 1s an
Amcrican plastic film from Dupont which has
roughly the same consistency as the Dupont film
used by Remo. Nowadays Premier produce a C.S.
type head too which has a black spot with a small
hole in it’s centre. (1 suppose vou couid call 1 a wide
ring). All these heads sound good and are a great
improvement on the old Everplay “Extra’. | don’t
honestly know about their lasting qualities, but so
far have not heard any adverse comments on their
longevity. A drummer coming to this set from a
normal two or three tom tom set would have
something of an orientation problem because the
fifteen and sixteen inch toms are mounted on a floor
stand over and above the large floor tom tom.
However Premier provide two boom stands with the
717 which help with ride and crash cymbal plaving
and other than that, 1Us just a question of getung
used to the relative positions of the drums.

Snare Drum

One of Premicer's 35 metal shell snare drums
comes with this set and I suppose it has been
available for about three years now. It's much more
Amcrican than any previous Premier drum, with 10
double-ended  lugs, triple flange  pressed  steel
hoops, a central shell-strengthening  bead,  cast
adjustable-tension cam acuon strainer, 20-strand
snares attached to their mechanism with string,
adjustable internal under batter head operating
damper and  the aforementioned  deep  slotted
1ension screws.

A 5" shell drum comes as standard and
although this has a “‘breathy’ sound duc to 1ts
thinnish shell | would rather specify one of the 62
models which have a little more ““undertone™ but
with the same bite. The deeper drum (it's called a
36) is far more suitable for today’s funky music. but
this is not to denigrate the 35 which obviously has
many other applications.

The metal drum is neadly finished inside with an
inverse flange and a long graduated snare location
arca.

Accessories

Premier's Trilok stands have been available since
late 76 and tor those of you not familiar I'll
describe them. They all have unique (at least when
they were launched) U-section pressed steel legs
and, along with all the other refinements 10 be
found on the present generation of stands, they
were  the  first to combine  robustness  with
portability. Their power-to-weight ration, which
until now has been  somewhat  disregarded
consideration, is second to none.

The stands have one drawback (for me).
Normally when seting up a tripod-type stand one
grabs two of 1ts legs about half way down and pulls

outwards. Unfortunately since the Trilok's legs are
madc of the U-section pressed steel there are two
cdges per leg with the potental to cut vour hands.
(The leg is made from 16 gauge steel or its metric
cquivalent.) If vou were in a real hurry to set up
(and get to the bar) vou cou/d damage vour tingers.
So the safest way to set up a Trilok is to grip the
actual feet and pull outwards. All the stands have
sclt-levelling floor glides and hidden inside these is
a substantial sharp spike. To expose the spike 1t's
only necessary to screw the rubber foot cone up a
litdle.

Every stand has Premicer’s substantial T-bolts for
height arrest and adjustment. These locate into
large captive nuts held in place with a saddle. so that
the adjustment bolts don’t actually penctrate the
tubes. The top of cach stand’s bottom tube is split
to cnable the wing bolt to exert pressure on Aalf the
circumference and force it against the tube inside it.
the second stage of the cymbal stand has a split
plastic insert at its top to take the wear and be
replaced when, or if, necessary. A cast cymbal ulter
is attached to the 578" top tube with an Allen screw
so this too is conveniently adjustable. The legs
themselves extend out 147 from the centre tube,
the bottom tube (on all stands) is 1% OD and the
sccond 1-1/8"" OD. Its highest working height s
66",

The Trilok boom cymbal stand boasts all these
features and has enough vertical adjustment to
accommodate any human drummer, with more
than e¢nough horizontal adjustment on its boom.
This boom is counter-balanced with an extremely
substantial cast block which moves laterally on its
boom rod and is locked into the desired position
with a drum key operated screw.

Trilok's hi-hat stand has a cast one-piece
footfplate (to match the bass drum pedal’s) and has
a built-in adjustable toe stop. The tripod legs are
like the cymbal stand’s with the adjustable rubber
or spiked levellers. Additonally there is a pair of
adjustable sprung spurs ingeniously angled forward
underncath the base framework.

The pull is via a plasticised industrial fibre scrap
(like the bass drum pedal’s) which works well
cnough but I personally preter the feel of a non-
flexible strap. Having said that, this is the first hi-
hat I've played which felt exuctly the same as the
“kick”" pedal. This could be quite a consideration,
say. for a twin bass drum player who has to go from
pedal to pedal with his left foot. This plastic strap is
fixed back on to iself after it goes around the
parallclogram linkage to the centre rod. Which will,
of course, help it 1o wear longer. Also, the pull is
adjustable in length bencath the footplate with a
drum key operated screw. | haven't come across any
other hi-hat with this feature.

The action uses a pair of expansion springs which
are joined to the centre rod diametrically opposite
cach other and move up and down in slots. These
springs are adjustable at the top of the base tube in
a most convenient position. A plastic saddle located
two threaded rods which are joined to the springs
and cach rod has a pair of threaded, knurled washers
which sit on cach side of it. So. one tightens these
washers above and below against the saddle (there's

Bob Henrit bas been a profess-
ional drummer since the Sixties
aud worked with a string of top
bands, including Argent and
Pboenix. A busy session musician,
be bas recorded with Roger
Daltrey and Leo Sayer among
others, and has also found time to
present drum clinics.




44 Years Experience

Tells Us It Can’t
Be Beat.

ADC began in 1935 producing high
fidelity transformers, jacks and jack panels
to the broadcast and telephone industries
and is recognized as a leader in the field.

Today, ADC is introducing a variety of
audio connectors and plugs to the
broadcast and professional audio indus-
tries.

ADC CONNECTORS offer high reliability,
total interchangeability, and complete
compatability with other audio connectors
on the market. ADC’s low impedance
input and output three-pin/contact con-
nectors are electrically and mechanically
designed to meet EIA RS297 standards.
High impact, crack resistant, glass-filled nylon inserts are easily removable for wiring and soldering. Audio plug
connectors are available with either standard or small strain relief grommets. Each connector is shipped
completely assembled and available either in nickel or fully conductive black zinc plated finishes.

ADC PHONE PLUGS feature brass construction, brass or plastic thread-on shells, milar insulation tube, crack
resistant insulator between tip and sleeve and an expanded size strain relief clamp. The ADC line also includes the
all new and unique Heavyweight plug. It is a strong durable plug that will out-perform other plugs on the market.
This new plug expands the basic military plug design concept to include a molded, brass assembly with dual strain
relief. The audio shaped, unique brass tip ensures positive contact and additional plug life. All plugs are available
in either brass or nickel finishes.

Distributed exclusively to the
Audio-Musical Industry
by Woodel International, Inc.

ADC Products

When you want to sound better...longer.

JOBBER INQUIRIES: DEALER INQUIRIES:
Woodel International, Inc. % Group 80

311A, Temple National Plaza \ P.O. Box 1199

Temple, Texas 76501 Temple, Texas 76501
Telephone: 817-774-8300 k\ Telephone: 817-774-8344

Telex: 730 317 ®
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Drumcheck

a spring washer sandwiched in between to make
sure). If you want a harder action you tighten the
top nut while unscrewing the bottom one. for easier
playing, you adjust vice versa. Though the action
goes from very loose to very tight with easc. it’s
impossible to do this while playing. You need two
hands for the operation because if you turn the top
nut the thread and the spring turn too. The top
tube has a large plastic bottom cymbal scating cup
which is adjustable in angle with a knurled nut. The
top cymbal’s clutch has been beefed up recently, |
understand, which should make it deal since the old
one worked well enough. Anyway, this is a smooth,
fast and ecasy to operate hi-hat pedal which
complement’s the 252 bass pedal very well.

The Trilok snare drum stand is innovatve in
many of its features. It has, of course, the U-section
tripod legs with the floor levellers and spikes, the
large wing bolts with the slotted wbe ends and an
unusual drum clamping mechanism and playing
angle arrest. This is, like all good drum inventions,
very simple. There’s an omega-shaped clip which
fastens around the top tube and <an move up and
down it freely. The open ends of the omega can be
squashed taogether with a nut and wing bolt which
tighten it around the tube. The wing bolt also
retains a small pivot arm (about 3'" long) which is
loose-riveted to the cradle part of the stand. So the
omega collar, once loosened., runs up and down the
top tube and since it is attached to the cradle which
is able to pivot it moves the cradle (and the drum) to
the desired angle. To secure the angle one simply
tightens the wing bolt.

The cradle itself has two fixed and one movable
arm which can be adjusted for length and locked
with a drum key operated screw. This arm has a
dozen location holes in it so should accommodate all
snare drums as well as 12°°, 13", 14" and 15" tom-
toms. I don’t know about a 16", though. The final
pressure adjustment uses a wing bolt which pushes
the moveable cam vertically through a captive nut
until it presses hard against the drum. (These arms
are sheathed in white rubber.)

The 252 bass drum pedal has become a favourite
of mine. It has a single post and like the hi-hat an
industrial plasticised fibre strap. The cast one-piece
footboard has one adjustable and onc fixed top stop
and its actual angle to the bass drum head can be
adjusted either to left or right for more comfortable
playing. The whole unit is clamped to the drum
hoop securely and can be tightened sensibly and
conveniently from the playing position. Non-slip
rubber feet are positioned directly under both the
hoop clamp and heel, and two adjustable forward-
angled spurs are fixed to the pedal to immobilise it.
It has an accelerator cam action, %'’ needle bearing
and a compression spring which is also adjustable
from the playing position. The stroke of the felt
beater is adjustable on a splined ratchet which has a
large knutled knob.

The 252 has a positive, speedy action which 1
became used to in a very short time. The rod for the
beater has been thickened a little which is not a bad
thing since there’s no longer any possibility of it
whipping and bending with energetic playing. All
in all, this pedal is unfussy, works well and has just
the right amoung of adjustment to enable the pedal

to fit any player and not vice versa.

Premier’s double tom-tom holder is something
of a hybrid. It works well and is sensibly set a long
way forward on the bass drum and allows really close
tom-tom placement. The down tube stem of the
holder is oval shaped and located into a pressed steel
block bolted to the bass drum shell. Two large wing
bolts hold the height adjustment securely by
pressing on cach side of the oval tube which by its
shape effectively stops the tom-toms from circling
on this pivot around the bass drum. At the top of
this tube is a T-shaped casting with a pair of
substantial screw locked rathcet tilters which hold
and contain two knurled “‘L"’ rods. These thick rods
locate into a spur-type blocks and are secured with a
large wing bolt.

The 15 and 16 inch toms are mounted on a
Trilok floor stand which has at it's top exactly the
same PD392 double tom tom mounting as on the
bass drum. It's very stable but should be used with
one of it's legs pointing directly to the drummer.

I used to criticise the double holder’s receiver
plate for being too large and felt it could perhaps
adversely affect the sound of the drum. However.
these days every manufacturer scems to have a
“monster’’ fixture and it now scems completely
acceptable.

The Premier stool has been made stronger
recently and nowadays 1t's unnecessary to have the
saddle shape which contributed a litatle painfully to
my career in its formative years. We now have the
Juxury of a thick, round foam-rubber squab.
Evidently Premier invented the three-post stool and
I must admit that | have found them up to now to
be unstable — mind you, this new onc seems a lot
stronger and heavier. (1 would have confidently
expected Premier to have made a Trilok stool by
now, but if they have | haven't seen it.)
Appearance

There doesn’t seem to be any finish from
Premier which | actually hate: they do all of the
modern solid colours, like the Americans and the
Japanese, as well as a handsome natural wood. Most
of their polychromatic finishes are actually shrunk
on to the wood after glue has been applied. 1 think
my favourite at the moment is a sort of cream
colour. Also there’s a very mysterious, subtle dark
red which is normally used by the company for their
military drums. Premier, of course, also supply solid
black and solid white duroplastics.

Nobody could dispute the quality, appearance
and standard of the Premier chrome work. It really is
top quality and must be the envy of the other
manufacturers.

Bob Henrit




Park
1210 Amp
$1,095

The design of the new Park 1210
“head” Amp  from  Ideal Music (a
member  of the  Marshall Group  of
Companics) is derived from their 1240
combo launched carlicr this summer. The
amp, as the manufacturer informs us, is
more or less a “thead’” part of the combo,
therefore, the electronic part of the design
remains very similar o its origin. We
should also mention that the 1210°s
outside make-up. including the enclosure
size, s sull kept in the  traditional
“Marshall””  shape  but  with  certain
changes and new  details, which  the
manufacturer has  introduced  in this
design and will be described later on in
the review.

Construction

Traditionally. starting with the control
panel, there is a ditference. The AC line
power switches are on the far left and the

Ya jacks on the far right side, the
remaining controls are grouped in three
boxes, i.e. right to left: Gain input (A) —
High: Gain input (B) — LO, followed by
an EQ box with Treble, Middle, Bass,
edge rotary controls. These are followed by
the output level control which, as |
thought at first glance, does not work
exactly as the traditional Master level
control. The output level pot is inserted in
the splitter circuitry and adjusts the clip
point of the phase splitter stage. The
whole control pancl background is then
finished off in a silver color as are the
operating  controls. Power controls are
rectangular [EC switches marked zero and
one, tor On/Oft operation.

At the rear, there s a pair of jacks
matching amp output to load applicd
with a manual output impedance selector
calibrated 4 ohms/8 ohms/OFF/ 16 ohms.
I'm not really sure what Ideal means by
the “"Off'" position here and how to use
this option. I guess this selector switch is
there in loving memory of their 1240
combo where the external load connected
to the "“free”” output terminals, which
made some sense.

The AC Line selector switch allows for
120/220/240 volis operation and  this
switch, similar to the impedance sclector,
must be operated with the use of a
screwdriver. 1o 1s not a 100 per cent idiot
proof, but it sull protects the amp
somchow from unsuitable scttings and
damage.

A Euroconnector type of 3 pin safe AC
line power socket and  fuse  holder
completes everything at che rear. The fuse
rauings are as follows:: two At for 220 —
240 volts operavion and four At for 120
volts. The nominal power consumption is
claimed by the manufacturer to be about
375 watts and a mains frequency of 40 —
60 Hz will be accepred.

Now the performance. The audio
petformance, other than distortions, s
exernplary and [ was delighted to find that
Idcal have greatly improved the THD
levels which are quite phenomenal for a
valve designed amplifier. At this point,
however, I must mendon the subjective
test. When | oplaved my guitar, che
decrease in harmonic distortion did not
change anything of the “'valve” character
of the amp. In acwual face, 1 liked the
quality of sound e¢ven more, particularly
combined with the newly introduced gain
difterenuating footswitch, which has a
greatly improved operational side as the
high sensiuvity input gain is controlled by
a pair of cascaded controls. A check was
made on the Input Sensiuvity relative to
about 100 watts level of the output power
— less than nominal 120 watts bearing in
mind the historic Marsnall equation:

4 x EL 34 = 100 Watts RMS into 4/8

ohms
The power difference again was rather
academic and both inputs proved o be
ahigned o the usual guitar requirements.

No problems of a serious kind were
experienced when a standard cneck was
made on the stability exceprt for a small
overshoot with a capacitance load apptlied.,
which should not be noted in musical
practice. Changing the subject — in the
heart of the 1210 amp we find a
motherboard PCB with mainly gain stage
TEQ arcuitry nicely planned with color
coded wires on the sides and a range of
professional  grade  components.  The
power  stage  valve sockers. 1 should
underline, are not riveted o the chassis
but tixed with nice brass screws which
stmplifies replacement f  necessary —
which happens in valve amps sometimes.
The ratngs of passive components scems
to be adequate for even the hardest life
and the overall impression was of the
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amp '« ruggedness and suttabiliey for heavy
duty operation. The EL34 s penthodes are
sceured individually by a parr of steel
tadmed springs on both sides ot cach ocal
socket.
Conclusion

I must conclude this Soundcheck by
reccommending  the Park 1210 guitar
amplifier for its  professional  design,
overall performance and  classy  finish
which as French people sav ““toujours a la

modc " (alwavs in fashion) with new styles
and requirements. as a valve amp, the
Park 1210 uscs a lot trom contemporary
clecironic technology, for example, the
quality fiberglass printed arcutt boards
cte. [t would be pure hvpocrisy not to refer
to Marshall’s name in this review, but
cven so ldeal Musical Instruments have a
winner here as the 1210 amp s very good
in almost all respects.

Mark Sawicki

PARAMETER — RESULT

129.96 WRMS
104.53 WRMS

Specific Power
Output: Watts
AMS. Ref 1kHz

TEST CONDITION

Onset of clipping into 4 ohms
Onset ot clipping into 8 ehms

Ideal Music claim a power level of

120 WRMS @ 4% THD or 170 WRMS

@ 10% THD Park Model 1210 “*head"”
uses four 6550 valves  in the power
stage, and three ECC 83s (double triode)
in voltage-gain-EQ Splitter stages.

Both power measurements presented here
were taken in “"LOW  channel {B) with
tone controls FLAT and output level
control on MAX. Transformer details: |
Output stage: Drake type C2668
Power Stage: Drake type T4145
P/S Choke: Drake type T100

make
it!

AUDIOKIT 62
MIXER

Take a ik inside
any one of the many
stereo mixers avail-
able, and you will
find a simple
assembly of printed
circuits and compo-
nents. With patience
and correct instruc-
tion, you can put
together such a
consote yourself.
AUDIOKIT is a

inm VRMS for
100 WRMS
(20 VRMS)
output signal
Ref. 1 kHz

Tone Controls
{Swing in dB}

Signal/Noise
Ratio

Capacitance

0.8 m VRMS

36.5 dB swin

12,3 dB swiny

34.3 dB swin:
8.2 dB swin

Better than 65 4B

@ 100 WRMS]} into 4 ohms
@ 70 WRMS)  mcasured in

¢ 30 WRMS) input (B)
@ 10 WRMS)  “LOW’

Total Harmonic 0.682¢ @ 120 WRMS)
Distartions (THD) 0.561¢
Ref. 1kHz 0.5237

0.875¢

1.159

0.95 © 5 WRMS)
Input sensitivity 7.0 m VRMS

Input {B) “1 OW" Ret. 4 ohms
input (A} "HIGH™ dummy load
Tonc controls

Flat.

[reblef1ORHZY Ret “EOW

Mid.[600H/)
Bass/5014/) fnput (B)
tdge/8 KH/)

TreblefMid/Bass/bdge set
FLAT

Ret. 120 Watls output

into 4 ohms load

2 uf non-clectrolytic

Quite low levels for a “valve"” design
amplitier. The THD Jevels rise up
signiticantly with lower power levels.

tn Mid-High power regions harmonic
distortion tigures remain very simitar.
Predominance of 2nd harmonic compon-
cnts was observed on these tests with
both 4 and 8 ohms loads.

Satisfactory. Both inputs are designed
for standard puitar application. Two
Gain potentiometers control inputs
(A} and (B) seperately. “Output Level'
adiusts clip point at the splitter

stage which is difterent froom the
normal “Master” type of controt,

Man. Claims the following

8 dB Ret. bdge @ 8kHis

11 dB Ret. Mid (@ 600 He

32 dB Ret. Treb @ 10 ki

32 dB Ref. Bass @ 50 Hez,

I \perimental evidence confirms that
Park’s “EDGE™ control acts as 4 sort of
Presence type of EQ. defined at approx.
8 kH tor controf of *'Low- [reble” region
ot amp’s trequency band. Treble and
Bass controls are a ‘wide range’ with
Mid. 4t 600 H/ similar to Marshali’s.

Unwcighted true RMS reading on

ANM2 Radtord noisemeter with reference
to nominal power output. All the ECC-83
valves are bolh magneticalty and
clecirostatically protected by a

specially provided “‘push-twist’ type

of screening hardware. Input {A)

HIGH may be used in conjunction with
the tootswitch provided. {A/B change-over)
When Channel (A) is used both

Gain (A) and Gain (B) potentiometers are
castaded and acts simultaneously.

Satisfactory. However smali overshoot
observed.

professional quality
mixer kit that can be
buiit in a matter of
hours, with a few
basic tools.
Every part, down to
the last screw, is
supplied. The com-
prehensive 32 page
manual goes through
every aspect of the
construction
Gain, treble, bass,
faldback, echo and
an are featured on
erch input. Shide
~rs are used for
nputs and main
outputs. Auxillary
inputs and VU meter
are also included

AUDIOKIT 62
(KIT)
$250.00

AUDIOKIT 62
(ASSM)
$380.00

AKG62 PS AC
POWER SUPPLY

Load test OK capacitors and 4, 8
16 ohms dummy load
Open circuit Dummy load removed, tone
Stability test OK control set t tat, Channel Gain/
Output level set MAX,
Short Circuit 30 seconds full drive
Test

Reasonably stable during 0.C.S. tests.

No ill effects however all anodes of
the four EL 34 penthodes turn red hot
very quickly. Worked perfectly OK
after short was removed.

$15.00
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For further information, write to:
audiomarketing ltd.

652 glenbrook rd.

stamford, ct. 06906

tel: 203-359-2312
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Keyboardcheck

Yamaha

CP808
Electric Grand
$4100

62
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hen Yamaha introduced the CP70 clec-
W tric grand a couple of years ago there was

little doubt in anybody's mind that a
major breakthrough had occurred for the benefit
of keyboard players. Here at last was the answer to
all those problems that arose from having a grand
piano on stage and trying to get it heard in the
context of electric music. Pickups for acoustic
pianos were (are) fiendishly difficult to set up and
unless they are set up absolutely correctly certain
notes will sound far louder than others — feedback
is always lurking ready to jump out at you when
you least need it. and anyway half the pianos
aren’t worth bothering about in the first place.

So. what follows is less a review of the clectric
grand — more an enthusiastic appraisal coupled
with a description for those not fortunate enough
to have encountered one yet. Also. note that this
particular instrument, the CP8OB is a logical
development of the original CP70 in that it has 88
notes (i.e. the full piano compass up to C*) whereas
the CP70 has 73 (¢f. Fender Rhodes 73 and 88).
Now as well as manufacturing a vast array of clec-
tronic musical equipment (synthesizers, organs,
amplifiers, mixers, domestic speakers.,
PA’s....) not to mention motorbikes. outboard
motors and guitars. Yamaha has been making
acoustic pianos for many vears.

Their concert grands are fine instruments with
superior tonal characteristics, displaying massive
bass and the singing brightness that one expects
from the best pianos such as Steinway, Bosendorfer
ete. So it follows that with all this experience to
draw on, Yamaha was ideally placed to produce an
instrument that merged both acoustical and elec-
trical properties. Naturally, the new piano would
have to be more compact and robust than the
concert grand (which doesn’t travel too well at the
best of times). This philosophy (case of transport
and maintenance) was taken a stage further by the
simple (') expedient of designing it in two sections
— (I.) Strings and main frame which fits onto (2.)
the action and support.

The main design problems were producing the
“grand” tone from the necessarily shortened
strings and in keeping the action as similar in feel
to the concert grand’s yet able to stand the travel
and occasional mishaps that occur on most tours.
The strings are the same as those used on the
acoustic counterpart, except for the lower two
octaves where they had to be specially developed.
In reality. it is the bass end which shows the electric
grand to be the compromise it is — no criticism
intended and Yamaha forestalls any when they
state that the piano has “very nearly the sound and
feel of a concert grand™. That “very nearly™ is a
good example of the integrity and thought that has
gone into this design. How unlike the claims made
by the makers of the more inferior species of elec-
tric pianos who will glibly put the label PIANO on
a rocker switch and then go on to state in the
unfortunate owner's manual. that this will pro-
duce a “really lifelike piano sound™ or some such
falschood. Watch out for them — the shops are
full of instruments like that.

Anyway. (tirade finished) the bass end does lack
the sonorous bite of the larger acoustic instrument.
Moving further up the keyboard the quality of
sound. providing you are putting it through good
clean “*hi-fi”" amplification and monitors, is realistic
and, even though the electronic element is easily
detectable. a pleasure to listen to — to be even
more subjective for a moment, I've always found
the sound of these instruments quite inspiring —
and makes you want to play. The action is con-
ducive to this as well — it’s almost identical to the
repetition action found on the concert grands. the
only differences being the adoption of harder
wearing buckskin on the hammers and improved
damping. The action helps to make the piano
extremely responsive: it is positive. no trace of
lateral movement and medium-heavy in weight —
just like the real sorry acoustic thing in fact.

We've established that the instrument sounds
good or better than that and is great to play. What
more can you ask for? That it should stay con-
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stantly in tune? It's not quite as simple as that. It
does need tuning fairly regularly (every other gig)
if you are touring though. it is much more stable
than an acoustic grand would be. Yamaha has
worked hard on this problem. The tuning-pin
block is weather-proof (short of direct contact
with rain!) and the pins lock in position solidly
though when vou do want to tune. this is facilitated
by the fact that the pins (1) won’t rust and (b) are
designed to turn easily when required to. For the
rest you can only be careful and hope it won't get
dropped oft the back of the truck.

The principal behind the electronics is basically
simple — a piczo-electric pickup for cach string
mounted at the point furthest from the hammer. a
pre-amp that mixes the highs. mids and lows to-
getherin a curve that as nearly as possible resembles
the real thing. This may be further modified by the
three tone controls (plus/minus) and (on the
CP80OB) a three-way switch that boosts any one of
these arcas. I've always favored aslight increase in
the trebie control but beware of turning the bass
up too much — if there’s a lot of noisc on stage the
vibrations can build up (transmitted through the
floor probably) and the Yamaha will start to pro-
duce a low howling feedback — you start looking
around enquiringly to sec where the foghorn is.
but as I mentioned earlier, that's the only way
vou'll get extrancous noises out of it and the
answer is probably to have it standing on a piece of
foam.

There is a jack input and output for effects. and
pedals but I don’t feel that phasers or flangers do a
lot for an instrument which. despite being elec-
tronic. sounds so acoustic. But echo/reverb does
sound good and certainly it’s a good thing that the
option is there. There is also a tremolo section
with an on-off switch and controls for speed and
intensity. As there are two outputs from the
instrument the tremolo is in stereo. the same way
as that on the Fender Rhodes with which vou may
by now have noted the Yamaha has many features
in common. Incidentally. there is a choice of
outputs — balanced XLR 3-pin or phone jack.

On the last tour 1 did the electric grand stood out
in the mid-day furnace heat of a Spanish bullring.
suffered the moist humidity of a wet Mediterranean
night. shivered in the cold breeze of a Norwegian
open air festival and never once let me down. So
I'm biased — if vou can afford the extra money the
CP8OB is the one to have — it takes up more room
and is slightly heavier. and while we're on the
subject these pianos ARE portable but by not less
than two people. One last thing — if it is a choice
between one of these and an acoustic grand
(preferably medium to large) and the instrument is
going to stand in vour front room with the express
purpose of being plaved there, then choose the
acoustic instrument — I'm sure Yamaha would
agree with me. After all vou could always buy one
of theirs.

Tony Hymas

Tony Hymas is a keyboard player
and composer with expevience in
rock, jazz and classical music. He
bas played with groups ranging
from the Jack Bruce Band to the
London Sympbony Orchestra,
and recently toured witk the
band fronted by Jeff Beck and
Stanley Clarke.

SE-500 PROFESSIONAL TAPE (‘\ SE-300 PROFESSIONAL TAPE
ECHO. \__4 ECHO WITH REVERB.

A lower-cost, quality-ortented tape echo ofter
best scuncirg tape echo. featur 1 g ing many of the features of the SE-500 plus
® Built-in Noise Reduction Syster s the adced flexibility of a protessionat quality

spring revert. The SE-300 features:

® Scphisticated circuitry maintaining wide
trequency response without -rificing signal
to-notse ratio (Competitive units cut high
frequencies ta reduce noise);

® Echo/Reverb and Direct/Etfect Balance
Controls;

® VU Meter and Peak Level Indicator;

@ Automatic Input and Selectable Output
Attenuat-on;

® Pushbutton Head Selector;

® Brushiess Direct Drive Servo Motor

c

L 4
®5 teut Se
[
[

teads with indivicual pushbutter

® Remote Contrel Tape Speed. Feed
back, ana Echo:

® Brushiess Direct Crive Seno
Motor

O : ——
The professional way to judge echoes.
You're trying to decide which echo is right for you. Arc what do you hear? Centusion
“Tape vs. Digtal” “Tape vs. Analog.' “Features, gizmaes, anc gimmicks..."

When the only thing you should be listening for 1s scund quality...the reason you're buying an echo in the first place. ]
The best way to judge scund quality 1s the professional’s way Lay down a track or two on tape through a KORG Echo or plug the KORG into

a quality sound reinforcement system. And listen.

Listen for the accuracy of KORG's extended frequercy response and the dynamics of KORG's higher signal-
to-noise ratio. Hear the broader range ot effects avatlable with KCRG from “Siap-back” to the longest delay around.

KORG started out to build the best sounding tape echc money car buy. It just may have turned out that they
built the best echo. Period.
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Guitarcheck

esigned by luthier Steve Heglin. the

Moonstone, a custom-made solid body

guitar distributed worldwide by Morley, 1s
being sold on its ‘‘sophisticated complex of
electronices” and the fact that it is “‘sculpted’” from
a solid picce of maple burl.

Literally defined as a “‘large, rounded excres-
cence (abnormal, disfiguring outgrowth) on the
trunk or branch of a tree,”” burl is a parucularly
dense wood with a highly-faceted and unusual grain
that scems to explode 1n a variety of random,
swirling patterns. Traditonally a decorative wood
used for making pipes. this “‘aberration’” of the

Moonstone
Guitar
$1,850

st

maple tree does have an elemental hardness which
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undoubtedly contributes to the Moonstone’s crisp,
nnging response; but maple burl’s status as
“‘naturc’s most resonant sounding board,”” or even
as the most desireable type of maple for building a
guitar, is still very much an open question. For now.
burl’s most obvious advantage s its dramatic
“‘marbled’’ grain. the basis of a visual appcarance
that immediately distinguishes the Moonstone from
other guitars in 1ts class.

The Moonstone’s *‘sophisticated complex  of
clecironics” is based on two Bartolini “‘active
clectronic”” humbucking pickups whose versatility
and unusually clean. well-defined sound mark them
as a strong contender in the hoty competiuve
business, of replacement pickups. The lead pickup,
an “'ES-1,"" features a built-in pre-amp circuit on an
integrated chip located between the coils which
offers the plaver three sound modes: ““High Gain™
theoretically provides “*33 uimes amplification over
normal (Gibson Humbucker)'' and the unbridled
power of this function tends to strain the implicit
clarity of the Moonstone’s sound to 1its hmits. A
certain discretion, 1.c. backing oft on the volume
and tone controls, 1s required to avoid muddying up
the sound. ‘“‘Low Gain'"’ provides ‘'27 umes
amplification over normal’” and 1s intended to
approximate the metallic howl of a Fender
Stratocaster at advanced decibel levels. By far the
more cffective of the two booss funcuions. *'Low
Gain’’ retains its sharp edge or definition no matter
how much vou distort the sound. The **Normal™’ or
low-level volume function completes the sound
The “‘Normal"' or low-level volume function
completes this lcad pickup contiguration.

The rhythm pickup. a **Beast 2. features a five-
position varitone switch tor ditferent  tonal
combinations and. in  general,  funcuions
independently from the lead unit. Actually, the
inter-relationship between rhythm and lead pickup
on the Moonstone is somewhat ambivalent. The
pre-amp gain function on/y works in tandem with
the lead pickup: switching to the rhythm pickup
while the guitar is still in a boost mode results in a
drastic, almost unacceptable drop in volume. In
fact. if the varitone switch is not all the way down on
position 1 (single resonant peak), there is an all-too-
appreciable drop in volume levels between lead and
rthythm pickups under normal conditions — making
for clumsy transitions between the various modes
when first playing the guitar. The five position
varitone, which offers ‘‘single resonant peak,”
“‘double resonant peak,”” '3 out of phase,”” %
out of phasc’” and "'full out of phas¢’” combina-
tions, works only in conjunction with the rhythm
pickup; Morley’s claim that “'it can be heard mixed
with the lead pickup’” seems tenuous since they are
tatking about a fintte difference in overall sound
barely detectable to the trained car.

On the whole. the Moonstone’s electrical
controls work well and are laid out in a simple.
cfficient manner. The individual tone¢ and volume
controls for thythm and lead pickups arc arranged in
a conventional  parallelogram  with a  much
appreciated “‘master’” or overall volume control
knob neatly tucked into a space just under and a
little behind  the  chythm  pickup, a  location
intended to facilitate the “‘violining’" technique
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with the little finger. A miniature three-way selector
switch under the master volume knob controls the
pre-amp circuit while a sturdy three-position toggle
switch on top controls the transition between lead
and rhythm pickups. The black plastic varitone
switch is too small (a classic case of aesthetics
interfering with function) and too hard to turn. The
control knobs are of the solid brass (Telecaster-style)
variety often found on custom solid bodics, with a
wide range and a smooth, supple mechanical
operation. Both volume and tone controls have an
even, linear response and, except for a lack of
numerical indicators or graduated markings of any
kind — a not very helpful new trend already
pointed out by Stephen Delft — there is littde to
criticize here.

The internal wiring is clean and intelligently laid
out in a series of channels which have been routed
out of an already deep internal control cavity.
Unlike other guitars with complex  “active”
electronics systems, the Moonstone’s internal layout
shows considerable foresight and planning. Every-
thing, even the nine volt battery, has its place and is
securely attached to the surface of the cavity which is
covered with a thin coat of lacquer. The five Allen
Bradley 250k ‘‘solid shaft’’ varitone switches are
obviously quality components and the soldering
stands up to close inspection.

As previously mentioned, the body of the
Moonstone is made from a solid, one-piece block of
maple burl, carved into a slightly unbalanced
double cutaway shape with a gently arched top and
a slightly pinched waist. The neck is a five picce
laminated maple construction with two “'stringers”
of decorative padauk interspersed  for  added
strength and some California “*flash.’’ It is glued to
the body at the 18th fret, resulting in a rather
unobtrusive heel shaped in such a fashion 1o allow
comfortable access to the upper registers. A 24 fret
guitar with a chunky body and unusually small
headstock, the Moonstone is nevertheless a well-
balanced instrument which, apart from the wide
neck (53mm at 12th fret)., is a joy to play. Since burl
is a very irregular wood with generous craters or
holes in the surface. exwensive filling (epoxy and
burl shavings) had to be done to insure a uniformly
smooth finish. Considering the ditficulties inherent
in finishing burl, the overall finish (“catalyzed™
varnish) is quite well done.

The neck has a slightly rounded back shape
which flattens a bit just before the heel. The ebony
fingerboard is also quite flat with a barely
perceptible camber. Bound with thin strips of
padauk, it is fitted with medium width  frets
adequately (some inaccuracy at the fret ends and
visible gluing finished oft and inlaid with delicate
diamond and snowtlake patterns of abalone —
excellent work!). The bone nut is massive and set
just high enough to maintain the pristine clarity and
built-in resonance of the body up to the headstock,
which, curiously ¢nough, actually slopes down and
away from the nut, starting at a point selow the
level of the fingerboard.

The small  “‘cramped’”  headstock  on  the
Moonstone is really the most obvious design flaw on
what is largely a well-planned instrument. In a fule
attempt  to create a different “'look,””  the

- e

manufacturers have come up with a puny and rather
unattractive peghead that does nothing to help the
intonation while further complicating playability —
the six Ibanez machines are set in tight, sloping rows
up to a confining and uscless wooden *‘lip,"”’ the
most annoying part of the design, creating scvere
access problems to the machines. The gears for the
D and G strings require a special series of
contortions. The peghead is covered with a darker,
stained picce of burl and the filigreed Moonstone
logo (abalone) is carefully inlaid into the surface
before finishing. This is all well and good, but the
lousy design of the peghead and the use of
the Ibanez machines represents a serious lapse that
markedly toned down my initial enthusiasm for this
guitar.

The strings are anchored to a gold-plated Leo
Quan ‘‘Badass’’ combination bridge/tailpiece, also
an obvious choice for custom instruments because of
its accuracy and the lessened space requirements
implicic in a onc-piece unit. This in turn is solidly
attached to the body with large screws fitting into
mctal sleeves sunk deep into the body. The action
supplied was a little 200 low, causing most of the
strings to rattle. Raising it a tiny bit helped
immeasurably while still keeping the action low
¢nough for those lightening single note runs we've
all come to dread so much. A slight sharpness in the
intonation sct-up of the top E and A strings, casily
corrected with the Quan bridge, 1s the only other
complaint to stem from this area of the Moonstone.
The cbony fingerboard helps implement the lively,
“‘springy’’ sound of the guitar, with no obvious
dead spots or watps to interfere with the sustain.

Conclusion

A well-built and conscientiously finished guitar,
the Moonstone offers an extensive variety of tonal
colors characterized by a crystalline, ringing sound
that recalls the best tendencies of middle Sixtics
Fender and Rickenbacker (12 string) instruments.
The Bartolini pickups provide a sound that is hot
and clean via an clectrical control system that is
nearly fauldess. The only major criticism of this
guitar, besides the slightly **ass-backwards’™” pickup
switching, is related to the poorly designed and
executed  headstock. It 1s annoying enough to
distract even the most forgiving player. That, and
the more basic discrepancy  between  the  list
pricc of the Moonstone in relationship to 1ts
excellent but not **otherworldly’” workmanship and

materials. Jean-Charles Costa

Measurements on Moonstone Guitar
Serial No. 7969

Scale length 659mem

String spacing at bridge 51.5mm

String spacing at nut 40mm

Depth of neck at Fret 1 19mm

Depth of neck at Fret 12 21mm

Depth of neck at Fret 15 27mm

Action not as supplied (action supplied too
low, excessive rattling/had to be raised)
24 frets on fingerboard

Body joined neck at Freo 17

Heel begins at Fret 15
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Effectscheck

lbanez AD220
Analog

Delayand

Flanger

$750

As far as controls are concerned the AD-220 s
a straightforward analog delay and mulu-flanger.
On the left there is an input sensitivity control
next to which are a row of LED's which indicate
signal level. The imput impedance s 100k ohms
unbalanced with sensttiviey of = 40dBm - 0dBm
making it suitable for use with guitars and
microphones all the way up to line levels. The
maximum overload 1s + 20dBm and as such s
compatible with overload levels found in the vast
majority of protessional mixing desks.

Moving along the front pancl there is a section
which includes four controls. Delay time, delayed
range, defayed level and regeneration. The delay
ranges are 75, 115 and 500msces. This control
combined  with the delay ume control  allows
delays from 10msees up to the maximum in-
dicated on the range control. making the unit very
flexible in terms of delay tumes and comparable
with any other analog delay untt available. The
delay  level control  adjusts the mix  between
original signal and delayed signal at the output.
while the regencration control adjusts the amount
of signal which is fed back from output to input
and hence the repeat.

The next section on the front pancel control con-
sists of two knobs marked width and speed.
These controls adjust the flanger section of the
unit. The width control varies the delay tume shift
and can be adjusted from no eftect to tull pitch
bending sound. The speed control adjusts the
flange speed and to give a visible indication there
arc LED’s above the control, one 1s on as the
flange oscillator sweeps up while the other swit-
ches on while the oscillator 1s sweeping down
allowing a very useful visual display of the effect.
The delay available is from 1m to 22mscec, a useful
range allowing many cffects to be  generated.
Doppler shitting, vibrato. tlanging and chorus are
all within the scope of this section of the unit.
Following along the front pancl of the next sec-
don is an output level control with an output
socket and also a delay output. The output levels
available go up to a maximum of +20dBm. Used
with a mixing desk this is obviously quite aded-
quate for most applications. Used with a guitar
and a guitar amplifier the amount of output
available 1s very suitable for overdriving a guitar
amp. When the cffects are not being used the
AD-220 will still be acting as a pre-amp. The delay
output is a uscful addition and allows a separate
delay output to be fed into a mixing desk making
it possible to do vet another mix and increasing
greatly the flexibility of the whole system. The
delay output signal level is controlled by the delay
level knob.

The last section on the front pancl has a control
marked delay, normal and flanger. This switches
the function of the system trom delay through to
tflange and by-passed. Bencath this there 1s a
socket marked foot switch which allows remote
control to be used. switching the unit between
cither defay and normal or flange and normal
allowing the unit to be brought into operation for
stage use or remotely from the mixing desk in a
studio without having to go across to the unit.

Lab Tests

Taking the AD-220 into the lab and measuring
its performance gives some ot the reasons why |
consider this unit to be worth while and highly
rccomendable. Naturally, the delay times input
and output level performances were all met and
reading the spectfications will simply  give vou
these figures. A measurement of noise  perfor-
mance returned a quite remarkable - 88dBm (in-
put shorted IHF-A curve). This kind of figure is
what one would normally expect to find on the
very best studio effects units and for comparisons
sake s around the same order as a top quality
mixing desk. Distortion performance in the nor-
mal mode, which means using the unit as a
straight pre-amp., returned a figure of 0.08% at
1kHz. This is an excellent standard of pertor-
mance and is supcerior to the vast majority of on-
the-road mixing desks which are available. This, |
think, certainly gives some comparison. In the
delay modes the distortion was a maximum of 1.2
percent at 1kHz. This again ts an excellent figure.

In Use

In the shorc ume that 1 had the AD-220 1t was
uscd on stage with guitar and also as an inscrtion
on a mixing desk at live gigs. As far as guitar of-
fects system is concerned, | can only describe the
AD-220 as amazing and very refreshing. Refresh-
ing in so much as when delays or flange is switch-
ed in you don't get the hail of background noise
associated with most echo and flange units made
for guitar usc.

When it comes to what the unit can do, it's
ccho range is in all fairness no greater than most
units available. However, the case with which the
unit can be used and the cean way in which it
opcerates scems to make its echo function more
acceptable as far as sound is concerned and from
the guitanist’s point of view, he will probably find
it more flexible because he can achieve the sound
he is thinking of. In the flange mode, the unit
again performs very well — the flange range is no
greater than any other units available, but the
smooth transition from up to  down has to be
heard to be appreciated. There s no abrupt
change, the oscillator sweeps the tlanger cleanly
and the only way I can describe the sound is com-
fortable,

Using the AD-220 with a mixing desk, I again
found it casy to achieve the desired cffects and also
again refreshing not to have the background noise
and distortion which many ctfects units give you.

Conclusions

I like the AD-220 very much. [ would like
guitarists to consider the merits of the AD-220
before dismissing it as oo expensive. Certainly in
the ume that I had this unic a number of guitarists
went away wondering whether their XYZ dyecast
box was worth quite as much as they had paid for it,
cven though it was cheap. As far as using the unit on
the road as an insertion on a mixing desk,that it is
ideal. In the studio this unit will provide the vast
majority of requirements at a low price.

Chris Rogers

N
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the small stone phase shifter is a rich palette of colors for all the feelings
your music can be—from urgent, vibrant shades to gently rolling, meditative
hues. that’s why it's the world’s most popular electronic musical accessory.

electro-harmonix 27 west 23rd street n.y., n.y. 10010 212-741-1770
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very special annivers

The Fender Stratocaster is 25 years
old. The guitar has contributed more
to rock ‘n’ roll than any other
instrument.

It has become as legendary as the
performers who have made their
names with it. To celebrate the
event, Fender has produced the
‘Anniversary Stratocaster’ — a very
special instrument that features
special items restricted to the limited
edition of anniversary guitars. -

To start with there’s a very special
silver metallic paint job and
‘Anniversary’ motif. To prove the
authenticity of the instrument, each
owner gets a certificate logging the
origin and serial number. Other
features include nickel silver frets, a
special serial number, fullé€lectronic
shielding, new deiuxe Machine heads
and a new superio
anniversary sy'atocasters have maple
necks and tremolo.

World Radio History
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QMh;td‘Q.ynuhnt your guitar toQ“ -

be?’

Fender has built the Lead | and |l for
players who can handle fast, hot
guitars. They're entirely new and
they're cutting into rock music history
like a hot knife in butter.

The Lead | has one humbucking
pickup that will let you hold sustain
until tomorrow. The thick, meaty
sound produced is unlike anything

, that Fender has ever done before. It's

-

fitted with a newly shaped, super-fast
neck and it's the sort of instrument
that nestles in your hands begging to
be let loose.

The Lead I ca‘mu;res the traditional
Fender sound in a White Hot form.
Two single-coil pickups coupled with
completely new circuitry offer
combinations only dreamed about by
Fender players over the years.

Can you handle a guitar as hot as a
Fender Lead | or II?
g




The Fandor Mustang Bass (leht) and the '

Fondedo Jazz Bass The Mustang i1s o short
sCole hasa design, built with a sphit pickup
Players have a choige of mapke or tosewood
hingerboard and an adjustable string mute
allows cteontrol of string dampmng. The
Jare S a classic Fender bas design
oftenng o warm, highly controllable sgund
This twan pick-up instrument is controliead by
two voltume blend controls and oneé master
tone control. Scale lenath e 46 %",

The Musicmastor Bass {left) and the
Fender Fretless Precision. For players wheo
want & short seale bass without losing thar
Fender sound, the Fender Musicmaster
Bass 18 the answer. TRis bass combines
grear sound and Jooks at an affordable
price. The Fende Fratless Precision is for
the professional musician  who = wants
upright  sting  Lass  feel ~and  versatiay |
combined with the precision bass sound.
Availabie with rosewood or optional ong
prece nmaple fingerboard.




/ |
2 : / { |

Fender invented the Bass Guitar. A ¥
The Precision Bass brought bass ‘
players into the front line and - i \
rock ‘n’ roll its punch. Today — as ; '

always — the Fender Precision Bass is

the world’s most popular bass guiB i | K
There's no other way to get that *Pre- A % i B .
cision Sound.” The Fender Precision ¥
Bass has:6ne split pick-up, rock maple WS fl. AN
neck and multi-adjustable neck. N T R i)

World Radio History
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ofessiona
Sound
Equipment

Sound reinforcement problems need
professional answers. The new Fender
range of heavy duty PA equipment
provides the answers.

Fender's international reputation for
reliability is further enhanced by the
two new power amps — the SRA 200
and the SRA 400. These rack mounted
units deliver huge quantities of

power quietly, efficiently and

reliably night after night.

For maximum projection Fender

has developed new PA enclosures,
the 215 R cabinets. These full range
units are built to take punishment the
road hands out. Two 15in drivers and
one high frequency horn is fitted.

For better hearing on stage Fender has
developed the 1-12M stage monitor,
a unit designed to provide accurate
reproduction with minimal

feedback characteristics.

Since their introduction a couple of

years ago, Fender mixers have gained

a reputation for reliability and human

"‘useability’’. A successful mixer is

designed for ease of use while offering

the maximum features necessary. Now

Fender offers a 12 channel expander

module which, with the M12, brings

the mixer into the big league. Fender is

Professional Sound Equipment. 77
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Count the hits made with a Fender!

4

The Stratocaster, the Telecaster, the; 7

Dual Showman, the Precision, the
Fender Twin, the Mustang, the ..
Champ.

Fender is rock history. The fact that
fender instruments have made
thousands of country, jazz, disco and
blues hits doesn’t detract. Play a
Fender and make a little bit of history
yourself!




- Circlé 798 on Reader Segviée'Ca'fti._ Fet
= ik PR b et 4 YA .




g
' ' ")
“ ' 4

i

M i g &
9 .
A > e
i 4 A ‘
5 TN \ ¥
i d B
]
pj
. + i 0
¥ " .
A W A<le - .
i “ P\
" - 0 .
4 5
I~ I
‘ D 1 L ' .
. b 'Y . L]
] A
B ) 1
3 i = L 2
- 3 i ¥ o v v
VNG F STE 4 ST, : ; . g ; 1 o ity 3 A T e, ; e ) THARE , . _ A I A fi=fio
-y i % 3 " ‘ ] n ¥ " A s/ " . 1 ‘ - —. 7 9 - . 5 s of e o . v ‘s ot : H ' A . b
| 3 — 4 Jl ]
i 5 s R A a k d f 3 ! . . g $ M 8 ! R 3 3 . : - £ 8 -t 41 H ¥ g T
] i i I p . i .
< W3 i ) " ' . f b . ' ' ) aff 1 ' i RULERP ‘ . 1 I oy . o \ 2 Al . Ve _ A ,5 A
i He . l  XATHE - a1l Adje . el T H e 2 Y # g 2 e o ‘. i 04 B Wil v ~ - .
5 - 0 - L a . b 4 . ¢ 1 > - . 4 S i 4 3 J A - 3 p - 3 A ; - i 3
o d (! I Y LB 1 » R . 5 S - . K
N \ ' f 4 Nl ) 9 f " ‘ . . N B b I gl 18 B Tl e dd fr T W L 4E SRR ARTSL | ! #h
3 LN o T A | ' 0 - N " - ' 0 ' sl ke iR (R e - 4 o R . @ ot | L g 1
j 1 k ) i i i ] ; ) ¥ i ; Ri e84 R g ' 7 R : 3 i : , .
_ - i i - 4 =] it ; ¥ I
B A b L ST < AL ' ' 1ydi ) 0 . ' ' 1! . ' ) Rl ' b . . Al A . -4 4 y
\ . . o] {te ofp 8 1 P 4 . ! 4 5] R « ol Tl Py 1 o o e o . Lt gt N ' gk Re . » o € Y " £33 {o ! ol U
P fh 9 1 5 5 x . G Y 0 - r £
- L 3 7 Y
{ ) § 1t
] ] . f ] i \ fsaIg :
N A 3 - ; p
A . RUTD MR
. ' T . O\ R v 3 ' . ) 1 . X s . il o 1 . 1 0 ' ﬁ. » AR e 211l 4 1 .
* \ n . ) . A . N ) ) A b e 9 D (i 4y . a . r) AR TR A4 v d s P - FIoHe el .ﬁ "
3 3 - Y B o - " - 3 s . Y z c 3 ) - X A S « - - > P it vy : ? i 3




pJeD) 901AI8S Japeay U0 yTL 8j041D)




The Roland Jupiter-4

Never Has the Universe Been so Near;

You can make an incredible
amount of music on a polyphonic
synthesizer. The only problem is
that you have to be rolling in
money to afford one. Until now.
Presenting the Roland Jupiter-4,
the first truly polyphonic synthe-
sizer that gives you all the fea-
tures you need at a price you can
live with.

We designed the Jupiter-4 to
give you the kind of performance
you'd expect from a poly-synth
costing twice as much—and then
we decided to add some extras.
The Jupiter-4 provides four inde-
pendent voices with instanta-
neous selection of 19 available

programs. The Programmer allows

the storage of ALL synthesizer
parameters (VCO, VCF, VCA)
and, in addition, allows the
programming of each program's
output volume and LFO vibrato—

features our competition somehow

forgot.

Where the others leave off is
where the Jupiter-4 really begins.
We've included a built-in Chorus
Ensemble that eliminates the
need for detuning banks of oscil-
lators to achieve a fat sound, and
our stereo output can span the
effect across an entire stage. An
incredibly versatile feature is our
built-in Arpeggiator which cas-
cades the entire keyboard in any
of four patterns. The arpeggio can
be controlied either internally

or by an external trigger from a
digital sequencer or Roland
Compu-Rhythm.

The Jupiter-4's spring-loaded
Bender is functionally engineered
to be the simplest, most effective
design possible for adding expres-
sion to your music. The Key-
Assign mode allows you to select’
which oscillator bank goes to
which key you depress, and if you
want, all four oscillators can be
played in unison making the JP-4
an unbelievable lead line synth

Circle 713 on Reader Service Card

If the controls on the synthesizer
itself aren’t enough for you, we've
also included a sustain pedal,
AND a rocker pedal that can be
used for either volume or VCF
control—all of which makes the
Jupiter-4 easily the most expres-
sive synthesizer on the market.

But if all of this still isn't enough to
make you try out a Jupiter-4, this
one fact will be: It costs $2895.00.
Why do the others cost so much
more? You'd better ask them that
question.

RolandCorp U.S.A., 2401 Say-
brook Ave., Los Angeles, CA,
90040 (213) 685-5141. Enclose
$1 for a copy of our latest
keyboard catalog.

=Roland

We Design the Future



EAST

BRIGHTON SCLND
Call Dutty 716 454-3030
Rochester N 'Y

CARUSQO S MLSIC
Call Larry 203 442-9600
New London ©t

CIRCLE SOuUtD
Call John 607 765-3585
Endicott NY

CLAIR BROTHERS
Call Dave 717 733-1211
Litz, PA

DISTRONICS
CaliGlen 617 926-1919
Watertown MA

EAST COAST SQUND
Call Ed 203/748-2799
Danbury, CT

KLEARSOUND
Call Billy 203 552-2¢70

Bristol, CT

LUDWIG SOUND & STAGE
Call Bob 203.2239-5553
North Haven CT

MUSIC WARE HOUSE
Call Rod 603°668-4880
Manchester W H

PARK MUSIC
Call Keitn 412 842-6171
Leechburg Fa

RED BANK MUSIC
Call 8111 201/747:4315
Red Bank, N J

r-JEastern Acoustic Works, inc.

SID STONE SOUND
Call Don €:177262-2470
Boston, MA

THE SOUND LAB
Call Dave 717 §45-9136
York PA

SOUND-C-RAMA
Call Kevir 401/344-7374
Cranston. R

SPECTRUML 8 S
Catl Mork 603 749-4309%
Dover N+

Monaca PA

QUANTUNM AUDIO
Call Marvn 212/260-2300
New York, N Y

I

NY

EW WURLITZERS
Calt Greq 617 261-5862
Boston MA

Olvan N Y

WHIRLW ND AUDIO
Call Bob 716 bo3-8820
Rochestes NY

SCUTH

404

AUDIO LIGHT % M

HARRIS AUCIO
Call Mike 30».944-4448

Mam FLA

SOUND S FIN

STAGE & STUDIO SJUFPLY

CENTRAL

AUDIO EMPORIUM
Can Rcn 419 445 8431
"

GARY 3AND 1AUSIC
| 28

Hghland Park 1L

GREAT AMERICAN MHSIC
Catl Bob 217/367-€615
Urbana L

Finally,

full-ran e
mpacts

at

deliver....

reinforcement SPLs with frequency linearity
comparabile to the finest studio monitors.
Our new MK series compact systems sound
great in any near-ield application, and we
optimize driver se'ection from among the
world's best to meet your needs for portable
PA,; stage, keyboard or instrument monitor; or

disco use.

The MK compact systems survive
the long-term rigors of the road with their
18 ply-per-inch genuine hardwood structure,
scuff and water resistant exterior, extruded
edge rails with roadie type corners, large
recessed handles and latching tour cover.
For complete information and dealer list on
the MK compact systems, call or write us

for the “works".

MICAR PRO AUDIO
Call Witham 8167836 1002
Independence MO

NEWCOME SOUND

PICKERS PARADISE

Call Ken or Ed 512 392-9467

San Marcos TX

SOUND INVESTMENTS
Cal 2 2¢

SOUND SHOW
Call Mark 402 553-3434
Omaha NE

WATERMELON SUGAR
Call A1 517/793- )0
Sagmaw MI

WEST

DELICATE ACOUSTICS
Calt Spy 213/849-7871
Burbank CA

GREG S SOUND
Call Greg 209 674-2195
Madera. CA

5‘1 Fountain Street. Box 111, Framinghem, Massachusetts 01701/(617) 620-1478
Circle 754 on Reader Service Card

ELECTRONIC SOUND PRODUCTS

Call R

HOlyw(

LEE S MUSIC
Cah Randy 509/453-5732
Yakima WA

Oakland CA

MATRIX MARKETING
Cai Citt or Dougie 206/789-5990
Seattle WA

THE MUSIC STORE
Cali Ray 509 682-5424
Chelan WA

NORTHWEST SOUND
Call Ron 503/223-1924
Portland OR

THE SOUND SOLUTION
Call David 213/393-5332
Santa Monica CA

WAH SOUND
CALL WALTER 916/444-5491
Sacramento. CA

WHITTIER MUSIC

CANADA CONCERT SYSTEMS
Call Rob 416/743-5865
Rexdale Ontano

JAPAN
THE UNICUS



he number of French rock stars

on the mrernational music scene

are few and far between. And the
number of rock violinists can be counted
on onc very small hand. All of which
makes Jean-Luc Ponty a rarity, because he
is both.

There «an be no doubt that the
appearance of the elearic violin in the late
Sixties added a new and excriing sound 1o
an already exploding musical world. Ponty
was once of the spearheads of that sound.
partucularhy through his work with Frank
Zappa on the Hot Rats album and later
with  John McLaughlin's  Mahavishnu
Orchestra. Today he fronts his own band

and  has become  deeply invelved in
complex electronic music.

A far cry from his classical davs in France
when he was considered something of a
child prodigy. However, from an early age
he discovered an interest in jazz. which
opened up a whole new world of music for
Jean-Luc,  partucularh  the  aspeat of
improvisation,

It was while he was plaving with jazz
bands that the question of amplification
occurred. "When | started jamming in
clubs. 1 was a classical plaver basically so |
would go along with my acoustic violin
and have o play through the PA into a
mike. and 1'd gec a suff arm afrer five

e

JEAN-LUC

PONTY

COSMIC’ VIOLIN

BY
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DAVID LAWRENSON.

minutes. Also. | have always plaved with
energy and the drummer was alwavs
gerung excited behind me. First of all he
would be plaving with brushes. but very
quickly he would grab the sticks and start
cooking and 1 just couldn’t make it

“So out of neeessity 1 went out o buy
an amp and a De Armond pickup, which
was made for violin but was very poor. It
was just for the volume . just to be heard in
a band with a drummer. Of course from a
purist’s point of view | was reluciant.
After all, 1 was influenced by mv classical
educaton and 1t was kind of a sacrilege to
put a pickup on a violin.

"I found out very quickly that feedback
was ¢ problem. and another problem was
that with a De Armond the sound was
wotally uncven. The lows were very fat and
boomy which T ltked because 1t somehow
gave me the tone of a tenor sax. but it was
too much someumes. It didn’t peak at the
very high frequencies which the violin
goes up to, so when [ played very high
notes on the E string 1 would just be
acoustic,

“The tirstamp I had was small, 40 or 60
waltts, and the sound was rather sereechy.
Abo | found that the peopie who sat at
the first tables of the clubs where 1 was
plaving  were  complaining. This  was
because [ wanted to project my sound out




into the club, so I directed the speaker
towards the people. | didn't know
anything about sound, and cveryone was
complaining thac they had never heard
anything so loud and piercing.

I later became conscious of EQ and the
tone control on  the amplifier, so |
developed a mellower tone. Tt was an
clectric sound which was a bt fatter than
the traditional acoustic sound and I found
it a help o integrate my sound into a jazz
band.”

The biggest step in his career was
probably the move o the US 1n 1969,
Prior to this Jean-Luc had done virwally
everything that was possible on  the
European music scene, including leading
his own band and recording  with
numerous name artists  like  Stephane
Grappelli and Swuft Smith,

Soon after arriving in the States, he
acquired his first real electric violin which
was to provide the jumping oft poiat for
his clectronic excursions, 1 met John
Barry (of Barcus-Berry fame) n 1969 1n
California and he introduced me 1o one of
his tirst electric violins. [t was a revelation
for me because for a long ume electric
violinists were lacking good equipment. it
was real Mickey Mouse stuff.

“John Berry was the first
man 1o create

-
A 4
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a serious good clectric violin, Al the
clectric violinists agree that they are stll
the best. 1 work closely with them and
every time they come up with something
new they like me to go to the factory and
try it and give my opinions about it.

“When [ scriously started thinking
about electronics, | sard that since 1 have
to deal with an electric violin, [ will get the
best out of it. Also 1 was looking 10
develop a new sound. I'd  already
forgotten about tryving to reproduce the
pure classical sound of the violin. T didn’t
want that sound any more anyway,
because [ was geuing a kick out of the new
sound. It was fatter and more adaptable to
rock or jazz or whatever contempory
sound

I wanted o develop it more and more
and this was becoming my identy, that
clectric violin sound — it was me. When it
comes 1o volume. thanks to the qualuy of
cquipment, | can play as fat as a guitar
and as loud as a gunar if I want to. Right
now, ['m using amps like Crown, which is
really hi-fi equipment. together with JBL
speakers  or  Aliees  with horns, and
although T never consider myself totally
happy. the cquipment [ have now is the
best ['ve ever had.”

Jean-Luc's rise to fame 10 the rock world
came through his work with two of the
most tatented. and respected musicians in
the US. Frank  Zappa and John
McLaughlin. His guest appearance on
Zappa's Hot Rary album probably firs
brought him to the attention of the rock
public and he later ured with Mothers”
pranist George Duke.

During the carly Seventies Ponty also
assembled a band of his own, before going
back to work with Zappa and later joining
John McLaughlin's second version of the
Mahavishnu Orchestra. The  eftects of
working with two such major talents were

obvious on the developing new world of

Jean-Luc. although the demands of cach
were different

“With Mahavishnu, what he wanted
from me was very specific — he wanted a
violin, an electric violin, Theretore | was
not using o many different sounds.
which I'do now more with my band. it was
pretty flexible though. 1'd do a solo with
an Echoplex for instance, and it was in the
middle of a long suite. and he would let
me go into that just on my own, totally
free. He liked that and encouraged me 10
do it. Otherwise. what he wanted most ot
the tume was a straight electric violin
sound.

“Zappa was another story. a ditferent
situation where instrumental music and
improvised solos were not really the name
of the game as much as Mahavishnu or my
band. It was part of the show, but there
were a lot of other things oo, theretore |
had less room to play and experiment.

However, Zappa was very cncouraging
towards experimentation with sounds, he
was one of the first ones to get into new
devices. He seemed very excited every
time a musician would try something new.

“At that ume 1 was really  the
beginnirg of experimentation for me and
also the beginning of devices becoming
available. I'm talking about the carly
Seventies when we started seeing a few
devices in shops that were usable on stage.
Until then, effects were mostly done in
studios and it was not posible
reproduced them on stage most of the
time. So my interest grew at the same time
as the development of those devices. Now,
every six months there are new things and
that's helped me tremendously. | had the
same interest  in o researching  sounds
before, but there were not as many
avatlable.””

Ever since his early screechings sent
French jazz dub audiences running for
cover, Jean-Luc has been very conscious of
his live sound. There can be few more
painful experiences than listening 1o an
ailing violin, particularly an amplified
one. Jean-Luc has had a fair amount of
sound problems but now, he feels ic's all
down to a good sound engineer, good
equipment and good musicians.

“You have 1o have entire confidence in
your sound man, because you don’t know
what's happening in the house when you
play on stage. 1Us entirely in his hands —
or should | say his ears — therefore the
choice of a sound man is very important. |
have a great one on this tour and have had
pretty good compliments everywhere we
plaved. The volume is very controlled.

“Also, we have better equipment on
stage this tour, and different musicians
who understand better the discipline of
volume. With the previous band two years
ago. it was geuing 1o a point where |
couldn’t control it. You can’t do 1t
without dynamics and this band is great
for tha:.””

Since concentrating on a solo career 1n
1974, Ponty has released five albums,
Upon The Wings of Music, Aurora,
Imaginary Voyage, Enigmatic Ocean and
the latest. Cosmue Messenger (all on
Adantic). He admits that the music 1s
hard to categorise and reflects his many
influences.

“Even for me sometimes it's hard 1o
analyse because 1just let the inspiration
come out, and that’s the way | write my
music. Once an album s finished, then
sometimes | find where the inspiration has
come from if 1t has been more
influenced by my classical background,
jazz, or my experience with rock. Let’s say
that my music is 10 its own place, a new
music. a new form, issued from jazz and
rock and my own classical experience.

“I'm not tryving o produce modern

»
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Electro- PJIK
Attack Control”
Purges pick pluck.

You’re a violinist. You're a violist. You're a cellist.
You’re a flautist. You’re an oboist. You’re an organist.
You’re a synthesist. You’re a super guitarist!

The Electro-PIK Attack Control*

Your guitar becomes many instruments
with the PIK-Attack*. You gain modalities
that include virtually all bowed string and
many wind instruments, each amazingly
authentic even to the trained ear. All this is
possible because of the technological
breakthroughs which, for the first time, give
you split second control of the speed, and
significantly, the character of your attack.

You gain all this without sacrificing your
basic playing techniques and artistry and
without having to physically modify or alter
your guitar.

Start your attack smoothly, softly or with
the slash and flash of a lightening rip. The
special electronics of the PIK* system ren-
der even the sharpest pluck of a metallic
string inaudible, but simultaneousiy con-
trols its onset to audibility. You determine
the speed of the note’s attack by the posi-
tion of the pedal; attack very gradually or
very steeply. From the point of view of ex-
pression, because it is unerringly in sync
with your moods and nuances it's as though
you've become one with your instrument. |t
dawns on you you're doing things you've
never done before. And that’s not all.

The Electro-PIK Attack* can also be used
as a superb, standard Morley Volume
pedal. It's got it all. Try it today.

20 opto-electronic failsafe pedals,
no pots, gears or batteries.

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

The Electro-PIK* breakthrough

The Electro-PIK* concept is perhaps the
decade’'s biggest technological step
forward in giving you creative and expres-
sive opportunities you couldn’'t get before
with your guitar. Up to now your musician-
ship frequently had to “follow” your effects.

No more.

The Electro-PIK* connects directly to the
electronics of this new effects pedal and
you, your guitar, the PIK* and the effect
pedal become one integral musical sys-
tem. You gain microsecond precision tim-
ing and control as to when the PIK* touches
and breaks contact — the instant of pluck
— with the metallic string. You might even
say, the electronics now actually “antici-
pates” your mental musical nuances in
terms of sound effects, regardless of tem-
po or variations in volume.

Beyond the technological break-
throughs are the expanded artistic hori-
zons; wider creativity and new modalities
made available to the professional

performer.
3 = ‘“patent pending. Terms and names copyright pending

-
Dept. AC
; - 6855 Vineland Avenue
No. Hollywood, Caltif. 91605
MORLEY (213 760-3140
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JEAN-LUC PONTY

classical music, but since I've learned or
experimented in  classical music, then
ideas like the writing of a suite come from
this classical background. From my jazz
background, 1 still use some rhythm
concepts  for solo sections  and
1mpr0v1sauon Basically the concept of my
band is to be an instrumental band where
thete are arrangements and compositions
to play. Sometimes they are very
orchestrated, but it is usuallv half and
half, the solos are open and the musicians
are free to improvise.

“For example, the suite [maginary
Voyage is in four parts. Part one is totally
written in a classical concept, 1 even wrote
the bass and drum parts. That lasts for two
and half minutes before going into part
two which is extremely open, all T have is a
bass riff pattern. [ indicated to the
drummer to give a kind of rock feel
behind, and I have chord changes. It starts
with a solo, so suddenly it’s very open and
very loose, then I don’t say any more. |
mean, | give a choice of a pattern to the
bass player but he’s free to claborate on it.

“*So it really depends on what [ want to
do, where 1 want to go with a piece, but
even when there is a lot of structure, it
always ends up somewhere on a very open
section. It is a mixture of strict discipline
and freedom.”’

During the time of the Jean-Luc Ponty
Band, there have been several personnel
changes. Often musicians who appcear on
the album fail to make the touring line-
up. This happens for a variety of reasons,
but Ponty is quick to point out that the
musictans are there to play his music and if
they cannot follow the direction he is
taking then replacement is inevitable.
More often than not, availability is a big
factor in deciding what musicians he
employs in his band. For instance, he
featured British guitarist Allan
Holdsworth on the Erigmatic Ocean
album, but wasn’t able to include him in
his touring band, or on subsequent
recordings.

““After our European tour in 1977 1
came back to LA and suddenly got the
idea of having a second guitar player in
the band. | had heard his playing on the
Tony Williams album and 1 couldn’t
believe how much atfinity | was hearing
with his playing. His sound was exactly
what | was looking for, the icing on the
cake.

““The reason | called him was because |
wrote a piece called Nostalgic Lady. While
I was writing it, [ was hearing him playing
and improvising,I was hearing his sound. |
never told him about this but after we'd
finished recording he said to me, ‘My best
solo is in Nostalgic Lady'. so | had guessed
right about his affinity musically. He was
not on the next album because | needed
someone who was available for touring

and Allan wasn't. For me albums and
tours are linked together, so I don't always
get the people | want.”

Jean-Luc also points out that the
individual members of his band are always
free to opt out whenevr they eish, 0
pursue other projects cither with other
bands or following a solo career. he
explained, **Basically, I don't want to be
stuck with musicians forever, like in a
marriage, because we all draw in different
directions at different umes.”

With all of his experimentation in
clectronics it would be quite easy to forget
about playing acoustic violin. However,

Jean-Luc has been careful not to neglect
the instrument with which he began his
musical career: *‘I don’t use 1t on stage on

this tour. but it’s true that it is still part of

my sound.

““To me, my life has been adventuring
with the sound of the violin and therefore
I have a spectrum of many sounds, but
that includes the old traditional music
sound as well. My identity as a violinist
today is my electric sound really, but I
don’t feel it replaces the acoustic sound.
It’s something new which exists in its own
place now, but fortunately there is stll the
beauty of the acoustic violin.”

THE UN-LIMITED SOLUTION TO
YOUR OVERLOADING PROBLEMS

THE BIAMP QUAD LIMITER

o LATEST SOFT COMPRESSION (“SOFT KNEE'’) TECHNOLOGYe
-~ FOUR LIMITERS FOR THE PRICE OF ONE!

RC LS * SIMPLIFIED OPERATION o LED

QUAﬁLlMTEH at

al BIAMF ‘doa er, along with the rest of BIAMP's

T complote line of professional audio products.
9600 S.W. BARNES ROAD, PORTLAND, OR 97225
503-297-1555
Call or write for the dealer nearest you.
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SONS OF B-3

The Hammond B-3 revolutionized the music world when it was introduced. Now, in the
same tradition, come two new professional organs for today: the B-3000 and B-200.

Both of these new Hammonds start with the famous sound of the B-3 and then
add new features made possible by advanced Hammond electronics technology.

The B-3000 is an open-pedestal console with two new piano voices, a transposer,
strings, variable sustain and delayed vibrato. The B-200 is a portable for the musician-
on-the-go and features harmonic percussion, piano and a tuning control. Both the
B-3000 and the B-200 have a "key click” option to duplicate the traditional Hammond
B-3 sound. And both have special Leslie speakers with quadraphonic amplification that
turns on the audiences of today.

See the new B-3000 and B-200 at your Hammond dealer today. If you thought the
B-3 was the living end, these new Hammonds will prove it was only the beginning!
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Hammond Organ Company, 4200 West Diversey Avenue, Chicago, IL. 60639

Please send me full-color literature on the new professional
Hammond organs, as indicated below:
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DIVISION OF HAMMOND CORPORATION
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THE NEW
ROCK LEGEND

The New Rock Stack

100W TUBE HEAD ax12" LOUDSPEAKER CABINET
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CHANNELS FOR MAXIMUM MODEL 1222-A ANGLED TOP
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DYNAMICS, PLUS OUTPUT POWER 260 W R.M.S. EACH

LEVEL CONTROL AND
4 BAND E.Q
MODEL 1210

Circle 823 on Raader Service Card

®
@ IF YOU'RE SERIOUS ABOUT o
® DRUMMING, DON'T MISS ()
@ A SINGLE ISSUE OF e PS
\ MOBERIN .
: MODERN y DRUIMHAIER o
AV | NsEreREn : o
® URUMMER A | pre 'Iii;’!’:‘l’ﬁ * @
. Sunscribe today! One year only $9.95 = = .
. Published bi-monthly. .
Made in England by L MODERN DRUMMER o
Cleartone Musical Instruments Ltd. for:- @ Dcpt AW- Ciifton. N J. 07013 [ )
. ] Check or M O. enciosed. . oy .
IDEAL MUSICAL ® e B ®
Add Compamy fepacd Theragy
MERCHANDISE co. @ Lo o @
149 FIFTH AVENUE,NEW YORK,N.Y.10010 ° °
(212)477-0130 00000000000 00QO0O0OGCGONOO
Circle 779 on Reader Service Card 89

Circle 764 on Reader Service Card

World Radio Histol ]




FAHEY

The classical
flat-top guitar

ohn Fahey would like to put the

record straight and clear up a tew

faulty assumpuons that have been
madc about him. He did not study under
Segovia, has never taken LSD. does not
smoke marijjuana and is not a bluces
guitarist. He is more of a pioncer who has
attcmplt'd to go where no man (or
woman) has gone before with the acoustic
guitar.

He recenty visited Britain for the firse
ume in over eight years, and we ook the
opportunity to talk to this mythic figure.
John's work first became  prominent
during the hippic cra of the late Sixties
with the result that, “people sull think |
come from the psychedelic generaton.™
As John explains, 1 played in San
Francisco a while ago and received a letter

from a guy who said I've got such a lovely
soul — if only I'd get off that LSD. People
stll think I take LSD but I've never even
tricd it. People make assumptions about
me  and  some  of  them  are  just
preposterous. I don’t smoke marijuana
because 1t makes me too disorganized.
Now alcohol . . .7’

Born in Takoma Park, Maryland, in
1939, he spent years studving the roots of
American music and the techniques of the
bluesmen. Evolving his own unique stvle
with the use of idiosyncratic tunings and
an intensely rhythmic approach to the
guitar, he then moved on from plaving
straight blues songs into a new area. And
for this purpose he formed his own record
company, Takoma Records. ‘I thought
the steel-strung American guitar was a




legitimate concert instrument as much as
the gut string guitar, which was made into
a solo instrument by Scgovia. The big
record companies weren 'tinterested, but |
thought the instrument in its own right if
you learn to play it properly, deserved
concert status, With Takoma there would
be an outlet for people like me.”

Even classical music has had an
influence on him because, as he says, 'l
play like a romantic conductor, slowing
things down, speeding them up — the use
of dynamics. I'm trying to get the guitar
to sound like an orchestra, more than a
guitar.”’ As a teenager he began to learn
to play guitar from listening to old
records, an interest  which originally
stemmed from observing how  popular
other young guitarists were with girls.

“I could see all these other dudes
playing guitar, singing Country &
Western and they were picking up girls, so
1 thought maybe if 1 got a guitar, I'd be
able to pick up a girlfriend. 1t didn’t work
but 1 lcarned some basic guitar. The first
guitar [ had was a really cheap Silvertone
bought through a mass mail order
company. It was a really awful guitar.
Then about 1956, 1 was listening to the
radio to a Country & Western station and
the disc jockey said he was going to play a
very old record. He said it was all scratched
but he loved it and played Bill Monroc’s
‘Blue Yodel No.4". It was between the
Montoe brothers and blucgrass and it blew
my head off. To my cars it was the
bluesiest thing I'd ever heard.

“* After hearing it I went out to buy it,
but at the record store they said it had
gonce out of print years ago. | was advised
to go and find a record collector and sure
enough a few days later | met one. A man
of catholic taste, he had a gigantic collec-
tion and | began to get interested in all
kinds of music. He started teaching me
what to listen to. Everyone seems to think
I'm mainly a blues man or something but
I'm not. 1 like jazz, carly bluegrass, blues,
and rock is what I listen to in my car.”’

His study of American folklore fed to a
book on blues singer Chatley Patton and
brought him into contact with a few of the
old bluesmen famous during the carly part
of the century. *‘I wrote the book because
I was trying to propagate the faith of
Charley Patton. For me, this was just the
best blues singer that ever recorded. He
died in 1934 and left some 40 recordings,
the last few not so good. but his carly
records wow! Some of the licks he
played, I swear they sound like gun shots.
I averaged it out and he never did 12 bars,
it was almost 14. The 12-bar blues is an
intellectual — construction,  almost  a
dissertation. It's as if you're in the country

hearing this different type of music and
you go away trying to remember how to do
it. You reconstruct it and come up with
something called the 12-bar blues.

He says that on stage during a show,
he does not feel happy unless he is moving
around. Throughout his long scts — they
usually go on for four hours or more — no
concert picce is short or regular. John has
two Martin guitars, a D78 and the D35 he
used at the Venue, along with a Hawaiian
Kona guitar. *'I play long medleys for half
an hour or at least 15 minutes because you
can’t really get going otherwise. 1 use
wunes found in folk music and try to get
these rthythm ideas in. [ keep improvising,
the tunes are never improvised, but the
thythm is.”’

T

in all, John has made some 18 albums
and it was the Transfiguration of Blind Joe
Death which first brought him to promi-
nence. In 1969, his *“Dance Of Death’
was used on the soundtrack of Antonioni’s
“*Zabriskic Point.”” Takoma Records has
now been sold to Chrysalis as the only way
out of what John describes as “*a bad
contractual situation”  John used to be
responsible for vetting all the demo tapes
that were sent to Takoma and rememebers
the day he first heard Leo Kottke.

“*We started getting lots of demo tapes
in, and a lot of them were no good, until
eventually a Leo Kottke tape came inand |
thought — wow! Everyone in the office
said he'd never sell because be played just
like me. We put him out and really started
making moncy. He plays songs similar to
those | play and have written with so
much energy and speed, yet with subtlety
and dexterity. He's a good influence on
me and I'm a good influence on him.™

John says his carly influences revolved
around carly blucgrass and blues artists of
the caliber of Charley Patton, who became
his favorite, and Blind Will Johnson. He

was also responsible for rediscovering old

< RadloHiion I

bluesmen such as Bukka White and Skip
James. “"What 1 consider one of the
interesting things about the blues singers
is that so many of them became preachers,
and how they recondiled being blues
singets with being preachers. Some of
them just changed all the tunes into
religious tunes with religious lyrics. The
old preachiers in the country took the Bible
literaily and preached against very simple
things such as gambling. blues singing
and cettain types of dancing. They didn’t
have a higher concept of sin. People grew

"People still think

Icome from

the psychadelic

n

generation.

up on the idea that a few very simple
things could send you to hell.

““Skip James had been a preacher at
various simes and when we found him he
said ‘you want me to play guitar again?
I've not played for 30 years. | don’t even
have a guitar.’ | don’t know why he took it
up again but after we found him, he made
a few recordings and they were full of the
old tension. By the time he got up North,
he was crooning, relaxed, and singing for
the white folks. | asked him about this and
he'd decided that if he put his soul into
secelar music, he'd go to hell, but if he
just crooned and didn’t put his soul into
it, he'd still get into heaven. They all
solved this problem in different ways or
carre 1o gricf. All of them believed this
was the big conflict in their lives.”

Joha once  scriously  considered
becoming a minister himself but decided
not to go through with it. “'I ncarly
became a minister at one stage but 1'm too
unstabic for that.”’ In America recently he
has been doing more live performances
than cver and was disappointed  that
during his short visit to Britain, he didn’t
have tme to do more concerts than the
one at the Venue., However, with a new
album duc for release he looks sct to
continue his unique exploration of guitar
playing.

Sean Higgins
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Nils Lofgren

Nils Lofgren

Link Wray

Peter Tosh

Chuck Berry
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Chuck Berry

Nils Lofgren

Nils (A&M)

Since the brilliant Cry Tough album intervening
releases from ace guitarist Lofgren have been hit and
miss attairs — competent material mixed i with the
magniticent. Nis follows the same pattern and the
downright magnificent is headed by his version of
Randy Newman's **Balumore .’

He sings with reul passion about his home town
and a shthering. aching guitar snakes in and around
dramatic bursts of organ from guest player, Doug
Riley, mn this bruising tale about **a hard 1own by
the sea”” Only one song, ““No Merey’". the
anguished story of a prize fighter. is written by Nils
and the rest are co-written, — three in collaboration
with Lou Reed. Another guest arust s Dave
Sanborn. who plavs saxophone on **A Fool Like
Me. "

It 1s a well produced album laced with Lofgren’s
unmistakable solos on guttar and side 1wo opens
well with “*Steal Away” and ‘Kool Skool’’,
dramatic scorchers which simmer along in his own
imimitable stvle.

Sean Higgins

Recorded at the Power Station. New York and
Soundstage.

Recording Studios. Toronto

Produced by Bob Ezrin.

Bullshot (Charisma CAS 1143)

Very much an early Sixutes album, Bulishot 1s
just a further chapter of Wray’s long and successtul
career. Categorically speaking. 1t falls into the
Bachman-Turner Overdrive and Dr. Feelgood class
a raunchy R&B album.

The rendition of a Dvlan song. “‘It’s All Over
Now Baby Bluc’” and both self-penned numbers
“Good Good Lovin’”" and *‘Just That Kind'" are
typrcal of that statement, also they are very good
‘single’ material. Complete with four jaunty instru-
mentals that resemble the wave of music in 61,
Link closes the album with a Leiber-Sioller number
“Don’t’’, a big Elvis hit, but he hasn’t made any
changes in style and beat 1o bear any originality.

Definttely an album of nostalgia. nevertheless
rock 'n’ roll 1s here o stay.

Dave Bassett
Produced by Richard Gottehrer. Recorded by
Instant Records Inc.

Mystic Man (Rolling Stones Records)

Lavish arrangements and synthesized sounds
cannot disguise the basic flaws in this album. Poor
songs with pop melodies played without any real
commitment are hardly the right ingredients for
good reggae. Has the step up into the big league
gone to his head? With the exception of the utle
track tollowed by “‘Recruiting Soldicrs,”’ this is a
very uninspired cffort.

The arrangements and production leave no room
for any bare emotion and lyrically Tosh is well below
par. On 'Buck-In-Hamm Palace” he sings about how
happy reggae music 1s — how it can blow all your
cares away. Inspired no doubt by Bob Marley
because "Mystic Man” contains litle 1o smile about .
Get buck 10 your roots Peter and make us all happy.

Sean Higgins

Produced und urranged by Peter Tosh. Recorded
by Geoffrey Chung at Dynamic Sound Studios,
Jamarca.

Rockir (Acto CS 38-118)

Concluding a rather overwrought but affectionate
criique of Chuck Berry in The Rolling Stone
Wlustrated History of Rock & Roll, Robert Christgau
prodaimed that “‘Berrv's carcer would appear
closed. He i1s a rock & roll monument at 50, a
pleasing performer whose days of inspiration are
over.” A dispassionate look at Berry's recorded
output following the ““Golden Decade’ at Chess
Records  tends  to confirm  this  somewhat
condescending judgment, but writing oft a man of
his stature for Life is risky business. Rocki clearly
demonstrates that the “*brown-eyed, handsome
man’’ of rock & roll has a way to go before the final
curtain.

Through the good auspices of Keith Richard,
whose guitar style s built on a solid foundation of
Chuck Berry riffs, ATCO recently signed Berry to a
recording contract.  Given  Atlantic (the  parent
company) Records’ glorious tradition of rhythm &
blues music, dic-hard Chuck Berry fans like myself
had rcason to expect a “‘breakthrough’ of some
kind. Executive Producer (and company President)




#
’

Doug Morris’ sympathetic approach to this project
has done a lot to justify our tentative hopes.

Most of the material on Rockit is new; the two
oldies, ‘Havana Moon’’ and “‘Wuden't Me,”” have
undergone significant lyrical and musical up-dating.
The production is clean and straightforward,
focusing the listener’s attention on cach song.
Throughout the LP, Berry is backed by an excellent
complement of veteran musicians including Kenny
Buttrey on drums, Jim Marsala and Bob Ray on bass,
and Johnnic Johnson, the brilliant pianist on Berry’s
classic Chess recordings whose seminal contribution
to the art of rock & roll has consistently been
overlooked.

A cursory listening of the album might raise
somc doubts about how ‘‘new’’ these songs
really are — the chords arc familiar and the
textbook Chuck Berry guitar fills  unchanged
except for a thinner, less distorted timbre, the
result of some studio flanging. But as
Christgau pointed out in the aforc-mentioned
picce:  ‘‘Repetition  without  tedium is  the
backbone of rock ‘n’ roll, and the components
of Berry's music proved so durable that they
still provoke instant excitement at concerts two
decades later.”

Berry's tevitalized  spirit and  undiminished
gift for writing lyrics that provide a wry
commentary on the Amecrican  scene  while

perfectly matching the forward motion of his
music are the key factors here. Tunes like “"Oh
What A Thrili,”” “‘House Lights” and "‘Move
It”’ sound fresh and vital but still offer a link to
the past. ' Need You Baby” shows the
bluesier side of Chuck Berry which occasionally
surfaced on older material like “'Wee Wee
Hours” and ‘‘Ida Red.”” ‘‘Havana Moon,"” a
transcendant  exercise  in bittersweet  humor,
has a reggae feel to it this time around. “'Pass
Away’’ is a languid exercise in  spooky
resignation that surely qualifics as onc  of
Berry's most bizarre-sounding recorded works.
Rockit is not a ‘‘great’ record — a few of
the songs are hackneyed and Berry's playing s
not as supple as it was — but it is certainly
good enough to justify his presence in the
studio. And, speaking as a Chuck Berry freak,
all 1 can say is that Rockir is the first album
since Golden Decade (a double LP collection
of Berry's greatest hits no longer available in
domestic release) to get continual play on my
turntable. Free Chuck Berry.
J. C. Costa

Produced by Chuck Berry.

Repeat When Necessary

“With Rockpile it's straight ahead stuff and 1
think it infuriates people that we get away with it,
because it’s all been done before. But it's the as-
titude.”” Or so says Nick Lowe, master of self-
depreciation, pop arbiter and Dave Edmund’s long-

Dave Edmounds

time musical sidekick, in a recent interview with Lisa
Robinson. And even if the *‘Basher’” doesn’t lean as
heavily on the kick-ass ethic of rock & roll as Ed-
munds, he has perfectly captured the essence of
Repeat When Necessary.

Besides his obvious talents as a singer and
guitarist, Dave Edmunds has been able to transcend
the potential limitations of familiar sounding
material through a seemingly unquenchable supply
of energy, musical smarts and a basic commitment
to the rock & roll ethic. Repeat When Necessary is
proof of his talent for finding excellent songs to
reccord — Elvis Costello’s nice 'n’ nasty “'Girls
Talk,”” Graham Parker’s brilliant **Crawling From
The Wreckage'' and Huey Lewis’ (Clover) hilarious
“‘Bad Is Bad’’ are threc of the more obvious ex-
amples. And cven when the material isn’t quite up
to snuff — ‘“‘Home In My Hand,”" **Goodbyc Mr.
Good Guy’ — Edmunds comes up with some
crackling musicianship and brilliant  production
touches to beef things up.

A rock & roll album in the bese sense, Repeat
When Necessary manages to showcase a variety of
styles within the genre. “"Queen Of Hearts’ is
pushed along by a dynamic acoustic guitar reminis-
cent of Eddie Cochran, Patti LaBelle's old hit **Take
Me For A Little While' is slowed down and given
the Phil Spector treatment and “*Sweet Little Lisa,”
a shit-kicking rockabilly (accent on the &i/y) tune if
there ever was one is raised to even greater heights
by Albert Lee’s awesome lead guirar work.

And most of those songs comprise the "B’ mat-
erial on Repeat, the three classics mentioned befare
“Girls Talk,”” **Crawling From The Wreckage'” and
“‘Bad Is Bad'" offer a perfect synthesis of melodic
freshness, lyrical wit and the right atitude — which
is what Dave Edmunds and Rockpile are all about.

dJ. C. Costa

Produced by Dave Edmunds:
Engineered by Roger Bechirian.

Dave Edmunds




JEFF BERLIN

One of the World's Most Revered Bassists

PHOTO: RAY COLON
“The finest-crafted Fender Bass
in the world can still be improved
with a Badass Bass II Bridge.”
Jeff Berlin

BADASS BASS 1l is a direct replacement
bridge for FENDER JAZZ and PRECISION
BASSES — without modification. It is
designed for massive attack. sustain and
clarity of notes. PATENTS PENDING

5447 Telegraph Avenue
Oakland. CA 94609

(415) 655-9844
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MODEL 400 HIGH
PERFORMANCE
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Mainframes for 8, 16, 24, or 32 inputs

PERFORMANCE

Response +1 db 20 to 20,000 Hz
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Distortion below .05% TDH

Equivalent input noise approx. 0.3
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Headroom 20 db

Dynamic range over 100 db
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On the Koad

CLOSE QUARTERS
All Night Room Service and Beyond

oliday-inning it across  America
can have its ups and downs. And
“‘the best surprise is no surprise’”’
may be fine for vacationers, but for the
traveling musician no  surprise usually
reflects the inability of hotels to ater for
the spedial needs of performers: all-night
roorn service . adequate park:ng. cte. To be
sure. there are many  exeellent hotels
around the country that serve as natural
stopping off places for musicians, but
none are as adequately prepared as Close
Quarters: Nashville's answer to home on
the road.
The new hotel derives its name partly

from its size — it's a renovated three-
storied apartment house boasting a total
of 15 suites — but its proximity of the

Music Row district of Nashville and its at-
mosphere also contribute o the epithet,

The idea for a “musician’s”” hotel was
actually conceived by Steve Bauer when he
was with the Los Angeles branch of Studio
Instrument Rentals (SIR). There was an
ppropriate building on the Columbia lot
where the facilities were located . but the
idea really took root when Steve moved to
Nashville to operate the reatal company’s
new location. In fact, Close Quarters could
aptly be called a general extension of the
basic idea behind SIR, i, serving the
specific needs of the diverse involvement
of musicians.

For example, the new hotel is par-
ticularly geared to the touring groups that
concertize in Nashville, There is 24-hour
room scrvice, a similar gofer service (It
Elton John nceds shaving lotion we have
people who know where to tind it wihtout
him having to get out on the street,” ex-
plains the hotel PR director Sally Hinkle),
cquipment repair service around the clock
{dircetly tied in with Studio Instrument
Rental's regular capabilities), and  limo
and cquipment cartage service whenever
thevy may be needed.

But these are the fringes: the heart of
what Close Quarters has 1o offer the
maodern day troubador is a suite that teels
like home in the midst of people who
understand and respect his or her needs.
Other considerations come in the torm of
closed circuit TV security, and around-the-
dock  doorman/valer and a wall  that
scparates the building's single entrance

from the sireet (which is in a quict
restdential section of Nashville but mere
blocks away from anywhere the guests may
need to go).

Opcrated in conjunction with and as
part of Close Quarters is a private club
with membership limited to 300 gueses
who must be part of the music industry:
hotel guests automatically gain access 10
the club area (induding the great Jacuza
that gives extra character to a glassed-in
dining room). Membership limications of
the club, called The Backstage Pass, insure
celebrity  guests being  isolated  from
groupic types when they desire peace and
quict and it cnhances the value of
membership to local residents for contaa
expansion.

Even doser to the heart of matters is the
hotel's rate structure; all of the suites are
priced at $50 per night with $5.00 extra
per additional person. Two bedless-but-
sleeper-sota-equiped  efficiences are
available at $40 per day for acts thar find
themselves coming  through Nashville
perhaps for part of a day and simply need
a place of relative redusivity for a short
while: these rooms are also avilable for
Backstage  Pass  members o use  tor
meetings and are located dose by the bar
and kitchen.

Owner Bauer admits it took him a year
to tind “‘the right building”" for this new
enterprise, claborating that the location
and size/design were cruaal  factors
Remodeling was tediously slow but initial
response to the opening has been en-
thusiastic trom within the local music
community and from arusts’ managers
around the country who have inquired as
to availabilities for major tours coming
through Nashville this fall (induding
Elton John).

All entertainers have experienced  at
other hotels that out-of-the-routine (for
them) requests create a str; Close
Quarters was carcfully staffed with people
who are fmiliar with the music industry,
who understand that fiddle cases are not
handled with the same grasp as suitcases,
and who find nothing unusual in 20 peo-
ple who have just finished a concert wan-
ting to cat at three o'clock in the morning
or the same number needing to catch a
plane at 5:30 a.m.

Tempered by successtully serving studio
and touring musicians in Nashville as to
the wide range of their cquipment
logistics  neceds,  Steve  Bauer  calmly
understands the necessity and/or whims
that can arise and has acquired people
who can deliver. In keeping with that at-
titude, the next step of expansion will be a
16-track demo studio in the hotel’s base-
ment. Bauer stresses the word Demo
“weoare not getting into a commercial
studio situation because many of SIR™s
customers are studios and I'm not at all in-
terested in going into competition with
my customers, but [ think it would be nice
for us 1o have a good demo studio
available in the hotel — that's the kind of
hotef it 187"

Indeed.

Bill Littleton

“Nashville’s
answer to home
on the road.”
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On the Koad

IT'S ALL IN THE SOUND

COMPANY)

There are a multitude of sound
companies across the country that cin
upply the PA for anything from a high
school dance to an outside monster”
concert. Each has its oun peculrarities and
specialities, but only a few of thoe
capable  of  butlding  medium-to big
cystems are guaranteed (o get the call
when a magor rock band decides to hit the
road. So. we decided to tike a look at just
three of the major names i the business
and see what they have 1o offer — profiled
bere: Clair Bros. Audio. N.W. (North
west) Sound and Electroound Produc
tions. Inc. All three head up any road
manager's list, and we thought you'd like
1o know why.

N.W. (Northwest) Sound
PO Box 3586. Portland. Oregon 97208

Founded by Bob Stern back in the
“Woodstock days.”” Notrthwest Sound has
grown rapidly as a company with a reputa-
tion for building “‘quality”’ sound systems
for the kind of groups who play both
mellow acoustic music s well as high-
energy rock & roll. Given their flexibiluy
as to the types of sound they can provide,
it comes as no surprise that their client list
represents a great varicty of musical stvles
In recent vears they have provided sound
and hghts tor Alice Cooper, America,
Blue Opyster Cult, Boz Scaggs. Crosby
Stills & Nash. Dan Fogelberg, the Eagles,
Dolly Parton, the Gratetul Dead. Joni
Mitchell, Neil Young. Parliament Funka-
delic. Peter Paul & Mary, the Steve Miller
Band and Willie Nelson.

To build systems that “*have e¢nough
quality but with ¢nough power when
someone stands on 1t.” Northwest uses
Yamaha crossovers and mixers, Marantz
power amplitiers the tormer chiet
technician at Marantz who designed their
power amp now works for Northwest
and JBL or Technical Audio Devices
(division of Pioncer) speakers butle into
special endlosures built by Northwest's
own manutfacturing division.

Clair Brothers Audio
PO Box 396. Lititz. PA 17543

Founded by Roy and Gene Clair in the
catly Sixties, Clair Bros. Audio first got it
start. providing the sound for a Dionne

Warwick concert 1n a local theater. In
196+4. they went on the road with the Four
Seasons. their first venture nto touring
sound. A few vears later they made the
transition trom pop-oricnted groups to the
Jetferson Airplane. a band “who taught
them evervihing they know about rock &
roll.”” From that point on, the Clair
Brothers have forged steadily ahead to
become one of the nation's largest sound
companies with a list of exclusive accounts
that incdudes Elion John, the Moody
Blues, Billy Joel, Yes, Fleetwood Mac.
Kiss. Chicago. Bruce Springsteen, Atlanta
Rhythm Secuon. Boz Scaggs. Quecen.
Renaissance. the Gratetul Dead and Peter
Frampton.

They have the fadlities to provide up
to 110,000 watts RMS for ‘‘normal”
outdoor use and. when  pressed. a
company spokesman admitted thac they
could build a system up to 800.000 or a
million watts total output if someone was
crazy conough 1o request it They use a
varicty of ¢lectronic brands that includes
Phase Lincar and SAE amps, JBL and
Gauss speakers and Clair Bros. and Midas
mixcrs.

Electrosound Productions, Inc.
10701 Vanowen Street. North Hollvwood,
Ca 91605

Formed in London by the legendary
Rikki Farr in 1972, Elcctrosound was soon
providing ‘‘comprchensive sound touring
systemns’” for some of the largest rock tours
in Europe and Great Britain. Two vears
later, they merged with ESP Lighting to

create a sound and light company and.
soon after that, Electrosound merged with
the  American  company, Tom  Fields
Assoc. of Bostan. to become an inter-
national sound and light company known
as TFA-E.cctrosound.

From this point. the company grew by
lcaps and bounds and. two years later, was
providing up to six major touring sound
systems at once  Electrosound speaializes
in those massive outdoor fesuval PAs
thev've done the sound tor the Calitornia
World Music Festival, The Texas “'Jam™
and The California “‘Jam' of a few years
ago. As far as wouring sosnd 1s concerned.,
their clienc hist indudes Ted Nugent,
Acrosmith. Rod Stewart, Cheap Trick and
the Cars. They also provide regular
lighting svstems for such rock luminaries
as the Beach Bovs, Chicago. Nl
Diamond. Qucen and Bruce Springsteen

The sound division is headed up by
Englishman Cohn Waters and the lighung
division is led by American Tim Mahoney
A represenzative sampling of brand names
used for Electrosound svstems includes JBL
amps and spcakers and  Electrosound
mixing consoles and custom-built speaker
aabinets
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sound
lasers

An audio transducer system so

different that it’s easier to conceive of

it by analogies with laser technology
than in terms of horns and baffles. As
Sound Lasers move from the
laboratory to the marketplace, audio
professionals will be called on to

evaluate and apply them. If you need
to understand this unique concept, ask
for our free Sound Lasers technical

analysis, today.

Transylvania Power Company
260 Marshall Drive

L Walnut Creek, California 94598 USA
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Art. SELECT GAUGES DIAMETERS

1] 23] 4]65]6
N.PHB10 |Extra ight 010 | 0¥ | 023 | 030 | 039 | 047
NPHB20 | Light OR | 0% | 024 | 032 | 042 | 053
013 | 017 | 026 | 035 | 045 | 056

PHOSPHOROUS BRONZE STRINGS

Strings in phosphorous bronze produce a brilliant and lively sound
and a better harmony. These strings have surpassed other types
because each winding of phosphorous bronze wire is subject to a
special treatment. We have found that this special treatment gives the
strings a better flexibility and an excellent durability. It is a fact,
phosphorous bronze strings. wound with other alloys last longer.

Here it is! the string you have been looking for for years, studied and
perfected by Galli tecnicians to give your guitar a revolutionary sound.
Take our word, the Galli PHB is the string for tomorrow. Remember
that our experience in the field of guitars is always at your service.

----"-'----------------------------------1
3 NAME SURNAME

@ PROFESSIONIST O AMATEURO PUPL O
=NSTRUNENTYOUUSEAN)MARK

g OACOUSTIC Guitar O Classic Guitar O Bass Guitar O Electric Guitar O 12 String Guitar
i STRNGS ACTUALLY USED

# ADDRESS

PLEASE DRAW UP THE CARD SO THAT WE CAN SEND YOU SAMPLES OF OUR STRINGS.
DITTA GALLI P.O. BOX, 2177 A.D. 80143 NAPLES (ITALY) Tel.(081) 7590029 - 7596760 TELEX: GALLI- 73227
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EMS sound synthesis

The emergence of synthesizers
as a stage instrument brought
about a new age in modern music.
Not only were a myriad of instru-
ment sounds at the hands of a
single player, if the synthesiser is
polyphonic, all these sounds
could be played at once by one
musician. But how does this
player effectively co-ordinate all
those parts as if they were an
orchestra? This dilemma was over-
come by the inventors of the EMS
Polysynthi.

The Polysyntht is not an
ordinary synth, not even an
ordinary polyphonic synth. The
Polysynthi was designed from
scratch to be the most rapidly and
easily played polyphonic synth
built.

A completely stable, easity tuned
oscillator bank covering nine oc-
taves is the primary sound source.
A four-octave standard keyboard
with three simuitaneous outputs

polyphonic, position dependent
CV and pressure dependent CV-
activates the oscillator bank.
There are two voltage controlled
LFO’s with variable waveforms
and the two ADSR's with LED
indicators are triggerable from
either VC LFO or from the key-

The remarkable

.[
; EMS Polysynthi

board. ADSR1 may be triggered
from the envelope follower. An
analogue delay lhine can prowvide
echo, chorus, flanging and reverb
effects.

The Polysynthi features LED

indicators and colour coded
source, control and treatment
panels for rapid operation. The
LED’s indicate control voltage

switching and the colour coded,
logically layed out panel shows a
wide range of easily patched,
repeatable effects. An optional
add-on polyphonic sequencer,
using advanced microprocessor
circuits, can edit and commit to
memory ten minutes of poly-
phonic music.

As well as producing 49 simul-
taneous outputs through three
alternative waveforms, the VCO
bank has a range switch to move
octaves produced from 1’ to 32"
The VCO's can be tuned to other
instruments and their circuitry is
drift free. Pitchbend is controlled

by a centre sprung red coded
knob or footpedal. Keyboard
Memory determines intinite

sustain or no sustain. The ADSR
release is set to short autumatnc
ally when keyboard memory s
off.

Further USA market penetration sought
Dealers and Distributors contact: Mick Johnson
Music, 277 Putney Bridge Road, London SW15 UK

Tel: 01 788 3491

White noise or an external
input can be mixed with the
oscillator bank before being sent
through the filter. Balanced or
unbalanced, line or microphone,
high or low impedance inputs are
accepted through the rear panel.
If no external input i1s used, the
Polysynthi can produce various
effects with a VCO bank feedback
signal.

The low-pass, switchable VCF
is of the two or four pole voltage
controlled type. ADSR and LFO
voltage can be used to control it
and ADSR | can sweep the filter
frequency by any amount set on
the “Direct Control” knob.
Frequency can also be controlled
by a footpedal. The VCA can
be controlied in the same way,
and a pedal can be used to control
its amplitude.

The Polysynthi's Analogue
Delay Line uses an output voltage
from the VCA, and, remixed with
the orniginal signal, gives a +4dB
low impedance signal. Delay time
ot the various echo, reverb and
chorus effects can be controtled
by either ADSR, LFO or key-
board voltage. A switch selects
lony or short delay time rances
and another, chorus or Fcho

Music synthesis is a new art,
| unfortunately many musicians
haven't really begun to appre-
ciate its possibilities. We're
proud to offer the EMS Poly-
synthi because EMS synthe-
sizers are leading the synthe-
sizer world the way they have
for the last seven years.

Many of today s top selling
synth items were first com-
mercially developed by EMS
including the Vocoder and
peg patch synthesizers. Now
the Polysynthi reaches out to
| the “state of the art”
[ boundaries on synthesis.

mode. The 49-note C-C keyboard,
as well as providing polyphonic

information to  the VCO's,
produces two control voltages.
One corresponds to the highest

note played and the other is
pressure proportional

Jack sockets for output, input
and three pedals are fitted to the
Polysynthi back panet and can be
switched for hine or microghone.
Provision is made for the fitting
of the optional Sequencer.
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DAVE GARIBALDI,
Tower of Power

T
SHERMAN FERGUSON,
Kenny Burrell Trio l

Rocers

Rogers Drums, 1300 East Valencia Drive, Fullerton, California 92631

PETER TURRE,
With Ray Charles




ALVINO BENNETT, 4 ROY BURNS,
L.T.D. 3 Rogers Staff Artist

'PAUL ENGLISH, : y REX:LUDWICK
With Willie Nelson ; With Willie Neigin
: ./

-

BILL LORDAN,
With Robin Trower




described in last month’s

instalment, you should have a neck
which futs securcly into the socket in the
body, at a precise and repeatable angle,
and which has been trimmed until, an chis
angle, the outside of the joints look good.
The next stage is to cut the holes for
mounting the  bridge,  pickups  and
controls.

If you have completed the work

Bridge mounting

Slide the neck fully into the body
socket and clamp it in place. If the socket
is wider than the neck tenon, permitting
the neck to wobble sideways (*“in a plane
if you

vy

parallel to the front of the body,

prefer Engineering terminology). decide
at this stage, where and how vou are going
to wedge or shim the joint.

Make the packing pieces and mark
them so that vou «an repeat  their
alignment and the order of assembly.
Ideally. your joint should fit perfectly. But
if it does not, you must at least find out
how to pack the joint so that the neck has
the same setting cach tme vou assemble
it. When vou have achieved this, consider
the packing pieces as an integral part of
the neck assembly and use them every
time vou fit the neck to the body.

Either by skill,  or  determined
persistence, vou should now have a neck
which fits all the way into the body socket
and does not wobble. Now hold it in place
with a clamp from back of body 10
tingerboard, roughly level with the centre
of the joint. Next, the alignment of the

neck must be transferred o the tront of

the body, so that the bridge and pickups
can be placed correctly.

PosSiviorn _____5
OFr Move S ,

In doing this vou will cstablish a new
‘center-line” on the front of the body.
which is an extension of the center line of
the neck. This new line supercedes the
original line down the center of the body,
because an exact alignment of bridge,
strings, pickups and fingerboard is more
important than having the bridge exactly
in the center of the body. You may find it
convenient to fremove as much as possible
of the original center-line with a sharp-
cdged pencil eraser.

To find the new body center-line, you
will nced the same straight-cdge which
was used last month for sctting the neck
angle. Lay this straight-edge flat on the
tront of the body and along the edge of
the fingerboard. The upper surface of the
straight-cdge will probably be below the
underside of the fingerboard at the neck-
body joint. so the straight-edge could
possibly slip into the gap left for the
wedges  supporting the end  of  the
fingerboard.

FoR BRIDPGE FrROPrM
82 ST
— R e i — s St
¢ —¢- | aiows.
ED&GFES OF
R F/INGERBOARD
—_—

€ --~—=4PPRoX 235 70 JornT
«----LXACTLY £2] 70 NUT-

—~EAND OF FINGERBOARD

Photo 1
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If this happens while vou are marking
the bridge posttions, any hope of accuracy
goes out of the window. Fortunately, the
solution 1s very simple: put a piece of
plastic sheet, or very  thin - plywood
underneath the straight-cdge so that it is
still Tevel with the edge of the fingerboard.
but not so tow that it can shp 1nto the gap.
A scrap of 2mm Perspex is usually about
right.

Draw a faint pendl line across the
front of the body at 235mm from the neck
joint. This 1s got an exact measurement.

Hold  the  straight-edge  along
approximately the middle of the edge of
the tingerboard and draw a short line
where its far end crosses the faine line vo
have just drawn on the body. Repeat on
the other side of the fingerboard. If the
straight-edge is not long enough to reach
from the nut position to this line, 1t can be
moved down the neck undl the far end
does overlap the line, but 1 would not
recommend using a straight-edge shorter
than about 600mm. It you can get help to
hold  the  straight-edge  onto  the
fingerboard edge. you can press the other
end gently down onto the body while
marking from 1. This s more accurate,
but only if vou can cnsure that the resc of
the straight-edge is still pressed along the
center of the fingerboard cdge. The faint
fine is not needed any more and may be
crased.

Mark the centre of the width of the
fingerboard at cach end. and draw a
center line down  the  front of the
fingerboard. Chedk the nut end of the
fingerboard. it should be square to the
front of the fingerboard and to the center-
line, and 386mm from the nedk joint,
taking the average of measurements down
cach side. If necessary, damp the neck o
the beneh, or hold it in a padded viee, and
trim the nut end of the fingerboard unul
it is correct. (I vou have just less than
386mm to the neck joint, don’t worry).
Trim the end of the fingerboard square

both ways. taking oft a minimum of

wood. As the bridge position is measured
directly from this end of the fingerboard,
the exact distance to the nedck joint 1s not
critical).

You will probably find it impossible to
trim the end of the fingerboard properly.
unless vour chisel is sharp is really tlac on
the side which ought 1o be tlat. I normally
use a chisel about 135mm wide for this job.

When this end of the fingerboard s
right, measure exactly 621mm down cach
side of the fingerboard and draw short
fines across the two short lines vou already

have on the front of the body. You now
have two points of intersecting lines on the
front. Join them with a pencil line and you
have the line on which the bridge-
mounting holes are drilled. Do #os drill
the bridge mounung holes at  these
intersecting points

Find the center of this line between
the two marked ponts. Mark 41mm out
cach side along the extensions of this line
and you have the exact centers of the holes
for the bridge-mounung pillars. Check
that the distance between them is 82mm
Y2 mm.

Draw a line also from this center point,
w the center of the body-end of the
tingerboard, and vou have the new body
center-line for aligning the pickup holes.
As you may have noticed, this part of the

+ or -

job has a lot of detailed marking out
which does not seem to be leading
anywhere. Then, at a certain point,
everything should suddenly falt into place.
Now vou have read so far, take a look
at photo 1 which shows all the important
details for marking the bridge holes. The
center-hne indicated 1s the one which s
generated as described i the  above
paragraph. The original line down the
center of the body has nothing to do with
these measurements and any faint trace of
it whith cannot be ecrased
identified. and then ignored.
If vou teel vou may sull be confused by
the remains of the old line, cover it up
with masking tape. [ts only purpose was to
assist in marking out the neck joint ac the
beginning of the work on the body.

should be

"

Photo 2

Photo 3
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" Take Your Pick

Whichever DOD product you choose you'’ll find
consistent high quality design and materials.

hen we design a product we keep feature solid Die-cast Zinc and Alumi-

the musician in mind all the way. num cases and FR-4, G-10 Glass epoxy
We demand a product that is functionally  circuit board. All our products are hand
superior and to ensure that it will stay assembled and individually tested by
that way we use rugged name-brand qualified technicians and have a full one-
components such as CTS, Carling year warranty on parts and labor.
Switch, National Semiconductor, Texas For further information write or call:
Instrument, Switchcraft, etc. We also ' ¢

L? OD Electronics Company. 2895 South West Temple

Salt Lake City Utah 84115, (801) 485-8534
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Pickups

I suggest vou use Guild Humbuckers.
They are well made. relatively casy to fit.
and are roughly in the middle of the
possible  variations  of tone  from
humbucking pickups. Almost any pickups
could be fitted to this guitar, but these
instructions are for a pair of bridge and
fingerboard  Guild Humbuckers which
should be available from any Guild
stockist.

The same fitung principle could be
applicd to other makes of pickup. but
accuracy will depend on how well the
surrounds are moulded, as [ am going to
use the surrounds as mounting templates.

Unwrap the two pickups. and examine
them for any damage to the fine wires
leading to the connections underneath. Tt
is normal for onc pickup to have 2 tags
and the other 1o have 3. 1t is also normal
for cach pickup frame to have 3 height-
adjusting screws, not 2. One of the
surrounds should be higher than the
other: This is the one which is fitted next
to the bridge.

Both pickups surrounds have the

double-height screws on the Bass side of

the body. Mark onc pickup and i
surround underncath tor idenutication,
and take oft the surrounds. Keep all the
screws and springs. Make a fine scratch in
the exact center of cach longer side of both
surrounds.  These  scratches must be
aligned with the new center line drawn on
the front of the body. The tingerboard
pickup surround is fitted against a line
drawn 20mm in front of the centers of the
bridge mounting holes. See photo no. 2.

With the surrounds held in place. take
a sharp pendil and draw round the inside
of all the holes and (lightly) around the
outside. Remove the surrounds and place
the pickups in position so that the
threaded holes in the mounting brackets
underneath, line up with the marked
positions of the height adjusument holes.
You may need to bend the brackets a bit
to line up all three holes at once. Make
sure you have the right pickups in the
right positions and draw  round  the
bottoms of the brackets. This will show
vou how much clearance is required for
the pickup support brackets. The outline
of the hole for the pickup body will be too
small and you should draw another
outline carcfully, Imm outside the first
one, for cach pickup.

Practically all the recessing needed for
the pickups can be done with cither a Drill
press or a Woodworkers” Brace. You will
need an 11mm or 7/16 bit. Either a spiral
‘Lip and Spur’ bit for the machine drill or

a ‘Jennings-pattern’ bit tor the brace. You
could use onc of the better and more rigid
portable cleceric drills on a vertical stand,
and a Ridgeway or Irwin “Flat-bit". Beware
of Oricntal flat-bits; most are inaccurare,
Check the length of its central point to
ensure that it will not come through the

back cf the guitar by the time the tull
width of rhe hole is 27mm deep. at its
shallowest point.

Draw !1mm and 12mm circles around
the centres for the bridge-mounting holes
These will give you a check on the
positioning of the drill as you swart the

Now...enhance your live sound
with live lighting from Meteor!

o\

METEOR LIGHT and SOUND COMPANY Idesl for iive group work, the Meteor Sons-
155 Michael Drive, Syosset, New York 11791 Lite 3000 combines five separate effect se-
Telephone (516) 364-1900. Telex 96-1396. lections with. three channel sound-to-light

translation. Two light levels, manual indi:
vidual channel over-ride enabling lights to
be ‘pleyed,’ plus chase functions add up to
a powerful lighting package. .

Easily transported, ready for instant use and
ruggediy reliable, the Meteor Sonal.ite 3000
s the deal mobile lighting choice. See one
at your Meteor dealer or comph coupon
for turther details on the Sonalite 3000 and
other Meteor lighting systems and effects.
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New product preview by
e CONQUEST SOUND

“THE GLADIATOR”

The ‘Wrapper’ is probably the sturdiest For those of you who prefer brass military

instrument cable ever made. plugs we have the ““Gladiator”. Solid Brass

Heat shrunk, epoxy filled switchcraft ADC Military plugs with a diamond shaped

280 plugs over our own heavy neoprene tip, dual strain relief, and a solid brass

covered custom design belden cable. sleeve. A heavy brass spring joins at the

The wrapper is a no compromise cable that elbow for added strength.

will give you years of quiet trouble free The Gladiator is built to take years of

use. And we back that in writing with our abuse and deliver only clean, quiet signals

2-year guarantee. Guarantee 2-years.

Don't accept immytations. . .choose Conquest Sound/!

““Available at fine music stores everywhere” Send for FREE Catalog
Conquest Sound, 156524 5-70thCT, Orland PK. IL. 60462 Tel: 312-429-1770
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It's time the Professionals were given a few
things they 've never had before.

MCCAULBY Commercial Series the centers of the positions of the height

McCouley Sound Co adjustment screws for the pickups, with a
Lo oan et sharp centre — punch. Do nog punch the

centers of the holes for t‘ixing\thc pickup
surrounds to the guitar body. These are
not drilled untl the guitar is nearly
finished.

This guitar was designed 1o work
correctly with one of the Japanese versions
of the ‘Badass’-type bridge. as illustrated
last month. American readers should be
able to obtain the genuine Leo Quan
Badass guitar bridge. I have checked one
of the later versions (with a ‘Made in
Germany' sticker) and it seems to be
entirely suttable as an alternauve

The only  obvious  modification
concerns the size of the holes drilled for
the threaded bushes in the guitar front.
For American-style bushes, these holes
should probably be drilled 1/2 inch
diameter and a little longer than the bush
(typically between 3/4 inch and 1 inch).

The  Japanese  style  bridge.  as
distributed by Ibanez, usually requires a
hole 7/16 inch or 1lmm diameter by
27mm deep.

The holes to provide dlearance wells for
the pickup brackets should, in cither case,
Circte 767 on Reader Service Card be 7/16 inch or 11mm by 25mm deep.

You will also need a smaller hole also
2smm deep between cach pair of bracket
clearance holes to assist in removing waste
wood. 6mm or Y% inch is about right. (The
pairs of holes are just too close for the safe
drilling of a third 7/16 inch hole between

) the first two). Sce photo no. 3.
To AND Then drill a series of adjacent holes to

remove  the waste  from  the pickup
TAKE YOUR CHOICE rcccssvc(s. Thz firv'nvgcrboard( pickup will :u'cd

BIAMP OFFERS YOU TWO ELECTRONIC CROSSOVERS TO FIT YOUR SPECIF.C NEEDS: a recess 15mm deep and the bridge pickup

M2Ve MOND 2WAY » CONTINUOUSLY VARIABLE CROSSOVER 100 Hz TO 10,000 Hz » el ) Wi, DM Qo) e\ ey
SEPARATE LF. & HF. LEVEL CONTROLS + VARIABLE LF. FILTER » VARIABLE .. use a portable router to femove the waste
SE | SiON CONTROL « GAIN ROL # E CEDOR | LINES wood to depths of 10 and 15mm.

S Clear out the remaining bits with a
chisel. Do not try to drill overlapping
holes unless you are using a “‘Forstner
bit’*, (which is expensive, a pig to
sharpen, and intended for drilling
overlapping and/or flat bottomed holes).
That completes the pickup holes for the
moment. For next month you will need
either a large Jennings-pattern bit and a
Carpenters” brace or a pillar drill (or good
drill stand) and a ‘Flat-bit’; in cither case
to drill a hole approx. 1% inch diameter.
If you plan to use a powered drill, you
; must be able o clamp the guitar body to
her Tisten to the M2/V and S your the drill wtable, and vou should preferably
focal BIAMP dealer along with the rest of BIAMP'S also have some sort of face shield. You will
~ complete line of professional audio products. also need about 300mm of 6mm or %
mg.w' Barnes Road, Portland, OR 97225 inch  Silver Steel rod or drll rod, a
503-297-1555 hammer, and something to usc as an
anvil, such as a sledge-hammer or an old
“flat-iron”’ of no particular valuc.

Call or write for the dealer nearest you.
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Understanding Synthesizers

PART 8

n this series T have now covered maost

of the important modules vou will

find 1n cvery  synthesizer:  the
kevboard  module,  voltage-controlled
oscillator (VCO). voltage-controlled
amplifier (VCA). low-frequency osaillator
(LFO) and ADSR module. There is one
remaining module. called the “*volage--
controlled filter”™ (VCF). which, like the
others, Is an esentiad part of every
synthesizer. Although VCOs can supply a
varicty of wave-forms, cach with ity own
characterisuic tone quahiy, it s fileers that
are largely responsible tor providing tonal
varicty in synthesized sounds.

Betore 1 describe in detal what filters
are and what the voltage-controlled filter
(VCFy does, tet's first see how the VCF fus
in among the other synthesizer modules |
have already deseribed. (I vou're not
tamiliar with these, have a look at Parts 4
to 7)) Fig. 1 illustrates how the VCF s
positioned between the VOO and VCA.
In this diagram [ have shown he VOO
recervig its control voltage  from the
kevboard module as usual, and the VCA
recetving its control vohage  from  the
ADSR module. (I will be deseribing the
vartous  sources of  the VCF's control
voltuge  later) By varving the control
voltage supplicd to these three central
modules, which are alwivs connedted
together i the order VCO-VCF-VCA.
vou van alter the three essental musical
characteristies of all periodic sounds: the
frequency (pich) with the VCO, the
harmonic spectrum (tone quality) with the
VCEand the wmplitude (volume) with the
VCA.

Frequency response

Evervone v tamihiar with the tone
controls on hi-fi ampliticrs or combo-
amps:  the Ubas™ control boosts or
reduces the Jow frequenay content of the
sound and the “reble”™ control does the
same to the high frequencies. In technad
terms, what the tone control knobs do s to
change the  freguency response of the
amplifier. as dlustrated o Fige 20 1o
conventonal to measure the amphfication
at any given frequency relative 1o the
amplification at TkHz, soin this figure the
amphitication at TkHz is shown us 0dB (see
Part 1). The dotted curves show the typical
cffect of altering the bass and  treble
controls on the frequency response of an
amphitier. One pomnt to bear in mind 1
that the frequency response describes how
the amplifier will increase or decrease the
amplhitude of soze waves of any frequency.
Al other wavetorms contuin harmonics
which are muluples of the fundamental
frequency (see Part 3), and in effect the
amplifier  treat all these harmonic
components individually. For example. if
the “treble™ oy turned down, the upper

108

By Tony Horsman

Audio signal

Fig.1

VvCO = VCF

VeA Lo

CV.IN CV.IN CV.IN
Keyboard Control ADSR
A A
voltage voitage N waveform
Keyboard gate
pulse
Keyboard > ADSR

module

Block diagram of a basic synthesizer showing the three most important voltage-controlled
modules: oscillator (VCO), filter (VCF) and amplifier (VCA).
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in amphitude relative o the fundamental. /
as shown in the lower part of Fig. 3. In TREBLE ..
other words, the tone controls modify the 80OST '
harmonic spectrum of  the wave form
cemerging trom the amplifier. e
Filters 0807
A fiher s an amplifier with a parucular {

frequency response talor-made by the
designer for a specitic job. Tt can be made
so that 15 almost completely removes all
frequencies delow a particular value. This
type of filter s called o “thigh-pass filter™
beaause 1t ety higher frequencies pass
through  unchanged 10 amplitude.
Alternativelv, a filter can be made so that
it removes all frequencies  wbore  a
particular vatue: this type is called a *low-
pass  filter”  because it lets lower
frequencies  pass  through  unchanged.
Synthesizers always contain a low-pass
filter (the VCF) and many now contain a

H= 1,

TREBLE

dec
cut | /
. |
—————

Harmome numbers 1 2 3 4 5 6

Effects of treble boost and treble cut on the
harmonic spectrum of a sawtooth waveform
(only the first few barmonics are shown).




Cut-off frequency
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Frequency response of an ideal low-pass filter.
Fig.5
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Iypical frequency response of a synthesizer’s low-pass filter, showing bow the cut-off

frequency is defined.

high pass tilter (which T will be deseribing
next month).
Low-pass filters

Andeal Tow-pass tilter has the twpe of
trequency response shown m Frg. -4 This
diagram indicates that the tiler will pass
through 1t without alteration sine waves
(or harmonics) having any frequencies up
W a certamn limit called the eut-oft
trequency " I the cut-oft trequency was
2kHz. a 1.5kHz sine wave would pass
straight through the filter and a 3.0kHz
sine wave would be completely stopped. It
a 1.5kHz sawtooth wave was sent o the
tilter, 1s fundamental (1 5kHz) would ger
through.  but  ns harmonics  (3kHz.
i.5kHz, ete.) would all be stopped: so

thiy case the “sawrooth™ would emerge
trom the filter as a perfect sine wave.

In pracuce. low-pass fitters cannot be
made with the ideal trequenay response
shown - Fig. 4. However, good fihers
come close 1o the ideal. and Fig. 5 shows
the  frequency response of  a typical
syathesizer low-pass filter. Because there is
no sharp break in the trequency response,
the cut-off frequency s defined as the
trequency at which the filter’s output falls
by 3dB (see Fig.5). The slope ot the filier
should be as high as possible and 1y
expressed as UdB - oper octave.” Good
filters have slopes 10 excess of 20dB per
octave, which means that above the cut-
oft trequency (in the case of the low-pass

type), the amplitude of the output
decreases by a factor of at least 10 (
-20dB) every time the frequency doubles.
Voltage-controlled filter (VCF)

The voltage-controlled filter (VCF) in
smaller synthesizers s invariably o low-
pass fil:er m which the cut-off frequency is
determmed by a control voltage. As the
control voliage v fowered, the cut-oft
frequency decreases. and conversely as the
control voltage v rased  the  cut-ofi
t.r('qucmy NCTCUAses (see Hg. 0).

As i the VCO and VCA. the VCF's
control voltage can come from a variety of
sources, and consequentdy VCF modules
(ke VCO and VCA modules: see Paris s
and 7) contam an input control voltage
mixer "o add wgether the contributions
from e vanous sources. Fig. T shows
wpical VCF panel with shiders labelled
CCuat-ofi.T 0 CLFOCT UADSRT and
“Kevboard.” together with a0 speaal
control called “"Resonance”™ which, unlike
the others, does not torm part ot the input
control voltage mixer. (The “*Resonance™
control modifies the shape of the tiler's
frequency response as [ will be explaming
next month.) The VCF module is shown
schemanaadly in Fig. 8,0 where 1t aan be
seen that the input shders adjust the
contribution of cach control volage source
(¢.g The LFO and ADSR modules) to the
final control voltage ted 1o the VCF 1selt

[t is very important to realize what the
funcuen of the shder labelled  Cut-ort
frequency™ actually s The shider only
completely determines  the cut-oft
frequency i the absence o ather
contrthunions o the VCF's
voltage. Ttis us well to think of this control
as  determuining the il cur-oft
frequency because 10 s exactly analogous
w the VCAs imual gain control (see Part
7). Nete too that if the cut-off trequency
slider < set at maximum, the other shiders
{except perthaps the LFO <hideny will
appear to have no ettedt: the cut-ott
trequency will already be dose to or above
the upper limut of the audio band and
pushing it even higher will make no
audible  difference 1o the sound  the
synthesizer s producing.

VCF cffects

1. Cut off frequency
already mentoned, this
determines the filter’s cut-off frequency
when all the other controls are set to zero,
With  the  cut-ott - frequency set 1o
maxtmum vou hear the tull specirum: of
harmonies  contained - the VCO's
wavctorm. As vou gradually reduce the
contrel  towards  zero, harmonus are
progressively  cut out and  the sound
becomies gradually less harsh. (1f vou use a
pulse wave with a 5% mark/space rato
(see Part 35) and move the  cut-off
frequency control down very slowly vou
may  actually be able 1o hear cach
harmonic disappeanng.)

2 LFO shder. When the LEFO's sine wave
output ts added to the voltage provided by

control

ider. As 1 have
control
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» Most professionals never consider price when
buying a quality guitar. Washbum is chang-

ing our minds. Hot pickups, a brass bridge and nut, and
“neck-through” body construction with the strings anchored
from the back. The result: incredible sound and sustain. All
this for about half the price you'd expect to pay. Do yourself a
favor. Check out the Wing Series Electrics.

An age-old tradition takes flight. 'WCIShburn

Jim Peterik of The Survivors

Guitar strings
deserve fobe
straight.

Until now, all guitar strings came coiled up in square
envelopes. Unfortunately, coiling a sensitive, finely
wound guitar string can bend and damage the
precision windings, making the string sound less than
perfect. Nashville Straights, the first guitar strings sold
straight, are made of the finest nickel and bronze
alloys. Inside this long, rigid package, the string set is
hermetically seaied in plastic to prevent oxidation

“

1234 Sherman, Evanston, IL 60202

.

| o
g TRUGHTS o :

and promote brilliance and long life. String up a set
of Nashville Straights and hear the difference.
They're resonant, uncrashy, loud and together. If your
dealer doesn't have them yet, write us.

We give .t to you straight

2 NASHVILLE STRAIGHTS <

ACOUSTIC. ELECTRIC AND BASS GUITAR STRINGS

1415 Waukegan Rd, Northbrook, IL 60062

€ 1978 by Fretted
Industries, Inc

Circle 728 on Reader Service Card
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it casier to synthesize attack transients.

4 Keyboard sider. At first sight, it may
seem strange that the keyboard voltage
should be fed to the VCF module (see Fig.
8). However, the reason this control is
provided is very simple. Imagine the
VCF's cut-off frequency is set to 440Hz
(the frequency of the A above middle C)
and imagine playing up the scale of C
from the bottom of the keyboard using
the sawtooth wavetorm of the VCO (8’
pitch). By the time you reached the B
below middle C. you would be hearing
only the fundamental (all the harmonics
would be above the cut-off frequency). By
the time vou reached the B above middle
¢ you would hear nothing!  (The
fundamental would now also be above the
cut-off frequency.) This 1s an extreme
example of the spectrum of the waveform
emerging from the VCF changing as the
tundamental frequency of the input to the
VCF is changed. (This effect can be usetul
fower notes having more “Ubite”™ than
higher ones.)

The kevboard slider on the VCF
module is provided so that sounds can be
synthesized having a tone quality which
remains  constant  (or more  nearly  so)
irtespective of the pitch of the note being
played. When the kevboard shider s
moved away trom zero, the higher you
play on the keyboard. the greater the
keyboard  voltage which now  increases
both the pitch of the VCO and the cut-oft
frequency of the VCF.

Next month, 1 will be explaining what
the  resonance  control  does  and
introducing the other types of filter.

Schematic diagram of a VCI* module showing the control voltage mixer receiving inputs from
the “Cut-off frequency” slider and from the LFFO, ADSR and keyboard modules.

the “cut-off frequency”” shder (sce Fig. 8),
the VCF's cut-off frequency is periodically
moved up and down about a central value
by an amount which increase as the setting
of the LFO slider increases. The audible
effect  of  the  periodically  changing
harmonic spectrum which this produces
has been called “‘growl’” for want of a
better  term.  (Remember  that LFO
modulation of the VCO and VCA
produces “‘vibrato’ and “iremolo.”" The
growl effect is useful for adding realism o
synthesized instrumental sounds such as
the saxophone and trumpet, but it can, of
course (like every other synthesizer effect),
be used to achieve much more extreme
variations than are produced in acoustic
Instruments.

3 ADSR shider. In the same way that the
volume of a note can change throughout
its duration, so too can its harmoni
spectrum. In Part 7, 1 described in some
detail how the ADSR module and VCA in

combination produce short-term changes
in volume during cach note. If the
ADSR's waveform is used to vary the
VCF's  cut-off  frequency, a  very
characteristic sound is produced. The filter
is initially “‘opened” (ie. the cut-off
frequency is increased) during the attack
phase, and finally “‘closed”™ during the
release phase, the movement of the cut-
off frequency  paralieling  the  ADSR
waveform throughout the four phases (sce
Part 7).

The output of the AR module can be
used to simitar effect and in fact a major
advantage of synthesizers having both
ADSR and AR modules is that usually
cither one can control the filter and cither
one the VCA. (So, for example, the AR
module might control the VCF and the
ADSR the VCA | or vice versa. ) This added
flexibility makes 1t casier to avoid the
familier *‘growl’" sounds produced by the
ADSR/VCF combination and also makes

| Fig.
.~ 1g.7

> VCE Ot
-~
Resonance p
[ 4 T T 1
—
C:'tf- LFO ADSR Keyboard

VCI panel showing the various controls which
determine bow the cut-off frequency will vary.
The “‘resonance’ control is exceptional in that
it modifies the filter’s frequency response.
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Like their BGW amplifiers.
Why is it so many have come
to rely on BGW? Why in less
than ten years have BGW
amps become the number
one choice among audio
pros worldwide?

Because their legendary
performance refuses to fail
even under the most severe
conditions you can throw at them.
Rugged, awesome power that's been

steel modular construction
are all synonymous with a
BGW product.

We are now proud to
introduce a new cost-
effective 175 watt per
channel power amplifier . ..
the Model 600. It's a quality
basic power amp, built
around our super reliable
750 B/C output modules. It's in a big
834" high rack-mount package so it runs cool and

tamed by continuous common-sense costs substantially fess than a 750C. It's a quality BGW
engineering. That's why there are more BGW amps in amp and the answer to the professional who wants
discos than any other kind, and why there are so many BGW on a budget.

in recording studios and on concert stages. Check outthe new 600 at your dealer. He'll show you
BGW has earned a reputation for building superbly an amp that lives up to your expectations with
engineered products ... massive heat _, ; . performance you can compare to

sinks, large safe operating area, B anyone...and reliability that
redundant output stages, welded " #: b, , comparestonoone.

-,
. T 5"‘

Depend On Us. g

SYSTEMS ] BGW Systems Inc., 13130 S. Yukon Ave., Hawthorne, CA 90250 (213) 973-8090 In Canada: Ommimedha Corp , 9653 Cote de Liesse, Dorval, Quebec HIP 1A3
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New Products

guide for tke Practical Guitarist

DiMarzio Publish
‘Customizing’ Guide

The new DiMarzio Guide for the
Practical Guutarist s a comprehensive
pictorial instruction brochure covering not
only how to fit and adjust DiMarzio
pickups and accessories, but giving general
information on alignment and ‘making
sure vour guttar works properly”.

The new guxd( was conceived as a
practical publication and is very successtul
in the way it anticipates and deals with the
problems the practical  guitarist might
mcet. Each process is covered in detail,
from pickup changing "‘on a few guitars
the wires will be soldered together inside

the bodv . .. .. .. in this case enither
loosen the soldered binding or ape over
unwanted wires, ... " 10 nut alteration,

“a small round cdged  jeweller’s  file
should be used. . . . unul cach string just
clears the first fret when held  down
between the 2nd and 3rd.””
Incorporating instruction leatlets for all
the main tvpes of DiMarzio pickups, this
brochure will be invaluable to those who
like to do their own ‘customizing’. 1Us
deacly - written,  excellentdy  illustrated.,
tully  detiled,  vet  always  condase.
Available  from  DiMarzio inc., 1388
Richmord Terrace, Staten Island, N.Y..
price $1 (1o cover postage and handling),
in USA and Canada.
Circle 899 on Reader Service Card

Zildjian’s Quick-Beat

The A\(dh Zildjan  Company  has
designed a new sct ot Hi-Hats calleg
Quick-Beats, said tw  be  specifically

manutactured tor rock and disco use. Thcy
feature a heavyweight, flac-bottom cymba
with tour %" holes spaced at precise inter-
vals near the perimeter of what would

tvpically be the bell or cup arca. The mat-
¢ ching top cymbal looks more conven-
tional, but when played, the pair is said 1o
pmducc a short, tight, compact sound.
=a¢The new cymbals are to be marketed in
14" and 157" sizes.

GO

‘ Crrcte 898 on Reader Service Card

Korg Finds The Missing Link

Korg recenty introduced  the MS-03
Signal Processor Module whic h is designed
for cusy interfacing with any synth cur-
rently available. It is a pmh -to-voltage
converter which now allows the guitarist a
wide range of sounds without modifica-
tion to his/her guitar. Designed spedifical-
Iy for the guitar, it has wacking that is ac-
curate and pitch stability which s ex-
cellent, Iis features  indude  envelope
follower output, portamento, direct in-
serument sound  ourput, mode switeh
{changes wriggering characeeristics)  and
lincar and exponential control voltage out-
puts. All for a suggested list price of $300.

Circle 897 on Reader Service Card

Eastern Develops

Sound Reinforcement

With the new MR-109 lower mid-range
unit, Eastern Acoustic Works is reaching
tor the ultimate in high level sound rein-
torcemenat. The company daims excep-
tional clarity and definition in the prin-
cipal musw band (200-2,000 Hz) and. in
addition, that high trequency distortion is
reduced by allowing a higher crossover fre-
quency to the high frequency drivers. The
MR-109 is a straight exponential horn with
a 200 Hz vut-off frequency. The horn Hare
is constructed of hand laminated fiberglass
with Figh density sheets inserted to damp
resonances to well beloweut-oft. The drive
unit incorporates a large Alcomax magnet
thermally bonded to a heatsink to improve
heat dissipation.




CANADIAN DISTRIBUTORS
SYD HOPKINSON

Disc Jockey Unlimited Co. Ltd.,
P.0O. Box 26 . Unionville . Ontario
Canada . Tel: (416) 495 6411

GUY BERESFORD

Recording Media Services

2271 Kingston Road . Scarborough
Ontario . Canada

(Postcode) MIN1TS8 .

Tel: (416) 2642355

U.S.A. DISTRIBUTORS

Grand Stage, 630 West Lake St.,
Chicago, l1l. 60606

Tel: (312) 332 5611
Ofesen Stage Equipment, 1535
Ivar Ave., Holliwood 90028

Tel: (213) 461 4631
Little Stage Lighting Co., 10507
Hines Blvd., Dallas, Texas 75220

Tel: (214) 358 3511
M.G.M. (Metro Lites), 750 10th
Ave., New York, NY 10019

Tel: (212) 757 1220

« Lights Fantastic, 229 Newtown

Road, Plainview, New York, NY
11803 Tel: {(516) 752 1283

WEVE GOT THE LOT!

Take a look at the most exciting range of lighting control systems available. Whether you are a smali
group requiring just a basic sound to light unit, or a large band looking for a complete stage lighting
countrol system powering tens of kilowatts of lighting, we have the range of systems

for you to choose from.

We have been designing and manufacturing lighting control systems for years and a great deal ot
thought went into making our systems easy to operate. You can simply link our units together

into systems to get the creative control you need for a wide range of exciting sound to light effects.

CONTROLS THE LIGHTING
PROFESSIONALS USE
Puisar Light of Cambridge Limited

Henley Road, Cembridge. CB1 3EA
tel. (0223) 86798 :
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For the sounds of

REAL Strings, REAL Brass, REAL Choirs etc, etc.
NOT Simulated — NOT Generated — NOT Synthesized
BUT — THE REAL THING

Novatrons are now fitted with:
) ® Rock steady non-temperature sensitive speed control,
® Improved amplifier signal-to-noise ratio.

Circle 799 on Reader Service Card

A SELECTION OF 42 TAPE SETS ARE AVAILABLE
' CURRENT MODELS

lack

14

SESCOM, INC. UDistriblthion for Easf Coast

Musical Products Division
1111 Las Vegas Blvd. North PLATEAU ELECTRONICS INC.
Las Vegas, NV 89101 USA 5 T 5

road th r, N rk, NY 1 |

| Double Mar Nark {

Tel 212673 42

Street E |¢
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No More Waiting for Louie

Louie's a great drummer, and you've
been playing together for years, so he
must be good. Butin all the time
you've known him, he’s never been on
time for practice. So you've always
had to wait for him to arrive before
you can start to play; and now that
you're in the studio that's even more of
a problem, because as we all know—
nothing can happen without the
rhythm track.

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

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

crisply pops and the bass drum
punches as if they were heavily
compressed.

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

In addition to all of the other features,
the CR-78 Compu-Rhythm contains a
micro-computer that allows you to
program your own {(or Louie’s) drum

Circle 714 on Reader Service Card

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

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

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

RolandCorp USA, 2401 Saybrook
Ave., Los Angeles, CA 90040

(213) 685-5141. Enclose $1 for a copy
of our latest catalog.

=Roland

We design the future.
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Noise Killer Circuit

Reduces hum and unwanted noises from
leads etc, caused by capacitance problems,
without losing top frequency definition.
Your amplifier reproduces only the sounds
you want to hear---- without external noises.
Ideal for studio conditions(the Noise

Killer is driven by 9 volt batteries

and switches on when jack plug is

inserted. Battery life approximately

three months with 2/3 hours per day use.)

!l|§=

e

&
e
'
S

S?' IODO(unde'r 0. ImV)

SUPER
BALANCED BODY
Designed to obtain the
best possible balance com-
bined with performance.
Carved from solid Ash,
tapered for correct

weight distribution.

SPECIFICATION
Six-position mode selector switch.
Laminated neck.

Jacaranda fingerboard,

46mm at top nut and 57mm at

24th fret. MB-| pickup.

Solid brass bridge and Top nut.

Circle 718 on Reader Service Car(i

ELECTRIC GUITARS]

Exclusive U.S.A.distributor:
Music Distributors, |nc.

3400 Darby Avenue, Charlotte,

N.C.28216

TEL: (704)394-4154

Canadian distributors: Canada Music Supply Limited. Great West Imports Ltd.
8660 Jeanne-Mance, 788 Beatty Street,
116 Montreal, Quebec. Vancouver, B. C.

TEL: (514)387-7331 TEL: 684-5364




MADE IN U.SA.

Keas Electronics, Inc.
210 W. Main
Chanute, Kansas 66720

Channet 2 @ 10 BAND STEREO

Channel 2 15 BAND STEREO

ROS

QU1 QuN
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Carvin
The Professional’s Choice

At Carvin you’re not only buying the best, but the price is right too!

We handcraft guitars & other professional products in limited production
g;.aantitlles and sell only DIRECT to you thus passing on exceptional quality with

savings.

% roducts include JBL, Emilar, & Gauss components housed in Horn-
Loaded Bass Systems and Radial Horns. Mixing Boards ranging from 6 Ch Stereo
w Power to 32 Channel Consoles. Our new Bi-Channel Guitar Amps feature 2
totally independent channels with separate EQ, Reverb, Sustain Drives, and
Master Volumes with LED Foot Switch for Chto Ch switchlng
Our custom Guitars feature optional Birds-Eye Maple Hardwood with Gold
Hardware, Ebony fingerboard, Schaller Keys, and the Super Hot M22 Pickups.

Try us for 10 Days and prove that we’re better or your money back.

Write for our FREE 64 page Technical Catalog, or Call TOLL-FREE 800-854-2235
(Calif. 714-747-1710) Mon. Thru Fri. for more information.
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» As Pictured

@ VT112 TUBE |

® VTX412BI-C
@ ASG600 St% W
@ JBL520 RADIAL ;

@ HORN-LOADED """‘ ';" 30—
@ DC160 Birds-Eye Guitar w G “m“ e—D 0

@ Q1608 Quad Board w Ch Parametric EQ, Jqsuci nmnb, Etc O& DIRECT 32950

[
ca rv l n Dept. IM-26, 1155 Industrial Ave., Escondido, Calif. 92025
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THEY ALL USE SUPERWOUND SIX-O-SIX ROUND-
(3 WOUND GUITAR STRINGS FOR THEIR BIG GUITAR SOUND.
X, THESE STRINGS ARE AVAILABLE WITH FIXED BALLEND TO

~\.SUIT FENDER PRECISION AND JAZZ BASS, RICKENBACKER
< $ 4001, WAL PRO BASS AND THE MUSIC MAN STINGRAY. FOR

N\ _OTHER BASS GUITARS USE OUR PATENTED ADJUSTABLE eShEcs
> &S ‘BALL AND CONE’ FIXING. e

Qe ‘@ﬁ,lmported by: C. MEISEL MUSIC CO. INC. 2332 Marris;Aver Union, New Jers,




designed and built
by people who still
care about quality
and reliability

SC-22 $290

SC-77 $429

SC-70 $249

SC-80 $349

SC-66/A $599

SC-63 $369
SC-50 $299

Dozens of new features and
SC-55 $499 a new look are added to

the operational flexibility,
advanced design, reliability,
rugged construction, and

SC-40 value of the ASHLY

$349 PACKAGE
if these are the things you
look for in signal processing
equipment plan your sound

NEW system around the ASHLY

“stay ahead”” PACKAGE.

Call or write for our new
brochure and the name of
your nearest Ashly dealer.

SC-44 Keyboard
Input Processor
$499

EXCLUSIVE DISTRIBUTION IN CANADA

Geir Eleolio (e S ASHLY AUDIO Inc. 1099 JAY STREET
Toronto, Ontario, Canada M5B 4R9 ROCHESTER, N.Y. 14611 (71 6) 328-9560
#416-868-0528 Circle 766 on Reader Service Card
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custom quality, limited production
+ small, lightweight, tough, reliable
» greatest sustain at any volume
« fattest, baddest, warmest tone
« beautiful cabinets
« and they are loud!

THE ROLLING STONES CARLOS SANTANA
FLEETWOOD MAC LARRY CARLTON
THE WHO STEVE MILLER

THE EAGLES ALAN HOLDSWORTH
BLUE OYSTER CULT MICK RONSON
MEATLOAF BOZ SCAGGS
WISHBONE ASH ROBBEN FORD

More and more you'll find the leaders in
music today have discovered the Boogie Amp.
It gives them the musical tone they want.
They like its versatility & the wider

more open range of sounds —the definition
of what's felt and what’s heard. But

it's noteasy to sound so good. It takes

great playing ability first but it also

takes the finest equipment to make the most
of your playing talent. And proper ampli-
fication with flexible, massive overdrive
capability is essential to today'’s

music —high energy or subtle.
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MESA /Boogie MARKII

The BOOGIE is the strongest and smallest all tube
amp made. its radical combination of size. power
and sensitivity gives it unmatched versatility with

phenomenal sustain at any volume. Each unit is
individually hand made and features patented
relay activated "dual mode'' pre-amp circuitry
This unique arrangement allows any biend of warm
tube clarnty and natural overdrive distortion —
regardiess of playing loudness — and provides
separately adjustable lead and rhythm settings
which are footswitch selectable. Options available
include five-band graphic equalizer with footswitch,
dual power range (60/100 watts), exotic hardwood
cabinets and several speaker configurations.

For the player who wants something special, we
know that factory mass production will never
replace individual master craftsmanship in the
instrument tradition and the roster of great play-
ers using Boogie amplifiers bears this out. As
our emphasis is on quality rather than quantity,
these instruments are available direct only.
Satisfaction guaranteed.

EXPORT MODELS AVAILABLE
We arrange world wide shipping

MESA

ENGINEERING)

BOX 116 LAGUNITAS, CA 94938
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Steve Walsh of Kansas on Crumar’s T-1B Organ

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

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

* 61 note manual with nine volume controlled
drawbars

¢ Synthesizer bass section with a wide spectrum of
bass expressions and subtleties
Nine independent percussion footages with
variable decay and volume controls
Dependable LED switching for quick access to
pre-sets
Pitch bending for added performance dimensions
Tremolo/vibrato for effects
Compact & lightweight—perfect for stacking
Comes complete with stand, volume pedal and
road case

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

MUSIC TECHNOLOGY,

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

Circle 706 on Reader Service Card




You're the driving force your group depends on, and when you're drivirg a set “‘wide- -open”’, no other
drums handle like Pearl. They're geared forperformance responsive, orecise. rugged, and reliable.

That's why many of Rock’s top dr:vers like Peter Criss of Kiss, Butch Trucks of the Allman Brothers
Band, Keith Knudsen with the Doobie Bros., John Hartman, and Dr. Hook's John Wolters perform on
Pearl.

Whether you're ‘““on stage’ or “‘on the
road”, you can depend on Pearl’s perfor-
mance and player-designed features that
make your job easier. Pearl’s Vari-Set™
mounting system allows you to add as
many components as you need fo satisfy
your playing requirements...and once
you've got it set, even the guitar player can
put it together tomorrow night. Vari-Pitch™
enables you to “customize” your sound for
highs and lows, “wet" and *‘dry” sounds,
and everything in between. And Pearl's
800 and 900 Series hardware is still the
standard of the industry. Visit your Pear!
Dealer and test drive a set today...

You’ll see why Pearl is the

the World Class Performer in Rock.
driving force

A Product of Gibson. A Division of Norlin Industres
7373 N Cicero Ave.. Lincolnwood. IL 60646: 51 Nantucket Bivd.. Sicarborough Ontano.Canada a"

AN )M
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SERIES 800
Professional Recording Console

f//{///(//ﬂ /////// /l l , ,:“ s,

4 ,«;q«m« ,'!,,
4 "') ) Jv ‘

The Logical Choice

For Further information Contact
91 Eim Street, Manchester, CT 06040 (203) 646-7806

Circle 826'on-Reader'Séfvice Card



apeakercheck

he Shure SR112 and SR116 are a pair of exceptionally

small, high performance, two-way loudspeakers intend-

ed for sound reinforcement applications in clubs, theaters,
smaller concert halls and for cabaret — in fact, for practically any
application where space restrictions preclude the use of more con-
ventional loudspeaker systems and where exceptionally high
sound pressure levels are not required. Floor mounted, the unit
also makes a superb monitor loudspeaker. The only difference
between the two models is that the SR112 is the basic cabinet in-
tended for permanent installation, while the SR116 is fitted with
steel corner protectors, plastic feet, carrying handle, etc. for use
on the road.

The cabinet is a pretty basic affair, consisting of a shell of
16mm plywood with a detachable back pancl, finished in a tex-
tured black vinyl covering. Apart from the rail to which the back
pancl is screwed, there is no other form of bracing and the back
pancl is particularly flimsy owing to a large cut-out covered only
by a thin aluminium pancl which carries the input connectors
and switched attenuator. The cabinet is lined on its inner surtace
by a 30mm thickness of dense Fiberglass wool. The SR116 1s addi-
tionally fitted with sturdy steel cotner proteciors, plastic feet and
a sensible carrying handle correctly positioned oft-center so that
the weight of the whole unit is balanced about the handle. A
slip-on protective cover is available as an optional extra, as ts a
special swivel bracket to facilitate mounting of the SR112 on to a
wall for permanent installation, and a cradle assembly by which
the unit can be tleed at any required angle for use as a stage
monitor loudspeaker. The SR116 is supplied complete with a
heavy duty 15m rubber clad connecting cable terminated in
heavy duty two-pole jack connectors. It is rare indeed to tind such
a comprchensive range of hardware avatlable to cover almost any
possible application. Even a line transformer accessory is available
to cnable the unit to be connected 0 constant voltage line
distribution systems.

However ordinary the cabinet might be, the baftle assembly is
rather clever. [o is moulded in a tough, shock resistant ther-
moplastic resin in a single picce incorporating the batfle panel for
the two eight-inch drive units, two retlex tubes and the tlare sec-
tion of the high frequency horn. It is braced with reinforcing ribs
and very nicely made. The two cight-inch units and the pressure
unit are screwed directly to the inside face of this molding and
the whole assembly is then screwed 1o the front of the cabinet
shell. This type of assembly is one that can only be viable in mass
production quantitics, but provided that the iniual tooling costs
can be justified, 1c will in the long run considerably reduce pro-
duction costs, without any detrimental cttects on performance.
With this baftle sub-assembly however, T can see no reason why
there is any need to remove the back panel as well, and the
cabinet shell would be structurally far more sound if it was made
as a complete scaled box as a single glued-up assembly.

The two eight-inch loudspeakers are of particular interest and
are built on neac pressed steel chassis and fitted with fairly large
ceramic type magnets. | do not immediately recognize these, but
I suspect that they might be Jensen. The front suspension is par-
ticularly soft and 1s of the PVC “‘roll’” type frequently found on
hi-fi loudspeaker units where long cone travel is necessary to
reproduce the bass notes. It is most unusual to find a suspension
system of this type on a loudspeaker intended for live music or
discotheque applications, and one must assume that the wning
of the two reflex tubes has been very accurately determined. 1If
this were not the case, the loudspeaker cones would be heard
flapping when driven hard and the sound would be noticeably
colored — which it most certainly is not. The pressure unit is a
very basic affair indeed, consisting of a ccramic magnet and
diaphragm assembly, mounted by three screws to the entry tlange
of a horn plate which in turn is molded as an integral part of the

battle panel.

Shure 1s to be parucularly congratulated on the superb data
sheet which accompanies these loudspeakes, as this must be the
most usctul and informative document | have ever seen in rela-
tion to a manufactured loudspeaker system. In it, the product is
fully described, an exceptionally complete technical specification
is furnished (including such matters as distortion figures, direc-
tivity factor, etc.) and full installation and operation instructions,
circuit diagram, replacement parts list — right down to the last
screw and washer — and full servicing information, including
diaphragm replacement instructions, ctc., are all included.

From a performance aspect, it can be seen that the unit con-
firmed the manufacturer’s specifications almost to the letter. It is
not particularly sensitive, but then one would not expect high
sensitivity from a unit of this size. The frequency response can be
seen to be reasonably uniform, and is useful between about 50Hz
and 16kHz, although even with the high-frequency attenuartor
set to the + 2dB position, there is a noticeable roll-off at the top
end. The several traces shown on this curve above SkHz show the
response of the system with the high-frequency attenuator set at
its four positions — working from the lower trace toward the up-
per these are — 4dB, - 2dB, 0dB and + 2dB, respectively. The
polar response is nicely controlled — especially considering the
small size and somewhat utilitarian construction of the horn unit.
Note that the undesirably wide vertical dispersion characteristic
so often found with the smaller type of horn is considerably sup-
pressed in this design, this being probably due to 2 combination
of the choice of a sensible crossover frequency and to the battling
eftects of the cabinet. The asymmetric vertical polar plot is due
simply to the fact that the cight-inch cone drivers and the horn
are not mounted centrally on the baffle panel, but this is not like-
ly to have any profound effect on the overall performance of the
unit. Note that the impedance curve is virtually linear, but in chis
instance, this has probably more to do with the design of the
crossover network rather than to the use of lincar motor units.

The crossover nctwork is  unusually complicated  for a
loudspeaker of this type. The crossover frequency is 2.6kHz and
has a slope rate of 6dB/oct. with respect o the low-frequency
units and 18dB/oct. with respect to the horn. Incorporated in the
crossover is a stepped attenuator, giving adjustment in four steps
of 2dB, opcrated by means of a screwdriver adjustment switch on
the rear panel. The power rating/distortion test was carried out at

£ e ey Shure PA systems

Circie 878

SR112B:
$ 367

SR116B:
$ 415
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78 watts RMS sinc wave, as it is stated in the manufacturer’s data
sheet that this is the maximum rating for constant voliage opera-
tion of the unit. In my view, this is not an unrcasonable restric-
tion on a unit of this type, as music material is not of a con-
tinuous sinusoidal nature. It is good to sce information of this
type included in a manufacturer’s specification as one then knows
exactly what the parameters are. So much better than a cover-up
operation, only to find that the unit has blown through being
overdriven.

From a subjective assessment, the unit gave a good punchy
sound quality from a varicty of recorded material including LP
tracks from Queen, Fleetwood Mac, Richard and Linda Thomp-
son, Steeleye Span and Genesis, and was gencrally liked by my
listening panel. The unit was considerably casier to listen to high
volume levels than were some of the units with which the SR116
was compared and without cxception, my pancl picked out the
Shure as the favorite. Apart from the fact that for me, the unit is
lacking a little at the high-frequency end, I must admic that |
would agree with this finding. Unfortunately, the unit failed my
test using recorded Welsh male voice choirs. Very little, it any ot
the pedal notes of the Royal Albert Hall organ were audible at
all, and virwally all the sibilance normally clearly audible, as the
choirs accurately mouth the consonant sounds, was lost. The low
frequency coloration usually shown up by this type of music was,
however, not present and the low-frequency information that was
reproduced scemed clean and controlled. Remembering that it is

Dimensions:  590mm wide x 400mm high x 385mm deep
Weight: 18kg (approx. 401b).

Finish: Black vinyl covered cabinet with anodised
aluminium trim.

SR112: screw terminals. SR116: two standard
jack sockets.

Units fitted:  Two cight-inch cone drivers, with HF horn.
Crossover

frequency: 2.0kHz.

Performance Specifications and Test Resules on SR116 Ser. No.
7708155UA.

Connectors:

Parameter Manufacturer’s Test Result
Sensitivity Rating
95.5dB at 1W at  96dB at 1 watt at
4ft I meter on axis
averaged between
400H7 and 4kHz
Useful frequency 45Hz-16kHz S0Hz-16kHz at
responde unqualified -20dB
Power Use with amplificr
of Confirmed —
up to 100W rating
o see text.
8 Ohms.
Distortion 2% THD at 1kHz 4% average,
at 106dB at 4ft increasing to 10%
below 300Hz.
Impedance 8 Ohms 6-9.5 Ohms.
System resonance Not stated. 85Hz.

Polar response 120°H implied 1060V x 108°H at

1kHz
102°V x 98°H at
2kHz
68°V x 116°H at
4kHz

52°V x 56°H at
8kHz.

a PA loudspeaker that we are considering, and not a domestic hi-
fi product, the SR116 gave a very good account of itself indecd —
especially considering its small size and low weight factor. From
its overall performance, 1 would expect this to be a particularly
usctul loudspeaker for PA in a smaller venue, such as bars, clubs,
etc. and for use by the not-so-noisy type of band, such as folk
groups, country music bands, cabaret entertainers, ctc. and also
as a discotheque loudspeaker.

However, one must weigh against these attributes the com-
paratively high price, and it must be said that one is paying for
the small size in no uncertain terms. While the performance is
generally good. there is nothing at all about its construction that
can possibly justify this pricc. It is adequate for its purpose, but
certainly not outstanding. Most of the component parts, with the
exception of the crossover network, are pretty basic and apart
from the rather dever baffle moulding, the cabinet quality is
nothing to write home about either.

Altogether, Ilike the overall performance and liked the sound
quality. 1 also appreciate the small size and convenience and at-
tractive finish, For its application, the SR116 is a nice loudspeaker
system, but you are paying a lot of money for what you are get-
ting in terms of hardware and overall quality.

Ken Dibble
Ken Dibble is an ex-musician with a background in engineering
and manufacturing sound equipment. He now works as an
electro-acoustic copsultant.
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San Francisco

With most of the groups and arusts
putting the finishing touches on their
current projects things have slowed down a
bit. Fantasy Records’ studio in Berkeley
has had Sonzy Rollins. David Bromberg.
Bill Summers, Toni Brown and Country
Joe McDonald. all working on  final
mixes. .. The Record Plant has hosted Boz
Scaggs. Pablo Cruise and the Jefferson
Starship... The  Automar’s  David
Rubinson has gone 10 Japan to produce a
seties of live and direct-to-dise recordings
with Chick Corea. Herbie Hancock and
V.S O.P. (featuring Herbte Hancock. Ron
Carter, Wayne Shorter. Tony Williams
and Freddie Hubbard). Also Jim Gainces.,
one of the industry’s top engineers, has
joined the Automatt’s swaff.  Jim’s
previous work include mixing  Sreve
Miller's *Fly Like an Eagle’” and **Book of
Dreams’” ... Wally  Heider’'s  has  had
Berserkely  arusts  Greg  Kihn  and
Earthquake back working on new projects.
Ex-Jefferson Starship percussionist Johniny
Barbata s producing a demo for the
Mendoctno All Stars. New Orleans wizard
Allan Toussaint has also been 1n Heider’s
producing Jorge Santana’s new album for
Apple  Records.  Doobie  Brother
percussionist, Kerth Knudsen has also
been  busy  producing  ex-Clorver
pereussionist Alex Call's solo project. with
a lide help from fellow Doobie Brother
Michael McDonald. And, finally. former
13th Floor Elevator-ite Rocky FErickson,
along with his A/iens. have been busy on
project.... Different Fur has had Doxg
Sahm, Freestone. Stoneground and Crime
in therr studios, as well as gospel star
Walter Hawkins producing his wite's first
solo album.... Bear West Studios s
hosting James Lev: (Hetbie Hancock). sull
at work on his project, as well as Willram
Tualen and the Edge.... Mill Valley’s Tres
Virgos has had ex-Co/d Bluod bassist Ron
Elliot working on a project, as well as
comedians extraordinaire, Duck's Breath
Mystery Threatre... Tewksbury Swdio 1s
hosting the Readymuades. the Psychotic
Pineapples and the Luars.... as well as
Glorta Balsaam and the Charmers.... 1750
Arch Street has had  Kalewdoscope folk
arust  Kate  Wolf tiushing up  her
project.... Mecanwhile, Jobn Altman’s
studios 1n San Francisco has had the

llkie Brooks

Grateful  Dead’s  Lriast's  (Robert
Hunter). back-up band San  Francisco
(tformerly Comfort), as well as Patrice and
Her Nasty Band.

Los Angeles

As usual. the L A, studios continue to
host the limelight of today’s musicrans. At
Sunset Sound Toro, Booker T. Jomes and
Ray Kennedy are in putung down their
latest licks as is Ned Dramond. .. .Over at
the  Capttol  Record  Swudios  Burbra
Strersand s sull working on her newest LP
and Freda Payne. Bob Welch and Sanda
Farina are in along with B Thomuas
who's muaking a comeback eftort....Rod
Stewart 1s at the Record Plant mixing his
TV specal and the dynamic disco duc,
Pink Lady. s readving their cffort for
America. Also at the studio is the Jefferson
Starship. Elkie Brooks. Sheryl Lynn and a
host of uther bands.... At Larabee Sound,
the studios are scooping oft a good many
disco bands with D 'Elegance. James Wells
and the Easthound Expressway. On the
gospel side. the studios are hosting Stan
Lee & the Cavaliers and the Whitney
Family. Shirley Buassey and Ann Margret
round out the talent at Larabee.... Tom
Dowd is putting the fimshing touches ona
Best of Rod Stewart album at Cheroke
Swudios where Pablo Cruise, Ay Holland
and  Metropolis  are  putung  down
wracks. .. Johnny Mathis and the Village
People make up the wlent filling the
A&M Recording  Swudios where  Herb
Albert is producing his newest LP....Over
at Gold Star Recording John Sebastran s
back to produce his own work for CBS and
the Ramones are finally mixing their work
with Phil Spector at the helm. And the
Duwight Twilly Band is also making usc of
the facihitics.

New York

Things are beginning to heat up a bitin
the Big Apple with Aerosmith putting 1t
wogether for Columbia at Mediasound.
Richie Havens, Celi Bee and lLaura Lee
Cliff are also muking use of the studios as
is Jobn Robie and  Night Life
Unlimited... Earl Klugh 1s now working
out at Electric Ladv Studios where john
Ferrara 1s putung together a few disco
tracks. .. At Chelsea Sound, Max Romeo is

OnTheRecord




YOU CANTELL A GREAT CASE
BY THE COMPANY IT KEEPS!

*THE ALLMAN BROTHERS BAND**HERB ALPERT**AMERICAN TEARS**CARMINE APPICE**AVERAGE WHITE
BAND**ROY AYERS**THE BEE GEES**THE B-52'S**BLONDIE**BL0OOD, SWEAT, & TEARS**BLUE OYST-
ER CULT**THE DAVID BCWIE BAND**THE BRECKER BROTHERS BAND**BURNING ROSE**CARILLO**THE

CARS**THE JOHNNY CASE BAND**BILLY COBHAM**NJRMAN CONNORS**CHICK COREA**A CHORUS LINE*
*THE CCMMODORES**CROWN HEIGHTS AFFAIR**THE JOHN DAVIDSON BAND#**DIRTY ANGELS**DOOBIE**
BROTHERS**EARTH, WIND, & FT , B _———‘ RE**EMERSON,LAKE, & PALMER
**FABULCUS POODLES**THE M X ARK FARNER BAND#**FOREIGNER

**GLORIA GAYNOR**DIZZY GI & s LLESPIE**THE :GOOD RATS**
14 g S de Jede o
MOLLY HATCHET**HEART**HER - "'.?‘_
r

: MAN'S HERMITS**HORSELIPS
**THE TAN HUNTER BAND**JEF

EL#*THE DAVID JOHANSEN BAN
THE GANG**LARRY LONDON**JO W 3 : HN McGLAUGHLIN**MEATLOAF*
*GLENN MILLZR ORCHESTRA**N, Y. METROPOLITAN OPERA**NI
GEL OLSSON**TEDDY PENDERGRA SS**0SCAR PETERSON**PINK**

FERSON STARSHIP**BILLY .JO
D**KANSAS**KISS**KOOL AND

FLOYD#**THE POLICE**BEXNARD
*LOU REED**RENNAISSANCE**RE
H**THE RICHIE FAMILY**THE**
**JOHN SZBASTION**BOB SEGER

"PRETTY'" PURDY**LOU RAWLS*
TURN TO FOREVER#**BUDDY RIC
ROLLING STONES#*SAVOY BROWN
AND THE SILVER BULLET BAND*

SHA NA NA**CARLY SIMON**THE 51MMS BROTHERS EAND**LONNY LISTON SMITH**PHEOBE SNOW**THE
ROD STEWART BAND**STEPHEN STILLS**TWISTED SISTER**VILLAGE PEOPLE**THE LENNY WHITE GRO
UP**THE EDGAR WINTER GROUP**JOHNNY WINTER BAND**WISHBONE ASH**AND ALL THE MANY OTHERS

catalog write: CALZONE CASE CO., P.O. Box 862, Norwalk, Conn. 06856 or call 203-853-7907.
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Rock 'nh Roll Your Own

With exotic wood bodies and necks

“ ‘b \'\-
from the company with 3 generations of
woodworking excel'ence behind it.
Today's cymbals must be
heard clearly, through and
around the music. A drummer
shouldn't have to compete
with amplifiers to get the

_ beat acress.

The brightness of Camber
cymbals cuts through.
Sparkles cverthe other
sounds. The right touch —
in sourd and feel.

Camber cymbals. In bronze,
‘crystal’, nickel-silver and
orass. All feature a
consistency rare in the
cymbal world.

Check out their shimmering
presence at your Camber
deaer's

Circle /86 on Reader Servic Card

Dealer Inquiries Invited Please send me the Camber
cclalog along with free booklet

How To Chocse A Cymbal.

Send $ 1. for brochure for new sounds...

Add ona Camber

Dept. M.R Name
P.0. Box 82 CAMBER"| Adaress
W. Hempstead, NUY. ! CYMBAL | citv
11552 107 Horton Ave. | State

(516) 489-2038

Lynbrook. NY 11863 | Zip

Circle 786 on Reader Service Card
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Ray Benson

and

Asleep at the Wheel

play the best...

DAIGN

Guitars.

\3@ Tone.
_ it Clarity.
' Dependability.

Professional musicians such as
Ray Benson of Asleep at the
Wheel don’t buy guitars for
the name alone. The fact is,
you can buy a Daion for alot
less money because you
don’t pay for an expensive
reputation. What you do
pay for is durability, qual-
ity, and a sound that suits
any studio musician.

Daion Guitars...
the beginning of a classic.
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putuing down some of his reggac sound
while Phyllis Heyman, Sylvia Cole and
Duwanne Ponzio are cutung their latest
disc... Sceammn’ Jay Hawkins s over at
Blue Rock Studio where Bram Eno s
producing  his  own album for EG
Management with Duwid Byrne of Talking
Heady on the session. Elizabeth Swads's
"The Runaways™™ 1 also being produced

at the studios by Joesph Papp

Nashville:

The trend on clongated studio com-
miuments continues to grow in Ten-
nesce recording ardes, with producer
Kyle Lehning camping out (not literally)
with England Dan and Jobn Ford Coley
at Dodc’s Place in ncarby Hendersonvitle
with a week blocked out at Sound Stage
on the Row. and producer Phil Benwon
and arust Teddy Baker coming in trom
Atlanta tor a month at Glaser Sound.
Further news — BIG news trom the
Glaser  facility:  Brothers Tompall,
Chuck and Jim, have raped a segment
of the syndicated TV er “"That Nashville
Music"" and they have “'spent some ume
in the studio lately’” recording together.
although no onc will make any promises
or predictions as to release dates or even
it a record will come out. although the
prospects  are  healthy. The  Glaser
Brothers won “‘Country Vocal Group
Ot the Decade’ from RECORD WORLD
a decade ago and have not performed
together since not too long atrer that
secing and Fearing them together again
on new matcrial would be in contention
for ““Joy of the Year™ . . Other acuvity at
Sound Swtage has incuded  Johuny
Russell  sessions  for  Mercury and  a
Dave Boyer album for Word as well as
Elcktra's  Jimmy Bowen booking  the
back room for remixing for some 1wo
months more on than off .. At Jack
Clement Recording Studio Don
Willtams has begun work on the first
album under his renewed contract with
MCA with Churlie Rich and Freddie

Zeller taking studio time around him:
we understand Freddie is into some in-
teresting new  directions and  we know
that Charlic’s OLD directions are suli
quite interesting .. Variety has been the
key at Creative Workshop  during the
dog davs of August: perennially  cool
Dortie West has been working on a
new album  with  co-producers  Brent
Maher and Randy Goodrum. Durn Hild
has been in for a week and would vou
believe a Mike  Douwglas Christmas
album?!
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The Auvtomatt

By SCOTT KUTINA

t scems only right and natural that

sooncr or later computer technology

would enter the ficld of recording
where, since the advent of mult-track
recording consoles, music has become in-
creasingly complex and intricate it
structure and wexture. With the influx of
digital recording and the conunual ad-
vancemnents to consoles. recording studios
have become a wonderlund ot computer
technology, and San Frandsco's Automatt
has been a prime intluence in the naton-
wide move o embrace the technological
wizardry.

Designed,  owned  and  operated by
37-vear-old David Rubinson, one of San
Frandsco’s it mult-gold and plannum
record  producers.  the  studios have
undergone  massive  changes since they
were originally known as Coast Recorders
In the Sixties, they were a haven tor such
bands as Quicksilver Messenger Service,
but in the last part CBS took over the
operation and quickly wurned it into one
of the most advanced recording complexes
in the industry,

In 1976, David ok over studio C
which wasn’t being used by CBS and
along with engineer Fred Catero and
design engineer Michael Larner. began
construction  and — development of  an
automated recording system that resulted
in the fiest such studio,

Studio C began to draw such pop
luminaries as Santana, Herbie Hancock,
Peter Paul & Mary and the Pointer Sisters.
Many came beaause of past experiences
with David and Fred, but some beat a
path to the studio beaause of the -
novative techniques that were developing
there.

CBS dedded a vear and halt later o
leave San Frandsco and sold the studios to
David who in carly 1978 dubbed the
studios the Automatt. David expanded
the remaining tacilivies of the complex
and today has a recording studio that s
known throughout the industry as con-
taining the ultimate in automated recor
ding fadilites.

Studio C is the heart of the Automatt
and with its Harrison 4032 Master Record-
ing Console and Allison Rescarch (second

—

generation) Memory Plus 63k bit automa-
von system, it sets dselt up o pertorm
recording “miracdles” . Couple all of this
with a special computer “chip™” designed
by Michael Larner, known as the Zilog
Z-80  microprocessor  computer  system,
and a visual monitor screen (Autoscreen)
and vou have a tormidable array  of
technology.

A good example of the “miracles”™ the
studio can perform is one of its most re-
cent projects, the produciion work on
Francis  Ford  Coppola’s  Apocalypse
Now. The enure mix consisted of 90
tracks and would have taken about 30
people months to complete the mix pro-
perlv. With  the computerization
available, however, David Rubinson and
his staft were able to complete the pro-
ject in just a few weeks.

The actual funcuon of the intertacing
allows the production team at any time
to recall any mix perfectly. Through use
of the Autoscreen. the mix can be visual-
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ly montored by a bar graph. With this
visual aid. mixes can be compared, mat-
ched and  adjusted  according w0 the
wants and nceds of the producer in
miutes instead of the hours previousty
nceessary. This saves the musicans
tume and preaous money in the studio.

The recall tuncuion allows the  pro-
ducer to free himselt tor the more artistic
end of producing. the actual shading
and texeuring of the sound. He wan. if
he's not feeling too good about things
on a certain day, store the mixes until he
feels ready 1o work them round o his
sense of perfection.

Another advantage of the svstem is
that  Iyries, track  assignments,
musician’s  names  song  udles  and
authors, recording personnel and other

J) ’\l.L\J"
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pertunent data can be stored and then
recalled  for retference on the
Autosereen.

There are certain disadvantages o all
of this automation. of course. but as
David said. “‘this can usually be traced
to human crror.”” He attributed much ot
this (0 an engineer or a producer using
this automanon as a crutch. and not as a
tool.

“The criteria of a piece of  music
should be.”" he conunued. “is 10 a good
song. or is the producer compensating
for a bad song with a good supcersiruc-
turc? A song should be judged by s
substance. or 1ts lack of 1t Too much
polish can ruin 1. and that’s what's
wrong with much of today’s music.”

When Swudio C was tully automated.
and David took over the entire faclinies
it was onlv a matter of tume  before
Studios A and B were too. Now both
have the Allison 65k automation/Zilog
Z-80 interfacing. The major difference
being that Studio B has the Harrison
3624 console, while Studio AL one of the
largest studios on the West Coast at
1500 square teet. has the Tndent TSM
40-34-24 console. The Trdent 1s one of
the latest picces of recording technology
available, with 40 tracks in. 32 monnor-
ing tracks and 24 tracks out

Each studio has 1ts own personality
Sutdio A's size allows for a much more
orchestral sound  which i also adeally
sutted 10 a live’” sound. Studio B s 500
square feet, and its compactness makes
it perfect tor laving down ught. basic
rhvthm tracks.

Studio C 18 perfeat for solving those
technical problems that arise every now
and then. as well as tor overdubbing and
the “swectening”” process. There 1s also
Studio D. but that s a small rchearsal
studio that 1s not open to the industry at
large.

The studio monitoring svstems - all
three studios is fairly standardized. They
are powcered by Macdlntosh 2300 power
ampliticrs. Studios A and B have 813
ume-aligned  main monitor  speakers,
while studio C uses a Big Red svstem, with
Mastering Lab crossovers. All three rooms

have JBL-4311 and Auraone speakers as
well.

Tapce recorders are also standardized
with MC1  24-track  recorders in cach
studio, cach having the capability of an
additional 244 tracks when combined with
anothet MCI 24-track. Each studio has two
remotely controlfed MCI 2-track outboard
recorders  available induding  two
Nakamichi casseztes and an Ampex 440
f-track.

Outboard cquipment for A and B in-
dlude a Pultec Lang Equalizer. Teletromix,
Universal and RCA limicers, and a Lexicon
Digital Reverb unit. Studio C's outboard
gear retlects ns technwal sophistication
with RCA, Urci 1176, LA-24 and LA-3A
limiters, Puliec mid-range and Lang tull
cqualizers. a 40x24 Line return and Phase
Reverse network, as well as a Lexicon
Digital Reverh unie.

A large seleciion of microphones are
available including AKG. Beyer, Electro-
Voitce, Shure, Sonv. Sennheiser,
Neumann, KM88 und Telctunken. A tull
range of instruments and sound moditica-
von cquipment is also on hand. A disc
mastering room is also available for those
who would preter to master on the spot

The Automate is also unique 1 that
Rubinson has a small but exceedingly tine
collection of 10 1o +40-vear-old jukehoxes
on display. Duy id s well known as a col-
lector und juke box afticionado. and the
“boxes” arc all well stocked with rare
78’s from the appropriate cras.

Game rooms. free pinball machines
shooting galicrics. lounges. popeorn, cot
tee, tea and other beverages round our the
services provided. with hourly rates ot
$135 plus an additonal $25 tor automa-
ton purchasing the entre package.

Both David and Michael see the tuture
in pure. digital, sohd state memory cores
with no mote tapes or moving parts. Al
the production work will be done by tvp-
ing or vocal commands directly 1o the
memory core doing away with cutting ana
splicing. And as for the future of the
Automatt. Rubimson waxes most op-
umistically for the studio and continua!’
upgrading of its state-of -the-art electronics
as well as 1ts chosen siee, San Frandisco.

|
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George Martin
Beck,Beatles & America

“anyonc deserves the title “'the fifth

Beatle,”” then surely  that  horor
would go 0 George Martin. As the
producer of all their albums, he con-
tributed more to Beatles’ music than
anyone outside the Fab Four themscelves.
His fame would have been assured if he
had donc nothing ¢lse after accepting
their demo tapes and giving them a record
contract with EMI. But he went on to
achicve legendary status by producing pop
music classics with every Beatle album in-
cluding, of course. the revolutonary
Sergeant Pepper.

It would be easy ro talk about his carcer
just i terms of the Beades, bue that
would exclude much of his excellent waork
with such diverse artists as Jeff Beck, Stan
Getz, John McLaughlin and America. Yet
even now, 10 years after his last album
with them, the Beatles won't leave him
alone, for he has just produced a Beaties
Concerto album featuring pianists Peter
Rostal and Paul Schacfer and the Royal
Liverpool  Philharmonic
England.

Ironically, George started out as a
classical pianist and only took a job at
EMI, “‘as a stop gap on my way to becom-
ing Rachmaninoff the third.”” He began
helping the guy who ran Parlophone
Records and soon became hooked on early
recording  techniques. He  worked  on
records in the carly Fifues, but wouldn't
go as far as to sav he was a producer n

Orchestra of

those days

“Records weren't so much produced
then, the guy was more of an organizer at
the session, in fact, he wasn 't called a pro-
ducer. he was called an Arust Recording
Manager. He used o supervise  the
engineers and be the link man between
the arust. It was a very rudimentary form
of recording, so there wasn’t much vou
could do

“I'd alrcady done a lot of ‘spoken
word" records before the Beatles, 1 had a
corner in the comedy market. [ used 10 do
all the records for Peter Sellers and Spike
Milligan. and the Bebind The Fridge bovs,
Peter Cook and Dudley Moore. That was
the beginning of being a record producer
because you were a kind of drama pro-
ducer as well. Particularly in stereo, vou
were planning a sound picture.”

Toward the end of the Fitties, rock &
roll came along but the groups were main-
ly lead singers with a backing band, like
Chff Richard and the Shadows or Rory
Storme and the Hurricanes. George used
to work witn Jim Dale and also had rhe
Vipets skiffle group, but he was already
looking out for something new. When
Brian Epstein came along with his demo.
he found ir.

“Brian came 1o see me with this demo
and T didn"t know at that ume that he'd
been to everyone ¢lse in town, induding
my own company, and been turned down.
It wasn't very good, but | thought it was

quite an Interesting sound and so 1 said,
‘The best thing you can do is bring the
boys down to London and I'll have a look
at them and give them a recording test.” |
didn’t know they'd already done a recor-
dmg test with Decca.

“'So | spent an afeternoon with them in .

Number Three studio at Abbey Road, got
to know them, liked them and signed
them. It was cntirely on my say so that
they recorded, we had the power of life
and dcath in those days.”’

The rest, as they say, is history with
George working on all the Beatles’
albums. They were, he says, very much a
team cffort and after the inival year of
success the four became more involved in
studio work and were very quick to learn
and latch onto new ideas. The willingness
to experiment led to some memorable
recordings, and George himself developed
studio techniques which were o change
the whole history.

“‘Speeded up tape was my idea and the
reversal of tapes and  playing  things
backwards was another little gimmick 1 in-
troduced them to. It was all those
technical litde things 1'd lcarned over
previous vears by manipulating tapes for
mysclf. Once you know what can be, it
isn’t so much the ceverness of doing it as
choosing the right moment to do it.

“For example, that backward bit was
first used on a Beatles” track called ‘Rain.’
I just happened to find a picce of
backward music of John’s voice that fitted
exactly with the night chordal sequence
and madc a very interesting  pattern.
Those kind of things were done through
experimentation in the studio, and John
and Paul used to leave those kinds of
things to me. That was the kind of thing
they tended o shy away from. They were
what John called ‘production gimmicks. ™"’

George was one of the first people to
use phasing, which came about through
the invention of artifictal double tracking,
(ADT), the product of one of the Abbey
Road backroom boys, Ken Townsend.

'l said to Ken that it was such a chore
to get people to record things twice over,
can’t you just do something with a time-
slip to make it sound like two people? He
went away and thought about it and
devised this tape delay system where he
took an impulsc off the record head. Of|
course, when you mix, you take it off the
replay head which is behind, and by
delaying that was able to bring the second
image very close to the first.

“We found out, by trial and experi-
ment, that around about 30 milliseconds
was the optimum time difference between




the two images 10 get a really good ar-
tificial double tracking sound. More than
that. we found that if vou let it tloat you
had an extra effect, because not only did
vou have a good distance between the two
images which varied. but also the slight
variation in speed in the second :mage
created an undectectable “wow’ which
alteted the harmonics of the voice or in-
strument. So it would not sound like an
exact image, so that enhanced the eftect.”

Thev discovered quite by chance that if
by taking this image close to the original
until it actually became onc, you would
get a phasing ctfect. The Beatles loved the
effect, particulacly John, who according 10
George never liked the sound of his own
voice and constantly asked for it to be
distorted.

George also has afh interesting story
about how the word ‘flanging” came
about. Apparenily, onc day John asked
him to explain how ADT and phasing
was done. *We used to joke about a lot
and T said, "Well iU's reallv a bic too
technical for vou, John, but what you
do is get the double bifocated sploshing
flange and that gocs through the Dop-
pler effect.” Having said that he used to
ask. "Would vou like to do thar tlange
thing on mv voice.” So cvery ume. he
called ADT ‘flanging.’

“Then many vears later T tound out
that the word flanging was being used.
and the derivation of 1t which was given
to me was rather curious. It was that in
the carly dayvs. British engineers started
ADT. and tound they were able o vary
the speed of the sccond image by put-
ting their thumb on the flange of the
plate — hence the word flanging!™
successful, and he particularly remembers
uving for a long time to get a ‘speaking
instrument’ without much success. Of
coursc, we now have the Vocoder which
does just that.

Todav, studio gadgetry and that dread-
fully overworked phrase, *‘state-of-the-art
technology,”” has become big business.
Studios vie for the latest and most
sophisticatcd hardware which 15 tlooding
the market. As a pioncer of so many cf-
fects. how does George Martin rate all
these new innovations?

“I've wried them all out, but they're
fairly fringe kind of things. They make
minimal difference nowadays. [ think 2
good delav system is worthwhile but I've
always been used 1o making my own cf-
fects. 1's quite usetul to use tools if you
can speed up the process, but some of
them take more time to set up than
they're worth. Somcetimes vou get betrer

] ]

results doing 1t the old way, but nt
depends. Harmonizers are very usetul and
obviously vou have to have a lot of out-
board gear in a studio. but I don’t go out
and buy every machine that comes on the
market.”

However. George found that he needed
all his experience and technical know-how
when asked 1o work on his final Beatles
album. The Beatles Live at the Hollywood
Bow/. The project was fraught with pro-
blems and. at the outset, George wasn’t
very cnthusiastic. He was present at the
original concert and remembered that the
sound was awful and the boys hadn't been
singing in tunc. He naturally thought the
tapes, which were recored on three-track
%" Ampex machines, would never see the
light of day.

His first reaction on being asked to
listen to the tapes was, **You're flogging a
dead horse.”” He  knew  the Beatles
wouldn’t approve and hc was against
reviving somcthing sub-standard just to
make money. However, he reluctantly
listened to the tapes — and was pleasantly
surprised.

“I must say that, without working on
them, I was amazed at the excitement
generated on them. The teeling was ob-
viously nostalgic for me, but I did say to
myself, ‘If | could do something with this,
it would be great.” So I said 1'd work on
them, but wouldn’t make any promiscs.

““The tapes werc in a terrible state. they
were about 12 vears old and were all
crinkled at the edges because they'd been
very badly stored. First of all, it was very
difficult to find an Ampex three-track
machine because they don’t make them
any more. Eventually, we did find one, a
vintage machine. and the first job was to
transfer it to 24-track because we couldn’t
keep playing the original tape.

““To begin with, when we played it once
the machine began overheating, so we had
to bring in a vacuum cleaner and blow
cold air on it. Because of the crinkled
edges, we had someonce standing by with a
pad of cotton wool holding the tape while
it was going past the head. Once we got it
into 24-track, it was casicr. Each of the
three tracks | put onto three of the 24 so |
had nine tracks and we then played with
cach track.

“On the original three-track, vou had
voices in the center, bass and drums on
one track and both guitars on the other.
The audience  reaction,  surpnisingly,
wasn't on the vocal mikes but mainly the
instrumental mikes. What I did, for exam-
ple, on the bass and drum track that had
been transtereed to three tracks, on one of

the tracks I would concentrate on the bass
sound. on another 1'd concentrate on the
top e¢nd of the drum and the onc
underneath, mavbe the bass end of the
drum. So we'd actually get three different
sounds out of onc sound and then we'd
place them in a stereo picture so it
gradually cvolved — the copious editing. |
It was a labor of love really, and I think it ‘
worked out alright.”’

scems  that  whenever  anvone
mounts a project involving Beatles’
music, a call to George Martin s re- |
quired. It is not something he encourages
because, as he explained, It was a lovely
period in my life. buc I don't like
digesting it every moment of the day.”” He
admits that the Beatles Concerto album is
the type of thing he usually shvs away
from. Still, he became interested in the
project, reproduced  the  album,  and
thought that it was the best arrangement
of Beatle material in clasical form that
he’d ever heard. ““To me it's the kind of
thing where vou're listening to a picce of
classical music, and vou're pleasantly sur-
priscd to find you know somc of the
tunes.”’

Of all the arusts George has worked
with outside the Beatles, Jeft Beck seems
to be the one which would perhaps raise a
tew cyebrows. The polite.  respecttul
character of George Martin appears to be
at the other end of the spectrum to Beck
the moody guitar hero. Howcever, the
partnership worked extremely well, and
the results, Blow by Blow and Wired, |
brought Beck back into the hmelight. i

“1 had a message trom Jeft's man-
ager,”” said George. “asking it 1'd be in-
terested in working with him. Mavbe the
only strange thing was that Jeft should ,
think of me. but I've alwavs admired him
as a guitarist — | think he's a marvellous
guitar plaver. People advised me against
it, saying, “vou'll burn vour fingers with
Jeft, he's a strange bloke, yvou won't be |
able 1o muke records with him” i

“Well, Blow by Blow was the fist |
onc, and it wasn’t casv, but 1t was very
rewarding. [ thought Jetf was remuark-
ably pliable, and when 1 suggesied put-
ting strings behind him. which was a
pretey dangerous thing o do. he went
along with tt and loved what we did, and
the album went gold.™

America was another band who bene-
fited from she Mariin magic. He teamed
up with them after their chird album had
flopped. and went on to make scven
albums with them, four of which went
gold and onc¢ platinum. In spitc of thiss»
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Have you ever wanted a chance to set up >
a guitar your own way, even before the
factory does? Well, wait no longer. Com-
plete guitar kits are now available from
Mighty Mite. Each kit contains every part
necessary to make a complete custom
guitar, right down to the strings. Thou-
sands of combinations to choose from
and all are equipped with those great
Mighty Mite pickups and hardware. Be
an individual. Build your guitar your own ‘
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long association, there has never been any
hint that he would form a relationship
which would in any way be similar to the
onc he shared with the Beatles, and this
was a very conscious policy on his behalf.

‘“*After the Beatles, 1 didn’cseek to have
any long relationships with anvone. I like
doing indvidiual albums. So | like doing
the odd album with Mahavishnu, then go-
ing on to make an album with John
Williams, that kind of thing The great
thing is that [ can make an album with so-
meonc and not make a commitment to do
another.

*“Idid three albums with Stan Getz, for
example, because 1 liked doing the first
one. I've just done an album with Gary
Brooker. 1 liked it and enjoved working
with him. [ might do another, T might
not, but I don't have to, which s great.™

Nowadavs, George divides his time bet-
ween producing. mainly in America and
running his own studios. He sct up Air
Studios in the Sixties and is currently put-
ting the finishing touches to a new one on
the Caribbean island of Monscrratt. As so-
meonc¢ who has worked in studios all over
the world and also own his own, it scemed
natural to ask George what he thought of
studios today.

“‘Studios are so necar each other these
days. that the things one tends to look tor
are the litde finshing touches. Obviously,
the board has to be a good one. a clean
one, and your monitoring system has got
to be something vou can cope with. We
have all Neves, and the new Neve board in
Monscrratt is the best board ['ve heard in
my lite. In the US. the boards I like are
Trident and APL | have used MCI and
thev're very clean but I don't like the
smaliness of their knobs. | like something
vou can get hold of and know whut vou're
doing.

*“I have recorded in quite a tew Eastlake
type studios, but I'm not crazv about
them. They're comtortable physically. but
not acoustically. | tind the control rooms
rather oppressive and small. But there 1s a
high standard now, so it's the litde extra
touches you look for when booking a
studio. In Los Angcles. I use Cherokee a
lot because the people there are very nice
to work with, and put themselves out for
vou.”’

When asked to name a favorite pro-
ducer, George doesn’t immediately reel
off a siring of names. He mentions Phil
Ramone’s work, and is caretul 10 go for
the “‘legiumate’” producer rather than an
arust who just happens to fancy his hand
at producing.

This lcads onto the question of today’s
produccr now being held in as high
esteem as the arust, something which is a

long wayv from the job he stanted out do-
ing. ‘I regret that, ! think it's wrong. Qb-
viously, it benctits me, and I'm not
unhappy abaut it ¢xcept that, being im-
partial, a praducer is »os as important as
the arust and | think 12 1s wreng to put
him in that position.

‘1 think the untortunate side effect of
that is. because he has pecome as impor-

tant, the arusts regard the production
credit as a vital one and always want 1o do
it themselves. 1 don’t think they do as
good a job, [ think cvervone needs the im-
partialitv of a producet, it he’s a good pro-
ducer. 1 regret this swing in emphasts
althaugh, I must confess, it hasn’t donc
me any harm!”’

David Lawrenson

Don’t ruina great

relationship

You've been in love with
the sound of vour amp for a
long time. Long enough to
know that it's a sound you
couldn’t easily replace or
recreate. The problem is in
small clubs and during prac-
tice sessions the full power
loudness that comes with
full power distortion and
sustain is simply too loud.

Now there's the Altair PW-5
Power Attenuator. Connected
betweenyourampandspeak-
ers, the PW-5 lets you control
the loudness that has always
stood between you and your
amp’'snaturalsound. Youcan
play at full power atany loud-
ness.

And with that added ver-
satility. you might just fall in
love with your amp all over
again.
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Saline, Michigan 48176
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STAND
MONITOR

GILCO Electronics, Inc.
Dept. IM79, 6310 Marlboro Pike
District Heights, Maryland 20028.

Name

strain
Monitors are more effective off the floor and closer |
to your car. Hear the Real You! Clear, Clean,
Undistorted! Monitor firs on standard mike stand
and aims up a: your ear. Adjustable volume control.
2 full-range speakers. 35-15,000 Hz. Double jacks to
string several together for every member of the
group. Durable tolexed cabinet is compact and
portable. Inconspicuous on stage — only 63/4°" high.

Eveyone who has trouble hearing themselves
MUST have a Dove. Pick one up at your favorite
music store before your next performance. Sugg. list
price — $119.00

Send me FREE information only.
Send me book *‘How to make $3,000 more this

year

Here is my check, money order for $3.00.

to hear yourself any longer.

playing music, plus FREE information

Street

GILGO




on’t take one look and think 10
A“en & Heoth D voutself. 1 can't aftord a mixer

SR20 mixer

$6400

like that. and wurn over the page.
At least see what 1 have said about the
SR20 and then think about it. The SR20 1s
as 1t’s utle implies, a 20 channel mixer,
but a glance will show it has a lot more 10
offer than a basic 20 channel desk. Before
I get into testing the SR20. a brief history
tis 1n order. Allen and Heath has
been making studio mixing desks for a
great number of years. The SR20 came
about simply out of demand. A number
of famous bands who have used Allen and
Heath desks in studios wanted something
superior and more versatile for use on the
road. With this in mind Allen and Heath
built various custom desks to order. not
only for bands. but also for use in
theaters. As a result, the SR20 came into
being.

Description

Descriptions can be long and tedious,
but I'll do my best 10 keep 1t brief and
explain various functions as | progress,
before describing cach section. The SR20
is fully modular which means that any

channel or output section may simply be
unplugged and replaced with another.
This means that should a failure occur out
on the road somewhere, it does not
necessitate the whole desk going away for
repair, mercly the section which is faulty

- another one can simply be inserted in
it's place.

Starting with each channel section, at
the top, there are three sockets, two jacks
and on¢ XLR. This is a balanced
microphone input, which by a simple
connection under the panel may be
phantom powered for condensor micro-
phones. Next to this there is a three-way
jack insertion point which allows the
signal path to be broken at line level for
the insertion of graphics, compressors of
whatever other device you wish to use.
The final jack socket 1s for line level and 1s
unbalanced.

Moving down we have the microphone
gain control which s followed by three
push button switches. These are a 20dB
pad for reducing microphone gain, a high
pass filter which rolls bass off below 100Hz
and a switch to sclect between microphone
or hine inputs. There then follows four
tone controls one for treble, two mid band
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controls  which  form parametric
cqualizer. the trequency ot which s
variable between 1.8 and 7.5kH 7. The it
and cut avatlable in the mi¢ band 18
+18dB. Finallv, there is a bass control
Beneath these four controls s an EQ cut
switch which allows the tone control

section to be by-passed, a quick reference
between cqualized and uncquahized s

then readily avatlable. Nexo there is
group ot three auxithary send controls
By changing a link under the con

trol pancel 1t s possible to have thes
wixilliary sends pre-tade or pose-fade. A
supplied. one and two are pre-fade anc
three v post-tade. In normal road usc
auxilhary one would be used for foldback
Two and three mav be used as sends for
cttects of various kinds, With some ctfecis
it 1s well worthwhile having them vary
with fader level. this being simple with
post-tade send.

Next in lme s a group of tive pust
buttons. The tiest tour are tor routing o
sub groups. The tinal button s marked
solo and 1 tor monitoring. allowing the
channel sclected to be routed to the
monitoring  system pre-fade. The  last
rotary control above the fader 1s a conven
tonal pan pot. Fmallv. we have the
channel fader

Control Module

The next section of the desk 1s where
things start to get apparently complex. but
in actual fact this is where the flexibiliy of
the desk really comes o at's own,
making life very much simpler and more
versatile. At the top of this section there
are cight mono jack sockets and a five-pin
XLR connector, this being used tor the
remote power supply. The advantage of
having a remote power supply s that there
is no powerline connected direatly to the
desk.  this helps o minimize  hum
problems and powerline transients which
can play havoc, Three of the jack sockets
are the respective auxilliary outputs. There

is a talk back o stage outlet, an ccho
return. w4 monitor output, return trom
stage input and  tinalh anosallacor
output

Moving down to the controls of the
section first come to the osallator
controls. There is an output level control
combined on-off switch and 2
frequency control. The frequenay control

W

with

18 not calibrated in terms of frequency but

is merely vanable. marked high at one
extreme and low at the other. This enables
the oscillator section 1o be used tor serting

levels 1if vou channcls, or

WIS Lo mateh
alibrating tape recorders merely as a
signal for checking dhings out Thas

scillator may seem something of a luxury
but Ican assure anvone, that when needed
\
| Ol L

I'he next
controls

balance various things with casc
section  comprises  three  level
which tix the outputs of auxitharies one
two and three. Alongside these controls
are a sct of buttons tor the monitoring

swstem  which 1T will discuss  tully i
conjunction with the output modules
which I will come 1o 11 2 moment

Ihere then tollows  a headphone
monitonng  socket.  To  the  left «
the  ccho return department
Above the echo return level are five
buttons  labelled for the varous
groups plus a solo button of the same

this s
Hush
i

sub

rmat  as  the single  channels.  Also
Benearhe this section s the wlk back

tactlicies. Three push buttons allow you 1o
talk o auxithary one which
normall. be used  tor foldback
chrough the main PA and tinally «
the separate desk to stage line

would
talk
talk 1«

b

i
S

a2l x
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included i this secton is a separate
control for routing ccho to auxilliary one.
This allows foldback to be mixed with
ccho separately so that musicians on stage
can hear the echo cetfects being used.
Output Modules

The final two secuons of the desk are
the output modules. A standard XLR s
provided tor output the remainder of the
connections being jack. There are four
echo returns for the varying sub-groups
allowing sterco echo or any otaher ettect
you wish. Added 0 this are inseruon
points for cach sub-group and the main
outputs allowing limiters. compressors,
graphics or whatever other effects you may
wish to usc.

The first controls you come to are
auxilliaries seven and eight. These are
output controls so that anything routed 10
sub-groups seven and eight appear a
these controls and may be used for a
mulutude of things including echo send
or tape output if you wish to record what's
happening, or possibly as rear channel
speakers. Both are equipped with pre-tade
listen buttons. Bencath these are the main
meters which T will discuss in a moment.
Moving down we have master output
faders These are labelled five and six and
correspond to sub group five and six,
therefore, anything routed to five and six
will go direct to the output faders. Both
have pre-fade listen buttons Each sub-
group has two echo returns allowing quite
complex ccho or eftects facilivies to be
added at the sub-group stage. Bencath
these are solo buttons for cach sub-group.
The final rotary controls for all four sub-
groups are pan pots atlowing sub-groups
to be panned. Finally, then, we have the
four faders tor sub-groups onc to four.

The sub-group systems may sound
somewhat complicated but far from i, it
makes life very casy; if vou route. for
example, cight microphones on a drum kit
to sub-groups onc and two, this allows the
overall level of the drums to be raised or
lowered — a far simpler task than having
to adjust eight individual faders. By the
same token if you have a number of
vocalists all with their respective levels set,
you can then route these to a sub-group
which allows vocal levels to be shifted up
and down with ease. [n a situation where a
band s domg instrumental numbers and
vocals, 1if al the vocals are routed to a sub-
group 1t is a simple matter to knock out
the vocal channels when not in use.

Monitoring

The last section ot the desk s the
comprehensive monitoring and metering
functions. The meters used are not normal
balistic tvpes, but are LED displays going
from -20 to + 6dB. From 0 to -0 the LEDs
are green while above 0dB they are red.
The meter characteristic is peak reading
allowing the kind of peaks one gets from
live music to be casily viewed, peaks which
would escape a VU meter and  allow
transient overload condivons. There are
four of these meters two on cach output
module. On the control module is a row of
cight push buttions which select the meter
functions. Along with these 1s a control for
monitor level and an echo return which
allows ccho to be routed to the monitoring
system and hence allows ccho for cucing
purposcs.

The first button at the top, titled
meter. selects whether the meters will
read the four sub-groups which they
are  above  (post-tace),  or  whether
the  remaining  buttons  will  select
the meter funcdons. With the meter
button depressed the righe hand pair of
meters will always read main output (post-
tade), while the lett hand pair will then
read whichever tuncuon s selected by the
remaining  buttons.  The next button
labelled return s for monitoring return
from tape or any other external source that
vou wish to monitor. There then follows a
main output which, while being the
duplication of the right hand metering,
routes  the main output  to  head-
phone  monitoring and the  monitor
outlet. The tollowing two buttons monitor
auxilliaries one and two. Next a biack
monitor auxiliarics one and two. Next a
black button labelled solo selects pre-fade
listen monitoring. This in conjunction
with all the other pre-tade buttons on the
desk allows access to any part of the
system,  atlowing  the  signal w0 be
monitored at any stage. [t is very casy o
have the input levels correct and  the
output levels correct, with all kinds of
horrendous situations occuring within the
desk. With the comprehensive solo system
such problems are towlly eliminated. The
next button is marked mono. This allows
signals to be monitored and is of great use
when checking microphone  phase and
placement. The final button is marked
dim and merely reduced monitor signal
level by 20dB, again a luxury but a useful
facility.

Complicated?

What 1 have described may sound
complicated but | can assure you it is not.
To somcone who has never used a desk
such as this, it appears complex to begin
with but having gained some working
experience with 1t, it is surprising how casy
the task becomes — far simpler than
operating a desk with lesser funcuons.

Laboratory Tests

The test results shown are. 1 believe,
more in keeping with what you'd expect
to find on a studio desk rather than some
of the desks sold for gigging work.
Certainly. the results are all of a very high
standard and leave virtually nothing 10 be
desired. The excellent noise figures are
obtained  with  transtormer  balanced
mnputs and noise figures like this are what |
would like to see on far more of the desks
which are sold; unfortunatcly, wo few
achieve this high standard.

Conclusion

Think tor a moment how much a band
spends on instruments and stage cquip-
ment? Certainly it will be quite an
amount! Then think how musicians are
about their sound.

What has this 10 do with mixing
desks? Quite simply, a low cost desk is
never going to be the absolute tops in
sound. the subtleties and expressions of
instruments or vocahsts will probably get
lost. If you intend to be in the business for
more than five minutes, you want your
audiences to hear what vou're doing on
stage, and you want your sound engineer
to be able to mix it that way. It is
senseless to pay attention to the last detatl
in vour instrument. if vou are only going
to have the sound messed up before the
audience hears it If you consider all these
points, the cost of this desk is not particu-
latly high. The standard of reproduction
which it 1s capable of is certainly very high.
I would hke to see far more people
using sensible equipment such as this. |
am certaim the standard of reproduction
which we get at gigs would be far higher if
more  bands  were 10 consider  what
happens o the sound after they have
carefully and lovingly produced it on
stage. | believe that the SR20 sets
a high standard in mixing desks for use on
the toad and semi-permancent situations.

Chris Rogers




Audio Processor by GLI

GLI  Integrated Sound  Systems
recently introduced their 1010 Audio
Processor. The 1010 features com-
plete tape fucilities, including two sets
of tupe monitors with dubbing. A low-
noise. three-band active equalizer is
provided. switchable into line or tape
| paths, and the unit possesses electronic
logic patching for stereo reverse, mono
and other combinations. The unit
features a signal/noise ratio of 90dB
and frequency response of 20-20 KHz
+0.25 dB.  Intermodulation and
harmonic distortion are less than 0.01
percent, and slew rate is 9V us. The
unit’s bass frequency control is +12 dB
| at 100 Hz., with midrange control of
l +6 dB at 1.2 KHz high frequency
control is+12 dB at 10 KHz.
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AKG’s Portable Reverberation
AKG Accustic has introduced their
new “E27 version of the BX-10,
which thev claim has been “signifi-
cantly improved over the original
BX-10E. The improvement, which is
suid to be due to a re-design of the
Torsiona! Transmission Line system
plus addition of equalization to the
TTL system electronics, reportedly
results in zudibly smoother and cleaner
sound. The BX-10 has found applica-
tions in recording studios, road sound
reinforcement and film production
facilities. ard for speech applications
(AM and FM radio) there is a special
short-decay time version available:
the BX-10E2-Short available by
special order only.

Circle 882 cn Reader Service Card

TDK Demagnetizes

TDK has redesigned their HD-01
Head Demagnetizer and housed its elec-
tronic circuitry in a transparent cassette
shell. With its self-powering, self-
contained battery, the HD-01 is simply
inserted into any cassette deck. With
the deck switched to the “play” mode,
any residual magnetization of tape

heads is neutralized in about one

=

second. A burst of alternating magnetic
encrgy, at a frequency of 630 Hz and
with a maximum tlux density of 200
gauss quickly demagnetizes the tape
head without any possibility of head
surface damage or accidental tape
erasure. The process is completely
automatic.

Circle 881 on Reader Service Card

The Power of Yamaha

Designed for the professional market,
Yamaha's new P-2050 power amplifier
is rated at 45 watts per channel into
8-ohms. A stereo power amp, the
P-2050 has dB calibrated, stepped in-
put attenuators for repeatable input
level settings. Each channel has an un-
balanced tfemale XLR and two standard
phone jacks, eliminating the need for
cable adapters and simplyfing the job
of driving multiple inputs from a single
source. The two outputs are standard
five-way oinding posts that accommo-
date direct connections or banana
plugs. Overload protection circuitry
reduces power when the load is less
than 2.5 ohms. The unit can be
mounted in a standard 19 inch rack.
Circle 883 on Reader Service Card
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On Sax and Flute

Continued from page 15

arc usually started by the very same people who couldn't make it
there, people who you'll probably never hear on record or see
live. Which is a shame. because a lot of these folks are very
talented.

In conclusion, vou'll note that 1 haven’t mentioned a2 word
about how to get into session work. Nor did T suggest how and
when to play with reputable plavers or how to start your own
band. That will come later. Right now, I want to tell you
somcthing that the greatest musicians in the world already know
about themselves. That they don’t know ANYTHING. And they
mcan it! And it's frue. Because, if you weigh the total amount of
musical knowledge of everybody on carth and then try 1o imagine
what could really be accomplished in music if we all kept right on
growing, you'd get the point of what I mean.

I 'am not ignoring the monsters of music who've astonished
audicnces around the world — from Purcell o Bach through
today’s leading players and composers. Comparing one musician
with another, you'd see that some bass plavers are obviously
better than others. But if you looked introspectively, vou'd see
that you haven’t even begun to play the bass guitar. Neither have
1. But that's the fun: I am guaranteed wo be busy all my life with
my bass. When a musician or a teacher makes musical suggestions
to me, I can’t wait to check them out because that littde exercise
will bring me to another point-of-view on the bass that I may not
have thought of before. The challenge and the fun of it is to play
a line or a new tune that | haven't done before. Because, before |
go into the studio with Bill Brutord, or into the studio to “'sell™”
dog tood, or before | sit in with Bill Evans, Chick Corca or Gary
Burton, or before I get a paycheck for that jingle 1 did, T am a bass
player who will hopcefully be better next week than T am today.
That’s the responsibility.

barhnl

PICKUPS

L]

BARTOLINI GUITARS
BOX 934 LIVERMORE, CALIF. 94550

(415) 443-1037

Exact Replacement Pickups For Most Electric Guitars And Basses.
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Continued from page 17

In all wning and pitching practice you must always blow
first then compare the standard pitch. All wo often one sees
players trying to tune a sax with their hand around the mouth-
picce, blowing in a very different way to lip the note in and
then going on to play dreadfully out of tune because they were
not tuning up by blowing in their usual way. It is almost im-
possible to tune a sax to just one note. To average out the
pitch between the top and the bottom, high E should be tried
then the A or B below that, middle D lower octave A or B and
lower E or F sharp. It is a very useful and cducational excercise
to try plaving against a wning meter, where a needle will
register sharp or flat. When you have found the correct
average tuning then vou can put a mark on the crook cork with
which to start on vour studies of tning. You can usually do
this at your local music store, but if vou can afford 1t you will
find a Korg or Pearl tuning meter very useful to develop good
intonation.

Without a tuning mecter vou will need someone to play a
properly tuned piano, they are seldom right unless they have
been very recently tuned, or an organ which has its pitch con-
trol set correctly, to compare your note Zfter you play. 1f vou
hear the note first and then play, it is very much casier to pitch
and ultimately you will have to hear the note before vou play
accurately in vour head. Music only cxists between a certain
amount of pitching error and although nothing is ever perfect-
ly in wune all the time, you must keep within those limits if you
are to avoid a cacophony.

Clamtcal gudan Mrnga
ACOUSTIC & ELECTRIC

14 WEST 71ST STREET, NEW YORK, ZIP CODE 10023.
212-799-6781/212-932-4464.
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invone Can Play Wath
¢ hree Sueet Plavers Sharing Their Experience
in Concerts & Night Clubs
|M & R\/\/ HAS *Sceven Different Chord Charts Provided Fon
You to Improvise Arvound
olrom Rock & Roll to Disco
YOUR NUMBER el rom Southern Rock to Funk
*\ Varietv of Tunes to Increase Your Sell
) Confidence When Plaving With Other Musi
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eRehearse When & Wherever You Destie
= S A~~~
Priced at Only S12.95 per Cassette (
Please Send Check or Money Order to
Mispilhon Recording Company
18 Dot Street. Milford, Delaware 19963
Yes, 1 owant to rehearse with Sundae Sessions,
‘ Please send me copies of Sundac
Sessions, The Rhythi Section AAnyone Can Play
With. Please find enclosed S12.95 and S1.25 to
| postage and handhng (ST4.200 tor cach copy ol
the tape }
\ e ‘
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s« Theres only one~i

‘Pedal Steel GUT

that comes close to the new.

N

AR

<= &Cmmonz O’/ -

LeGRANDE EUSTOM

*“The Emmons Original has been
the leader in pedal steel guitars
for 15 years and is being used

by more professionals
than any other model.""

Ron Lashley, President
EMMONS GUITAR
COMPANY, INC.

*“The new Emmons LeGrande

has made it possible for me to
double my pedal combinations

and chord vocabulary. It’s a very

significant step toward achieving

the ultimate pedal system.”’

Buddy Emmons

Steel Guitarist of the Year (1978)

by GUITAR PLAYER Magazine

EMMONS ORIGINAL

EMMONS LeGRANDE CUSTOM

...andwere still making it!

Both models have been designed by Ron Lashley, ‘‘the
biggest in the pedal steel guitar business,’” with the
personal assistance of Buddy Emmons.

Introducing Emmons®
NEW EXTRA LIVELY pedal Steel Guitar
Strings. Designed to put life into your pickin’

For more information see your local Emmons Dealer
or call or write us.

146

These guitars are similar in appearance and outstanding
tonal quality. But there is this difference. The LeGrande
is equipped with the new *‘split-tuning*, all-pull
system*’’, the first significant advance in steel guitar
design in fifteen years.

Whether you’re looking for the ultimate or just the plain
best, check out an Emmons.

®

Emmons Guitar Company, Inc.

A

*patent pending
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ANOTHER

IDEA.THENEWCRATEIISERIES AMPS.

This new generation of
Crate amps pack 60 watts
RMS into solid
Ponderosa Pine or
Elmwood cabinets.
Dramatic tone shaping is
accomplished with a mid
range analyzer which is
like a Mid Range
Parametric Equalizer.
Special Bi-Fet integrated
circuitchips give you that
fat, rich, driving sound of
a tube amp. Other
features like an
incredible high frequency
bright switch (+20 DB
boost), a massive
external power amp heat
sink, and active bass and
treble controls make this
new Crate Il the most
versatile and
dependable amp in its
class.

“Massive external heat

Active mid-range analyzer
sink for long transistor lite. shapi

fordr tic tone

Highfrequency bright

Bi-fet integrated circuits
switch for razor sharp leads.

or fat tube type distortion.




Why are you
fretting?

S.D. Curlee U.S.A. has
a fretless model just right
for you. \(.
With Dimarzio P-bass
. — dJ-bass pickups, har-
monically arranged with
S.D. Curlee’s own exclu-
sive pickup mounting.
All our models come with
Grovers, brass hardware
and optional active elec-
tronics.
~ Stop fretting - choose
from a wide selection of

US.A.

21750 Main Street
Matteson, Illinois 60443

Telephone: (312) 481-6940

Pro-Bass

Butcher
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