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you don't have to talk about it so much.
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- We Don't L.eave You Hanging

Before Studiomaster came along, you may have thought that the possibility of outgrowing a 12 or 16 channel mixer was a great ex-
i andable, almost ad infinitum. Through use
tommorow, at a surprisingly low cost, too.
And easy to handle . . . no cables or dangling expanders. Just a smooth desk top for ease of operation from channel one on out.

cuse to not buy

Now that our new 16X8 mixer and 800C stereo power amplifier have joined our

it. Maybe so, but not now.

l " As you can see, our Studiomaster mixers are ex
| of ingenious 4-channcl-at-a-time bolt-on ¢xpander modules. your 16X4 today can be a 24X

g

alrcady supcerior 12X2B and 16X4 studio quality

boards, there is really no excuse to for not visiting your closest Studiomaster dealer today to check this all out. He won’t leave you
i hanging, cither!

Fry's Music enter
2 N. 76h Street
nix 5820
997-6253

Music Stand

9 Country Club
on 85716
327-6375

RANS AR

m and Hum

5 Geyer Spriags
e Rock 72209
I{!’Gz-—flhl

LIFORNIA

formia Musical fmstrument
9 E. Vermaont
heim 92805
533.8610

ible Sound Systems
8 Midficld Ave.
Angeles 90045
-670-1719

ich Music
N. Azusa

t Covina 91791
-966- 1781
1 Center

(. Street
Drege 92101
234-8731

i'
r
l

H.aldornia)

Guitar Center
102 Sunset Blvd.
“nllywood 40046
213 K74-1060

Guitar Centar

328 Van Ness Ave,
San I'ranciscn 94009
415 141-4020

Guitar Center
95 N. 2nd Street
Sun Josc 95115
S08-298-6336

Rk Music

B304 W, San Carlos &t
S jose 95128
408-249-57060

WAH Sound

1115 R Strert
Sacramnento 95814
Blb-443-54491

Skip's Music

2324 tiorin Rd.
Sacramento 95822
916-392-1717

Fascy Music

“44 State Su,

Santa Barbara 93101
105 963-3505

Guitar Showcase
30%) S, Bastom Ave.
San Jose 93124
1087377-5854

COLORADO

Solid Saund
16:38 Pearl S1.
Youlder 80302
$0.5-444-1734

24132 8. Coleradu Bivd,
Denver 80222
303-7549-4455

CONNLCTICU )
Last Coast Sound
44D Candlew:
New Milford 00776
213-354.

BOD-245-1054
FLORIDA

Masic City

3L1 W Robinson
Otlando 32801
305-421-4204

Music iy

1713 5. Lois Ave
Lamps 33609
#13-8.9-8327

Music City
2580 Adlantic Bivd.
Jacksonville 30207
14-399.5719

Ace Music

14630 W. Dixic lighway
N Miumi 33161
305-891-6201

1LLINOIS

AAA Swing City Music
1312 Vandalia
Collinsville 62234
648-345-6700
394-421-9858

(ILLINOIS)

D.J.'s Music
5055 W, 31st. St.
Cicero 60650
312-863-7400

INDIANA
LR.C. Music Stores
5911 East 82nd St.

Indianapolis 46218
317-849-7905

J-B.O. Productions
1701 N, Harrison St
Fort Wayne 46808
219-422-1976

10WA

Advanced Audio
202 Douglas St.
lowa City £2240
(319) 354.3104

RANSAS

k.M. Shorts Guitars
2525 L. Douglas
Wichita 67211
316-684-6752

LOUISIANA

Sound City

306 N. Carrollton Ave.
New Orleans 70419
504-482-7894

MASSACHUSETTS

K&L Pro Audio
28 Acton St
Watcrtown 02172
617-926-6100

MICHIGAN

Hy Janx. Enterprises
716 Catherine Ave.
Ann Arhor 48104
313.9940934

MINNESOTA

Marguerite's Music
24049 19th Street
Moorhead 56560
218-233-7546

AVE Statems

1517 £ vake St

Minneapolis 55407
T X

MISSISSIPPL

GMS Music

Couk Center, Lerry R,
Jackson 49212
BO1-373 1604

GMS Nusic

N. Bayou R
Cleveland 38712
601-836-7216

GMS Music

1803 Denny Ave,
Pascagoula 39567
601-769-2638

MISSOERI

Big Drde’s M
3817 Aroadway
Kansas i 611
816-941-4638

NEVADA

Pro Dium Shop
608 Ma. yland Pkws
Las Vogas 89101
702-382.9147

For descriptive literature on any Studiomaster products, please write to
Box 55, Atwood, California, 92601.

NEW JERSEY

Rondo Music

Hwy. 22 at Vauxhall R
Union 07083
201-687-2250

MEM Music
2006 Delsea Dr.
Vineland 08360
609-691.9568

NEW YORK

Whirkwind Music
100 Boxart S1,
Rochester 14612
716-663-8820

Audio by Zimet
1038 Northern Rivd.
Raslyn 11576
516-621-0138

Rubera Music
910 Fillmore
Bulfalo 14211
716-894-5190

Specialized Audio

Rdl. 5, Ric. 50 & Tntchine Rd
Saratoga 12866
518-885-R966

Ol

Cayle Music
2864 N. High St.
Columbus 43202
614-263-189)

T'he Music Connection
14312 Pearl
Strongsville 44136
216-238-6966

Howard Larly Music Cenrer
71 Glendale-Miliford Rd.
Cincinnati 45241
513-563.9300

OKLABOMA

Driver Music

6600 N.W. 39th Exprswy
Bethany 73008
405.789-4711

ORLGON

Partlamal Music
520 $W Ird
Portland 97204
503-220-4719

PLNNSYL

"ANIA

Cintiol: Music Center
5359 Oxford Ave,
Philadelphia 19124
215- 7424115

D.C. Short Sound Systems
239 Center Ave.

Elsworth (Pittsburg) 15202
412-761-2724

Markhsm Music
1651 W. 26th 51
508

Lrie 16

Swissvale Music
2035 Nable
Pittsburgh 15218
412-351.5882

SOUTH CAROLINA

Smith Music House
120 Magnolia $1.

Spartanburg 2
R03-532-4118

TENNESSFEE

Strings & Thinys i+ Memphis
1492 Union

Memphis 38104
901-278-0500

TEXAS

Danny's Band Bo-
4303 Montana
Kl Paso 79903
915-566-8675

River City Musie
6718 San Pedro
San Antonio 8216
512-826-4101

Parker Music Co.
5005 Gulf Frarway
Houston 770723
713-923.9026

Billy's Band Aid
150 Hamlet Shopping Center
Amarillo 79197
806-383-3232

vian

Guitar City Studios
470 LTO0 W,
Centerville 81044
801.292-8461

VERMONT

SDI Audio

109 B Bank St.
Burlington 054€1
802-862-1905

VIRGINIA

Ambassador Mu-ic
7461 lidewater Dsive
Norfolk 23505
804-583-189%

{VIRGINIA)

Rolls Music
1065 W. Broad St.
04

kalls Church 221
703-533-9500

American Music Retailers
4150 Fremont No.
Secattle 48103

3-1774

WASHINGTON L.C.

Washington Music Center
L1151 Viers Mill Rd.
Wheaton 20902
301-946-8808

WEST VIRGINIA

The Pieil Pipes
1200 3rd. Ave.
Huntington 25701
B00-642-3-446
R00-624-3498

WISCONSIN

Regenberg Music
6615 Univensity Ave
Middlcton 53562
608-836-1501

Uncle Rob's Music
6635 W, Capitol
Milwaukee 53216
41-1-462-2700

Music Tree Lid.
219 Jelferson St
Wausau 54401
715-845.5950

Craig Bullington, National Sales Manager, Studiomaster, P.0.3



More for your “Les”

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

The sound of Z PLUS is its
own. A smooth, rich, warm voice
that speaks clearly and distinctly
with great strength. It can shout
the heaviest chords, or whisper
the most delicate phrases. Z PLUS
responds to your pick and your
mind in a most satisfying way

Our words cannol truly tell you
aboul the sound of the Z PLUS
s0 we urge you to hear it for
yourself.

Anyone familiar with a
screwdriver and a soldering
iron can install a pair of

Z PLUS pickups in his Les Paul.
The instructions are simple and
complete, including directions
for "coil splitting’ using only the
tone contrais already in your
guitar.

AUSTRALIA

Z PLUS is now available in
three styies:

Z PLUS STANDARD—
to replace standard size
humbuckers

Z PLUS DELUXE—

to replace small humbuckers.
Z PLUS SUPEROCK—

for all-out, very high output.
The already famous Z PLUS
Assembly offers guitarists 21

complete switched combinations.

This is the sensible way to get all
the sounds with push-pull
convenience. The Z PLUS
Assembly features any two

Z PLUS pickups and four Allen
Bradley Omni switch pots. The
Z PLUS Assembly comes fully
wired and mounted on a brass
grounding plate. Color coded
wiring harness allows easy,
convenient connections and
installs directly into ycur Les
Paul—replacing your old
controls and pickups without the
problems of drilling holes. mini
toggle switches, or batteries.

TR RN M.
SUPEROCK

STANDARD
DELUXE

(3

Z PLUS
ASSEMBLY COMBINATIONS:
When all four omni pots are
pushed in your Les Paul will
function exactly as it did before
installation of the Z PLUS
Assembly.

Puiling out the following pots
will perform these functions:
RHYTHM TONE CONTROL—
When this pot is pulled out the
rhythm pickup is in single ccil
mode.

LEAD TONE CONTROL—

Pull this pot out and the lead
pickup is in single coil mode
RHYTHM VOLUME CONTROL-—
Pulling this pot out does three

things. First, the two humbucking

pickups are connected in
series (they are parallel
when the pot is

the selector switch
is'bypassed
(regardless of how

INTERNATIONAL DISTRIBUTORS

Cirele 740 on Reader Service Card

pushed in). Second,

the switch is set. both

pickups will be on in series).
Third, the rhythm pickup volume
becomes a master volume contro’
for both pickups.

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

pickup out of phase in
relationship to the front
pickup. Second. it will

select which coil is

active in the single

coil mode.

Sound incredible? It IS,
but hearing is believing!

SCHECTER'S NEW "KROS-LOK"T™

BRASS TUNAMATIC:

The bridge we have all been

waiting for is finally here.
Designed with smooth,

rounded contours for comfort

and good looks, Schecter’s

unique "KROS-LOK" design

features individual adjustment

and locking screws for each

saddle. Precision fit with solid

brass sustain make "KROS-LOK’

a noticeable L~

improvement

for your

‘Les Paul” s
Available in
® ) two models for
-

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

=

SCHECTER

oo CRINN v one

GUITAR RESEARCH

Post Office Box 9783 -GP
North Hollywood, CA 91609
Telephone (213) 782-3202
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World Paper Shortage

ue to the fantastic acceptance of
Dour publication in America, we

wanted to print in the U.S.A., as
opposed to printing in Europe as we
have been doing since the magazines
inception. When we made this decision,
we wanted it to be immediate and
therefore chose a printer and printed
in America from last month. Unfor-
tunately, due to world paper shortages,
we have been informed that a non-
coated paper was used for some sec-
tions of some of the magazines (not all
sections or all issues) — this was beyond
our control.

In this months’ great issue, you will
notice an excellent heavy, glossy paper
has been used throughout the magazine.
This is as compensation to you, our
reader, and will not be the normal
paper that we will be using in future
for future use we are seeking a similar
but lighter paper.

However, we are a magazine run by
people, not by an industrial con-
glomerate with satelite organizations
and we all felt very bad about last
months situation.

We look forward to us all enjoying
this issuc of International Musician &
Recording World and all issues for the
next 40 years.

RICHARD DESMOND,

President,

INTERNATIONAL MUSICIAN &
RECORDING WORLD U.S.A. LTD.

| )
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The best thing next to your fingers.
D’Andrea guitar picks.
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WITH THE ALL NEW

BIAMP EQ/270A
Y3 OCTAVE EQUALIZER

ALL NEW ADVANCED FILTER DESIGN -+« PROPER COMBINING ACTION OF FILTERS
« EXTREMELY LOW DISTORTION -« T.H.D. AND IM LESS THAN .0075%
« HIGH SLEW RATE DEVICES « EXTREMELY ACCURATE FRONT PANEL CONTROLS
« FREQUENCY RESPONSE =+ .1 dB 15HZ-30KHZ « NOISE —90 dB at 0dBv REFER-
ENCE -+ BALANCED OR UNBALANCED LINES IN AND OUT - VARIABLE GAIN
CONTROL - OIL DAMPENED SLIDE CONTROLS WITH CENTER DETENT. ‘

e 4 sy i . o~ ‘
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Now BIAMP brings you the ultimate in

Y3 octave equalization at a price you can afford!

Don’t just take our word - we invite you to

2 compare the specs and the value.
DIBITID Then listen to the EQ/270A yourself at your
local BIAMP dealer, along with the rest of BIAMP’S

complete line of professional audio products.

9600 S.W. BARNES ROAD, PORTLAND, OR 97225
503-297-1555

Call or write for the dealer nearest you.
() Circle 790 on Reader Se-vice Card
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In Search of Howe

I really enjoy the magazine, especi-
ally the issue with Steve Howe on the
cover. Do you know if, and/or when,
the Gibson/Howe model guitar will be
commercially available? How much
will it cost?
Craig Swearingen
Houston, Texas

Recent conversations with Norlin/
Gibson confirm that Steve has been
at the plant working with them on a
prototype, but at this stage that’s all
that’s happening. Until it’s been com-
pletely designed and tested, there’s no
guarantee that it will be a full produc-
tion model.

The Synthesis of Jarre

I’m a lifetime reader of your maga-
zine, even though I didn’t have the
opportunity to buy all of them., 'm
real interested in synthesizers and
thanks for ‘Understanding Synthe-
sizers.”” 1 wonder why you don't write
about the great synth players like Jean
Michael Jarre {Oxygene) whose father,
Maurice Jarre, is a great composer of
classical music. Don’t stick so much to
jazz or American rock. Write about the
world’s good musicians like Vangelis,
Pink Floyd, Yes, Cerrone and the Sex
Pistols who do wunderstand what
they’re doing. They don’t need fans,
money . . . they’re just excellent . . .
maybe weird, but excellent. By the
way, | like your ads.
Herman Biglari
Brookline, Mass.

Keep your eyes open, synthesis is on

the way.
8

Fripp Freak

I just wish to make a few comments
on your Robert Fripp article, a man in
whom [ have the greatest interest.
Firstly, 1 believe your article was
much too short for a man of Fripp’s
intelligence and insight. It was truly
upsetting to see a mere three pages of
Robert Fripp, while in the same issue
there exists an enormous interview
with Stephen Stills, who is mega-light
years behind Fripp musically. Perhaps
it is a question of opinion as to whose
music one appreciates more, but it is
undeniable that Fripp is technically
superior to Stills. The brevity of the
article may not have been your fault
but it was a greatly visible injustice.
Secondly, I would like to say that
whoever is responsible for your photo-
graphy and/or cropping should be
terminated. I have seen the picture
which was on page 40-41 before, but
never with such dust; nor have | seen
a poorer cropping job than that done
on Fripp on page 42. In addition, one
photographer was using a downward
slant on Fripp; the man is small as it is,
so such a perspective is quite out of
order. It is possible that this occurred
at Fripp’s request, since I am quite
happily unable to predict his actions.
However, I really don’t think he cares
how he is posed, since promotion
constitutes suffering for him, and you
certainly picked a poor picture of him.
Lastly, 1 really have to disagree
with David Lawrenson in his assessment
of the Fripp/Weston/Bruford King
Crimson as the best version of that
group. The musicianship and music on
Lark’s Tongues in Aspic and U.S.A.
are immensely superior to those on
Red. And I believe that Bruford’s own
unhappiness caused by the fact that he
was “‘screwed’’ in that deal, whereas he
usually picks up and leaves ‘“‘himself”
when “he” doesn’t like what is occur-
ring or when he is finished in a band.
Bruford is undoubtedly one of the
greatest drummers in rock & roll, but
I think he also might be a touch spoiled.
In all these comments, | simply
mean to be constructively critical. If I
sound sarcastic or bitter in any of the
remarks, that is simply because of my
own frustration with all aspects of the
rock business, from its press to the
record buyers. And in a jungle of
ignorant musicians, surpassed in fool-
ishness only by their own followers,
Robert Fripp is a guiding light, and
any injustice to him I take seriously.
David M. Stanton
Essex Fells, New Jersey

Steve Howe

Putting Clapton Ahead

Thank you very much for the American
edition of International Musician and
Recording World. As aserious guitarist,
I find it quite helpful.

I would like to comment on Paul
Levy’s remark that Eric Clapton should
“play like he did with the Blues-
breakers.” I feel that Eric is doing a
great job with the music he’s playing
now, despite slagging from critics and
cries of treason from countless fans.
Mind you, the stuff he did with the
Bluesbreakers, Cream and Derek and
the Dominoes was very good: but if he
stayed with that sound people would
dismiss him as being in ‘“‘the same
boring rut.”

Will you be planning on running
articles on Randy Bachman, Todd
Rundgren and Brian May? These are
very good guitarists that rarely get
articles on them.

Daniel Dreibellis

Every_tﬁing s pos}ibTe. V

Brandon, Maine

Send  your comments, criticisms
and queries to Letters, International
Musician  and Recording World.,

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




How can we say that our MXD-S is
thebestanalogdelayforyourneeds"

Who do you think you
are...amusician,a PA
engineer, a home
recordist? What do you
play...guitar,
keyboards, a. console?
Are you a vocalist? We
designed the MXD-5 to
be the best value in
analog delays for the
majority of professional
musical applications.
The MXD-5's versatility
and performance are
unequaled in its price
range. But whether or
not you think it's the
best depends on who
you are and what you
need from a, delay device.

What do we mean by
‘a majority of
professional music
applications’?

The MXD-5 is versatile. It
will provide echo from the
entire gamet of instruments
and mics. With the MXD-5
individual channels for high
and low level input signals
make it possible to achieve
a proper interface which is
so important for sonic
performance. We know that
in order for any signal
processor to work without
distorting new material or
adding unwanted noise
there must be a correct
matching of levels.

Right now you may be
working on the road,
tomorrow, may bein the
studio. The MXD-5 is at

home in either situation. A
three position switch allows
an optimum interface
whether going into a
musical instryment
amplifier, recording
console, or a PA mixer.

How much delay

is enough?

Once again, the answer to
this question depends on
who you are. You may
never need more than

100 ms. of delay time. The
MXD-5 offers from 20 to
200 ms. of delay at an
astonishing frequency
range. It was developed to
provide a wide range of
delay times, which are
practical, while the quality
of the audio signal remains
extremely clean. This
means a remarkably quiet
product with a relatively
wide frequency range at all
delay settings. We feel that
this is a very important
factor to consider.

Most other analog delays
offer no less than 50 ms.
This limits them severely in
that they cannot achieve a
subtle thickening for
instruments or voice. Their
delay range starts at a
contrived doubling. The
MXD-5 can deliver delay
from a thick double, to a
distinct repeat; in all ranges
the performance is
superior.

What kinds of
comprise an ?

In addition to a sing e time
delay, or repeat, there are
other factors which effect
the way an echo sounds.
The intensity of the

signal is an important
consideration. In many
units the volume of :he
delayed signal is not
controllable. With the
MXD-5 it can be regulated
from a hint to a wallop.

A multi-repeat is achieved
by recirculating the
delayed signal through the
analog circuitry over and
over again. In order to get a
clean multi-repeat you've
got to start with a superior
delay circuit. This is what
makes the MXD-5 so
together.

What qualities exist
in natural echo?

Echoes rarely exist in
nature without some
degree of reverberation.
That's why we built na
high quality spring reverb.
The sustain time is variable
to a maximum of three
seconds. The depth is
independently controllable.
This reverb feature further
separates the MXD-5 from
other delay units. The
MXD-5 can achieve the
illusion of natural spacial
retationships.

The EQ of the echo and
reverb signals are
adjustable so that subtle
variations of the effect are

attainable without affecting
the dry signal.

What makes the
MXD-8 better than
other competitive
units for live
performance. ..

the road. . .the home
studio?

The MXD-5 will work
consistently under the most
strenuous professional
conditions. No matter how
good a unit sounds, it
would be of little value to
ycu if it lives on a repair
bench. The MXD-5 is built
with the same mechanical
and electronic integrity that
you would expect from any
professional musical
product. It is standard rack
mountable and an optional
road case is available for
the most adverse travel
conditions. The MXD-5 was
also designed to suit your
needs on stage. Instant
switching of echo and
reverberation has been
provided for with remote
control which may be foot
operated (optional)
independently.

The LED overload meter is
bright enough to be seen
for positive visual
monitoring of the input
signal. There's access to the
delayed signal without the
reverb signal for recording
or on stage panoramic
stereo-like effects.

The bottom line is hearing and using the MXD-5 analog delay. For your needs, today
and tomorrow; this delay line should prove to be universally better, in both flexibility

and performance, than anything in its class. The MXD-8. .

Sorkin Music Co., Inc.

“ MULTlvox 370 Motor Parkway Hauppauge, N.Y. 11787 516-231-7700

Circle 748 on Reader Service Card

.$399.80, suggested retail.
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SR2(0 and SR28

MIXING BUSINESS WITH PLEASURE

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

AHB

Agents

Audiomarketing
Stamford U.S.A.
Son Professional

Paris of reliability or ruggedness.
Intersoni
Stgckho,fn e Fully modular construction allows any format up to 28 inputs per frame.
Fading e 8 routing busses to groups and masters.
Madrid e - 3 auxiliary busses for foldback and effects.
Studio Sound e 10 echo returns for multiple effects mixing.
Frankfurt e Integral stage communications system. _
TEM e Built-in oscillator with frequency sweeping.
Brussels e Sweep frequency equalization as standard.
- . e Phantom power as standard.
Sun Music e Heavy Duty external power supply.
Denmrark e XLR transformer balanced microphone inputs with low noise preamplifier.
Audiolab Hellas e LED Peak reading meters with stereo monitoring.
Greece e Comprehensive headphone monitoring system.
Peter Bollen e Military spec multipin connector as standard.
Eindhoven e +18dBm output head room.
Audio Consultants e P&G fader option.
Italy e Solo (PFL) of all desk functions.
Lastron e Special dual frame option for 40 or 48 inputs.
South Africa e Heavy duty flight case (as shown).

ALLEN AND HEATH BRENELL LTD. AuUDIO MARKETING , GLENBROOK ROAD , STAMFORD , CONN

Circlgvi@Bran-Reagdesmservice Card



PAT METHENY
AND GUILD

Pat ptays what he likes...and he likes to play Guild. He’s used
one of our electrics for years. Now he’s into Guild flat-topsas well.

Guild gives you a sound that many professionals believe just
can’t be duplicated by any other guitar, made by anybody eise,
anywhere in the world. Intonation is exceptional. Playing is easy.
The instrument’s projection brings you closer to your audience.

One reason for the Guild sound is our woods. We scour the
markets for the finest, at a time when scarcity prevails. Another
is our manufacturing methods. We're more careful in our assembly
and finishing processes than ever.

We’re uncompromising on details, such as factory-stringing all
our flat-tops with Guild Phosphor Bronze Strings.

Think of a Guild Guitar as an investment in quality...and the
beginning of a beautiful friendship, like Pat Metheny’s.

Try a Guild at your dealer soon.

PHONES: (201) 351-3002 » (212) 227-5390.
TELEX: 138711,

Glli/d
. ‘ HAND-MADE IN U.S.A.

SEND FOR PAT METHENY POSTER!

For a 17"x22" poster/blow-up of this
picture, mail the coupon to Guild
with $1.00. Otfer good only

while the supply lasts.

1"




Don’t let your speakers
control your sound...

Electro-Voice stage systems
put you in control.

Why should a musician allow his cree.-
tivity to be limited by his speaker system?
With amplifiers, pre-amps and the myriad
of other state-of-the-art electronic de-
vices available, why should a musician
limit his sound by playing his equipment
through a speaker system that hasn't
changed in design since 19572 The
answer is he shouldn't, and with Electro-
Voice Stage Systems he doesn't have
to. These three new instrument speaker
systems let you hear all tre sound your
instrument is capable of producing, the
way you want it to be heard, by choice
not by chance.

The S$18-3lets you hear all the notes you
never heard before from your keyboard
or synthesizer from below 40 Hz to abcve
16,000 Hz. The famous

EVM-18B celivers the

bass. The Electro-Voice Ll

g

exclusive vented midrange driver delivers
the midranges as efficiently as a horn,
but without the typical *honky" smail horn
sound. The ST350A tweeter gives you
clean higns over a solid 120 angle, elimi-
nating the high-frequency “beaminess”
that limits the enjoyment of your perform-
ance to the few people sitting directly in
front of the speaker.

The two new bass guitar systems also
incorporzte the VMR™ vented midrange.
It can be controlled from the front panel,
thus givirg the bass player total control
over the midrange harmonics missing
from "standard’ bass enclosures. The
B115-M uses a single EVM-15B in an
optimally vented enclosure. The result

is the tight sound preferred by many
jazz bassists and studio musi-
cians.The B215-M has two
EVM-15B’s for a bass sound
with more“carry”; perfect
for the larger venue or

\l
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for the rock musician who wants more
low-frequency “punch.” In both cases, the
VMR brings out sounds you may have
heard before only on studio recordings.

All systems have identical styling. Black
vinyl covered 34" plywood construc-
tion for durability, further protected by
extruded aluminum trim on all edges.

A metal mesh grille screen protects the
drivers from accidental abuse.

If you want to have control over your

sound, these are the speakers for you.
See and hear these superb instrument
speaker systems at your Electro-Voice

dealer.
Ey| Electrolbice
" cgU|th compony

600 Cecil Street, Buchanar . Michigan 43107
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BAR CHIMES
byLP

Send $1.00 for catarog

Trust the leader”
LATIN PERCUSSION:

PO BOX 88+ REPT DB+« PALISADES PARK NJ * 07650
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bar‘l'ohnl

PICKUPS

BARTOLINI
BOX 934

GUITARS
LIVERMORE, CALIF. 94550

(415) 443-1037

Exact Replacement Pickups For Most Electric Guitars And Basses.
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On Drums

Chester Thomioson

cymbal. Or to be more specific the use of the

fingers and wrist. If you’ve played a lot of juzz you
probably know just what I'm tzlking about. If you only
play ‘“‘heavy metal” then maybe you haven’t had the need
tor it.

If you’ve ever noticed your wrists getting cramped
near the end of the gig, it might be a good idea to examine
vour cymbal technique. Pain is a definite indication that
something is wrong.

As with practically unything else, getting tense is
one of the worst things you can do. The tendency is to
grip the stick tighter which means you’re using only
your wrist, which is not designed to do the kind of work
that is best suited for fingers.

Now we come to the question
with your fingers?”

What’s really holding the stick is your thumb and
forefinger. The other fingers act as guides. I use the middle
finger or the two middle fingers to propel the stick, in
combination with the wrist. It’s almost a trigger pulling
motion with the fingers. The result is that you use much
less of the wrist and can play longer and faster.

The means, if course, that you can’t hold the very
buft end of the stick because then there’s nothing for the
fingers to work with. Holding the very end of the stick
also means that you’ve got an awful lot of weight to move
up and down. Your forefinger should act as a fulcrum for a
lever (the stick).

Rhythmically, you might start with the wrist moving
on quarter notes and the fingers on eighth notes.

Where to grip the stick is — “‘where it is most confor-
table and balanced to you.” You might try holding it
between ' and 1/3 of the length and experiment from
there.

To get an idea of what can be done on a cymbal,
listen to people like Tony Williams and Louie Bellson, on
practically any of the well-known jazz drummer. It’s not
that they are the only ones with good technique but the
cymbal plays a more important role in jazz than in most
other music.

Changing bad habits always takes a lot of work and
while playing high energy music it’s hard to think of being
delicate. But remember, cymbals cut through so you can
use some of that energy to be more creative when you're
not using all your >trength _ll st 10 keep up.

The subject | would like to talk about is riding the

“What do you do

Chester Thompson curreatly tours with Genes's and  has
worked[recorded  with  Frank Weather Report, Curtis
Muayfield, George Duke and the Pointer Sisters, to name a few.

Zappa,
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a real live Harmonizer

QUTPUT MIX FEEDBACK LEVEL

Q!LAY BITCH

£ 108 DL

Of LAY “ "% FOoRWARD
(=] ®O0EL -

— m__J L) & e E HARMONIZ

combination
effects from the

EAK

feedback
!

noat
pedl

HMB0 Eventide >3 & 8z
Harmonizer oK = ® O
pitcn change yes yes yes yes
delav yes yes yes yes
reverse yes yes yes yes
pitch change yes* yes' no yes®

yes yes yes yes

+ delay
pitch change
+ reverse

Top studios and top bands throughout the world use

Eventide Harmonizers.

Now, there’s a compact version for the working musician—

designed for live performances.

‘imited delay selection

Using digital technology similar to that in the studio-nuality Harmonizers, the HM80 car change pitch up to anoctave above
or below the onginal, it can provide delay up to 270 milliseconds. it can capture and repeat a word or short riff. Continuing
the Eventide tradition, it has a completely new effect, true time reversal, which must be heard to be believed. Versatile dry

vs. effect and feedback controls ate provided, making a mixing console unnecessary.

Frequency response of 10 kHz and aynamic range of 80 db make the HM80 Harmonizer eminently suitable tor live perfor-
mances. All this, in a sturdy bfack aluminum chassis which weighs under three pounds, measures 10%" x 8%" x 24", and

costs only $775.

Eventide Clockworks Inc. 265 West 54th Street New York NY 10019 (212) 581-9290

Harmonizer 1s a trademar= of Eventide Clockwerks Inc
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ALCOBIC

own
the
original

45 FOLEY ST.,
SANTA ROSA,
CALIF. 95401
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On Bass
Jeff Berlin

the fastest developing instrument in contemporary

music. Although the electric bass is a rather new
instrument (around 30 yrs. old), it has been evolving a
quick enough rate to become an instrument deserving a
place in the fore-ground of modern music. The recent
invention of multi-sound effects and synthesizer hook-ups
in addition to the bass player’s own musical ideas legitimizes
the idea that every bassist on earth can have his own
distinctive sound and playing style  one that is completely
different from everyone else’s.

Forget it! It’ll never, ever happen.

There are several reasons why bass players won’t break
any new ground with their instrument. 1 have a few
suggestions that, if followed, should help you gain a new
perspective of your guitar. Of course, everything I write is
simply my opinion and some of you may disagree with
me. But those of you who know my playing, my study
(practice) habits, or the kind of musicians | have worked
with in the past, will see that my ideas come from years of
development, criticism and work. These comments can also
be applicable to musicians who don’t play the bass. | hope
to create some unrest in terms of your musical ideals and
force you to start practicing things you’ve never done
before.

There is a serious dearth of musical literature written
specifically for the electric bass. There are bass books full
of licks from jazz to rock to ‘‘cha-cha’s,” there are books
discussing harmony and theory that can be applied to the
bass. there are books showing variable scales and modes in
certain positions and fingerings. All of this is good stuft to
be sure. The problem with these books is that none
of the books allow the student to move steadilv and con-
sistently from one musical point to another in a well-
thought out program of study.

Picture in your mind a child’s toy blocks and imagine
how he can build a big house by joining small wooden
blocks with pieces cut out to fit other blocks with the
corresponding pieces removed; something like a log cabin.
Each chapter in your practice book (like each individual
wooden block) should have a cohesiveness with the next
chapter or, for that matter, with any other bass book once
you’ve finished the one you’re working on. Violin students
must be prepared to undergo years of intensive study in
order to achieve a particular sound, manual dexterity and
a comprehension of his or her instrument. There are plenty
of qualified violin teachers and tons of written material that
will insure the steady forward progress of the serious
student. This is virtually impossible for the electric bass
player. Upright bass music may be OK for reading exercises,
but since it was written with bowing technique in mind and
has string bass fingerings all over it, | can’t recommend it
too highly. As an alternative, you should check out
trombone music, preferably jazz trombone solos. The best
book I've found so far is called ‘“‘Chord Studies For
Trombone,” by Phil Wilson and Joe Viola (printed by
Berklee Press, 1140 Boylston St.. Boston Mass. 02215). The
advantage of trombone music is that it will take you all
over the bass and into 5 & 6 ledger lines.

Another reason bass players have a hard time with their
instrument is their lack ot knowledge of what music to
listen to and how to listen to it. And, most importantly,
when to stop listening to the hot players of the day.

I would like to welcome you to my first article about

15
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fact: Shure’s new loudspeakers
may look compact...but there’s

plenty of room for
all your sound! =

PRO MASTER
Model 701 Loudspeaker

e Adjustable dispersion—for long- or short-throw applications.
¢ Easy to transport—practically abuse-proof.
* High efficiency—100 dB SPL at 1.2m (four feet) with one watt power.
¢ High power handling—handles up to 150 watts continuous.

A giant step forward in compact, professional quality sound reinforcement
equipment! The PRO MASTER 701 Loudspeaker is specifically designed to
meet the needs of today's entertainers and musicians, in intimate clubs,
lounges, large auditoriums, churches, and schools.

The revolutionary PRO MASTER loudspeaker is the result of sophisticated
computer-assisted design techniques, state-of-the-art materials engineering, and
countless hours of consultation with performers and sound technicians in all fields

The highly efficient design allows the PRO MASTER loudspeaker to deliver a
walloping 100 dB SPL at 1.2m (four feet) with only one watt power. And, you put all
the sound where you want it with exclusive adjustable dispersion, that adjusts

for wide-angle (short-throw) or long-throw applications. Each speaker weighs
only 26.4 kg (58 Ibs), and two fit into many subcompact cars.

PRO MASTER Modular Loudspeakers PRO MASTER Stage Monitors

These modular units may be used to construct a Really cut through in monitor apphcations!
custom speaker stack, add high- or low-frequency The Shure-developed shaped response is a
emphasis to another lull-range system, or create performance-proven way to put the sound energy
custom stage monitor systems Each speaker 1s where it belongs —

designed to operate with an ampliier capable

of delivering up to 150 watts continuous to an

8-ohm load

Model 703

Special removable
wedges enable the
monitor to be used in
a wide-angle or narrow
pattern Rated at 100
waltts to 8 ohms, output

M(Mel 708 High-Frequency 117 dB SPL at 1.2m (four
Speaker feet) with 100 watts

The high-frequency portion of the Model 701,

including adjustable dispersion horn It has a Model 702

frequency response of 2,000 to 15,000 Hz, an g

internal crossover filter rolling off at 18 dB per gycs?é“n? ?;:ltéé«g[mégy
octave below 2.000 Hz watts 10 16 ohms

output 114 dB SPL

at 1.2m (four feet)
from only 50 watts
Features a built-in vol-
ume control

VOCAL MASTER"
Stage Monitor
The VA301-S1s a highly direc-

“I
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Model 707 Low-Frequency Speaker tional stage monitor, featuring a
The low-frequency portion of the Model 701, with built-in volume control De-
rubber feet on two surfaces and a diagonally signed to be used with the
beveled back allowing the speaker to be tilted. It Shure VOCAL MASTER Sound
has a frequency response of 50 to 2,600 Hz, an System, it 1s rated at 50 watts to
acoustic rolloff above 2,600 Hz 32 ohms

120 \Wide vnele

o
uras

Shaped

Compact Speaker Systems

W Long 1armow

Three professional speaker systems (SR1128.

SR112W. and SR116B) that combine hi
capability, mgh power handhng abihty

gh output
and wide

frequency response intc a compact package
Extraprarnarily ethcient, they produce 95.5 dB SPL
at 1 2m (four feet) with just one watt And, eachis

rated at '00 watts to 8 ohms!

SR112B (SHOWN)

Designed tor permanent or semi-permanerit

1nsta lations indoors or outdoors

SRI1I2W
Sameas SR112B with
woodgram fnish,
matching many
indosr decors
SR116B

Carrying handle
and extra built-in
corner protection,
built to stand up
to the bumps and
scrapes of touring

Shure...The Sound of the Professionals
Write for full sdetails, or getin touch with your dealer

HEREEE

ShureBrorhers Ine 222 Har'rey Ave

Evans-on, || 60204
In Canada A C Simrronds & Sons

Inc., Attn. Dept J6 tor information o

Lirted

n yous local

Manu-acturers of high fidelily componar

microphores sound systems and

elated circuitry
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PROFESSIONAL
AUDIO
AND CONNECTORS

CABLE PRODUCTS

INDUSTRIAL COMMERCIAL CONSUMER

Our line of orofessional Modular Snakes, Stage boxes and
input Connectors are designed for fast set-up, tear down
and noise-free operation. Their uniqueness of design permits
you to interchange and expand parts to meet your exact
requirements.

SOLE AND EXCLUSIVE U.S. AGENT
FOR ADL PRODUCTS

SANO CORPORATION

317 Cox Street, Roselle, New Jersey 07203
® 201/241-8008

On Sax and Flute
Alon Holmes

ibrato is a rhythmically regular and rapid wavering of

pitch. which also has elements of volume change as

well. to produce a pulsating effect similar to that of the
human singing voice. It can vary considerably in depth and
speed and these are generally selected by the good taste of the
player. You might be tamiliar with the type of rapid vibrato
which characterized the Twenties era and just the addition of
this to the tunkiest piece of music will make it sound very
“tounge in cheek ™ as it one is being sarcastic. The use of aslow,
shallow vibrato in blues playing is part of the Texas “soul”
stvle of players like Wilton Felder and King Curtis. The slow.
breathy and deep vibrato used by Colman Hawkins and Ben
Webster for their ballads really is the essence of that particular
style. just try plaving a ballad without vibrato and check the
cftect.

Coltrance just used a very slight vibrato at the end of notes
and most of the time didn’t use any at all. concentrating instead
on the note patterns for etfect. So the degree and speed can
make a big difference to the interpretation and expression of a
picce. and the choice of the vibrato used makes a large contri-
bution to the individual style of cach player. Very often if two
players are reading a piece accurately. the only difterence that
will set them apart is their tone and the way they use vibrato.

The pulsation most generally used varies between five and six
pulses per second. much faster and you get the “"nanny goat™
cftect. although the controlled slow vibrato is very effective in
the right place. In singing. the pitch variation can be as much as
half a tone and should alternate above and below the note in
equal amounts. A common taultis to just flatten the note only.
so the vibrato has the effect of lowering the pitch and producing
atuning problem. so it is essential that you can play well in tune
without vibrato. by producing an organ-like straight sound and
checking this against a piano or keyboard so that you have
control through the range of the horn. Otherwise. it you have
no built-in pitch centering then vibrato will interfere with your
mtonation. The same goes for lipping and slurring of pitch
which should never be tried until it automatically returns to the
correct tuning. rather like the pitch bend wheel of a synthesizer.

This is another serious pitfall for the beginner who very
often will have no pitch stability at all. lipping and slurring cach
note so that there is no general sensc of pitch. The three main
methods of producing vibrato are: Jaw. which is the most com-
mon. Throat, which gives nanny goat effect on sax. and Dia-
phragm which involves a HA HA HA type of pulse from the
stomach and is used on the flute and oboe. sometimes with
slight assistance from the throat. To use the jaw requires prac-
tice of slight variations of pitch above and below the note
combined with a regular speed. It is advisable to alternate the
vibrato notes with straight ones so that the sense of intonation
is not lost. Start at fairly slow speed and work up to the five or
six a second standard rate. The notes should be in one breath so
that the vibrato merges out. into straight and back again,
possibly using a metronome if you need to. Obviously. halt a
tone is excessive for the sax. so use just enough so it sounds
right. On flute. the pitch change is even less and the diaphragm
pulse must be mastered, by practicing the HA HA HA until it
becomes regular and even.

Vibrato is an essential part of tone and should melt imper-
ceptibally into the music. where it should be used for hife and
colour. 1t should not be used rigidly like throwing a switch for
cach note, butonly with taste and artistry.
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VARIABLE 3WAYAND
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.

EATON BRAY - BEDS —ENGLAND

&% g .
Porsding St Doy

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

Distributors:

Europe- ATC Ltd,London 01995 3654
England-Mick Johnson Music,London 01 788 3491
London-ITA,London 01724 2498

Scotland- Westmill, Edinburgh 0314417926
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Rock 'n Roll Your own] O3 synth35|53r
With exotic wood bodies and necks %Ob|ﬂ l_Um\@y

from the company with 3 generations of

woodworking excellence behind it.

last month, but I've been really tied up in the studios
lately. Nevertheless, | managed to undo the knots and
escape, briefly, for this month’s blurb. Still. the album Pve
been working on has actually been a working proot of the
theories expounded in this column of late, and forms a use-
ful, practical avenue of carrying on where I left off writing.
Cun’t actually name the artist and content right now (BIG
SECRET) but it is a totally keyboard and synthesized
album. If you remember, I've spent a lot of column-inches
talking about frequency separation when  recording
oscillator-sound source musical program. Well, these princi-
ples have been coming in for a scvere test of validity in this
project. and indeed, they DO work. Also, some extra.
unexpected problems have occurred, and been solved. When
we’'ve been recording multiple banks of synths, we’ve reatly
Send $ 1. for brochure Dealer Inquiries Iavited appreciated being careful with forethought on how things
are going to sound when they’re all put together. It’s funny
how the ear can be deceived by a bit of sensible equalization
Dept. M.R. for cxgmple. recor(lipg a whole lot of bras§ sectior} work on
P.O. Box 82 a particular synthesizer, as well as a strmg‘ section, plus,
W. Hempstead, N.Y. perhaps. a hqrmony ﬂutg line. ugamA synthesized. By filter-
11552 ing, and adding, at Lerlulp frequer}cnes, betwee;n these over-
(516) 489-2038 dubs, they. cfun'z{II obtain a clarity and a fullness, even
though their individual sounds may be made less than excel-
lent on purpose. But you haven't got a 24-track tape version
ol the music to play at home, you’ve got a stereo mix on a
disc. So it’s what it all sounds like together that is all that
maiters. And in this case, the whole must be greater than
the sum of the parts. or you’ve not done it properly.
Returning to the brass/strings/flute recording example.
if you find the frequencies that supply the front of the
note to the bruss sounds, and tweak them up by a gnat’s
whisker. and then remove lots of that frequency from the
strings and flute, when played back with the brass. because
the brass sound will appear to give these attack frequencies
to the other sound sources around them. And there will be
no fader-fighting between the three sounds as they will not
be competing in the same frequency areas. This is funda-
mental and bas:ic to recording and mixing anvthing, by the
way, and not just synthesizers. It's what the words
BALANCE and EQUALIZATION are really all about.
Different manufacturers’ brands of synthesizers all have
an inherently different oscillator sound, which is why you
can pretty well instantly ditferentiate between a Moog and
an ARP when you hear one. This is another way of obtain-
ing clarity in multiple synth-usage have a selection of
difierent brands. and thus sound sources. and don't just
have all your keyboards made by the same firm. Otherwise,
you're going to find it harder to make them work and
breathe along with each other, because, down deep, theyv’ll

Cl. C“/‘. U Mm /} all have a similar, intrinsic, soun.d starting point.
Cl’&!‘l g q Now, these factors I’'ve mentioned before. but from more
of a theoretical view. It’s nice for you to know that they
ACOUSTIC 8 ELECTRIC actually work in practice. We're having no trouble at all in
the studio balancing very large numbers of synthi-sounds,
because of pre-planning with +.Q. And this applies to live

performance in just the same way, don’t forget. More
problems and more solutions next month

Sorry I didn’t have time to write anything for you
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14 WEST 71ST STREET, NEW YORK, ZIP CODE 10023.
212-799-6781/212-932-4464.
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BY THE COMPANY ITKEEPS!

e s
50 & 0@\\\& QC?‘ A‘E\Q’ s
3

<D
:‘:‘40

?,\3‘2’ «3\*2» Ll ae® % 0@ 0\3‘?

A % » ¢ O e 6*&“
o©

o —— S
i i+l
~ITENED i ———

catalog write: CALZONE CASE CO., P.O. Box 862, Norwalk, Conn. 06856 or call 203-853-7907.
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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 enjayed 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

117, a power boost switch for the Model 118 and
much more. Both units are built with 3/4" interlocked
construction, and covered with top quality heavy vinyl
to withstand rough handling. Best of all, Acoustic’s
exclusive lifetime protection plan, the finest irn the
industry, is available with both models.

So, for vou musicians who love Acoustic but
couldn’t atford it . . . what are you waiting for?

(acoustic )

professional sound equipment
7949 Woodley Avenue 0 Van Nuys, California 91406

For more information, send for free catalog at above address.
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By J.C.Costa

Lee
Ritenour

& Friendship

Lscape From

The Stucho

os Angeles, ‘‘the city of a
Lrhousand sessions,”’” has easilv
surpassed other U.S. recording
centers in recent years as the promised
land for studio musicians. An in-
ordinate amount of recording studios
are busy night and day, churning out
every conceivable kind of music, not
to mention the soundtracks for all of
those non-movies and bio-degradable
TV shows that pollute our daily lives.
This has created an extraordinary
demand for studio players and a steady
stream of promising young musicians
filters through 1.A. every vear, each
one anxiously looking for that special
key to allow them passage through the
golden door of opportunity. The ones
lucky, and talented, enough to break
into big time session work invariably
create a subtle generational shift in the
existing hierarchy of studio veterans.
Because so much of today’s music
hinges on the unmistakable sound of
the electric guitar, guitarists have been
some of the prime movers on the L..A.
scene. The first generation (Fifties
through middle Sixties, roughly) was
dominated by the irrepressible Tommy
Tedesco (remember Happy Kyne's
Mirthmakers?) and Dennis Budimir.
They were closely followed by Louie
Shelton and Larry Carlton. Just a few
years after that, Lee Ritenour, Jay
Graydon and Dean Parks came along.
These days the “hot’ young players
gobbling up all of the available liner
credits include Steve Lukather, Mitch
Holder and Tim May.
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It’s no accident that Lee Ritenour
and Larry Carlton have emerged as the
best-known L.A. session guitarists.
Both are strong lead players, both have
solo albums (Ritenour has four count-
ing the latest, feel The Night), and
they each share a need to break away
from the confines of the studio to
periodically re-energize their music
with live performances.

Lee Ritenour, currently embarked
on just such a ‘‘vacation from the
studios,” a successful club tour with
his band Friendship, is more than
happy to break away from what can
be a very lucrative business. Comfort-
ably ensconced in Elektra Records
New York otfices a few hours before a
sold-out performance at the Bottom
Line, he reflects on the current state-
of-the-studios with few regrets.

“I’'m glad I stopped doing sessions
when | did. Disco music is stronger
and more formula-oriented than ever.
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In L.A., virtually all of disco is recorded
with a digital metronome and the
musicians put down their tracks indi-
vidually, even the drummer. Most of it
is written out beforehand, especially
the bass parts, so you just come in,
sprecad the charts out over three or
four stands, rehearse it down once be-
cause the music is incredibly simple,
then everybody splits but the
drummer who puts his part down by
himself. In L.A., Ed Greene and James
Gadson have it locked up. They’re the
kings of disco drumming. But there’s
little of interest for the guitarist or
piano player. In fact, the guitar seems
to be regressing fast. The musicians
don’t like it, but these new disco
arrangers are laughing all the way to
the bank.”

Friendship, which includes Don
Grusin (keyboards), Abraham LaBoriol
(bass), Alex Acuna (drums), Steve
Foreman (percussion) and Ernie Watts
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(saxophones) provides a release for
Ritenour and his fellow musicians
all highly paid session players in their
own right. In fact, the “appeal of play-
ing fresh music in front of real people”
has tugged at Ritenour for some time
now. Starting with Tuesday night
sessions at a small club in the San
Fernando Valley called The Baked
Potato, he has continually developed
his live chops with an impressive array
of musicians like Patrice Rushen,
Harvey Mason, Anthony Jackson and
others, slowly evolving into the current
line-up.

Throughout our  conversation,
Ritenour made a point of emphasizing
the “‘communal’ nature of Friendship.
These musicians, who are actually
sacrificing a lot of income to go on the
road, obviously have more to offer
than most backing units.

“When | first took these guys out as
back-up, | quickly realized that to

'i l?!!lH',

keep this caliber of players around, it
would have to be a lot more than Lee
and his backing band, because the
salaries | could pay them weren’t
comparable to their fees for studio
work. Elektra saw the band and the
magic that was happening, and decided
to sign Friendship as an individual act,
so everything worked out well. We’ll
be starting our first Friendship record
after this tour ends, and we’re gonna
try to make sure that what you hear
live at the Bottom Line is what gets on
the record.”

All of this makes a lot of sense,
especially when you see other studio
players in live performance using
support musicians only as a showcase
for their instrumental fireworks, but
how does one differentiate between
a Lee Ritenour solo album with
Friendship and a solo Friendship LP
with Lee Ritenour on guitar? Pianist
Don Grusin, the ““glue” that holds the
band together, explains.

“Well it won’t be wall-to-wall guitar
[at which point Ritenour jumps in
with a quick “That’s what they think!|
for one thing. We’'re going to make it a
‘live’ sounding album while retaining
each band member’s individual colors.
If we can just keep these six individual
colors and record it the right way, we’ll
come off sounding somewhat like
what Lee does but it’ll be distinctive
enough for people to know.”

Besides being one of his most access-
ible records to date, Feel The Night
marks a major transition in the way
Ritenour approaches his guitar sound
on record. On the new material, the
guitar is hotter, more ‘“‘opened up.”
After some prompting, Ritenour ex-
plained the story behind the evolution
of his guitar sound.

““My guitar sound has been con-
stantly changing over the years. My
first two albums for Epic were recorded
in and around being a session musician
and, at that time, I made a point of
being the guitarist in town who could
cop any sound he wanted to. My third
U.S. album Captain’s Journey for
Elektra - was done with Dave Grusin
and we went for a mellower approach
because I wanted to do an orchestrated
album and Dave was the best choice to

do that with. 1 produced Feel The
Night myself and | was most interested
in getting more of the sound | get on
stage onto the album.

“If you’re a guitar fan this album
is great because the guitar is up front
all the time, it pervades the album and
seldom lets up. But | like to hear the
other instruments too, so 1 may go
another way again in the future. This
time, | did most of my soloing live as
opposed to overdubbing, which works
better for me as a soloist.

“l have a lot of facets to my playing
that haven’t really come out yet. In a
few months, I’ll be doing an acoustic
album for JVC (Ritenour’s Japanese
label) and those albums vary widely
also because of the ‘direct-to-disc’
process we've been recording them
with, We’re gonna take a ‘pretty’
approach, but with a lot of playing.
Because that aspect has been a part of
each solo album and 1 like that side of
it too. I'm happy with the guitar
sound | got on Feel The Night |
feel it’s one of the better jazz-rock type
guitar sounds on record today.”

No matter how much presence or
heat is generated by his solo guitar
playing, Ritenour is not overly enthused
about soloing or individual ‘“‘grand-
standing” by musicians,

Life on the road has meant certain
“adjustments” for the musicians in
Friendship. Accustomed to the more
orderly existence of a studio musician
where everything is geared to exacting
timetables, Ritenour, Grusin and the
others have devised new ways to over-
come the tedium and potential chaos
of a concert tour. As Grusin puts it:
“We try to play asif we were recording,
but we have a whole bunch of fun
doing it. We’re starting to learn how to
let the crowd participate in the music
with us. Playing well on-stage is
becoming second nature to everybody,:
and it’s a lot more fun that way.”

This Friendship tour has also given .
birth to the “Fun Olympics.” Because
each band member is under extreme
pressure from studio and family com-
mitments while at home, this time on
the road together is perfect for self-
discovery and loosening up a little,
Basically, the object of the

Fun »»
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The best drums’..{,

Slingerland only makes wood
drums—because anything else

is second best. Check the wood
inside the shell. While it's easier
to simply spray over any imper-
fections, it's better to hand finish
the shell and coat it with hot
lacquer. And Slingerland drums
are made with that perfect finish-
ing touch in mind.

Slingerland’s five ply shells are
thicker than a lot of nine ply shells
on other drums. And they're
made with the most beautiful
woods for the most beautiful
tones—select mahogany, poplar
and maple. The grains run in
opposing directions so they hold
each other in perfect place...and
keep their perfect shape.

Slingerland even offers the
greatest selection of natural
wood finishes—mahogany,
walnut, maple, rosewood, teak,
cherrywood ard oak. You even
get your choice of lacquer or
oil firish.

When it comes to the best
sounding drums, wood is a
natural. And when it comes to
making those drums, nobody's
more natural than Slingerland.

6633 N. Milwaukee Avenue, Niles, lllinois 60648
Call Toll Free: 800/323-4077
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I.cc Ritenour

Olympics is to see who can get the
most points for staying up late, hang-
ing out, partying or just general
carousing around. Points are deducted
if you try to take a quick nap the next
day. Up to now Steve Foreman and
Alex Acuna were leading, but Lee and
Abraham were closing fast. Laughing,
Ritenour summarized the whole thing:
“From that point-of-view, it’s a con-
siderately different lifestyle from what
we lead at home. But we are an excel-
lent live band. Other studio bands I've
seen come across sounding like studio
bands.”

As far as musical equipment is con-
cerned, Ritenour continues to experi-
ment with an armada of new guitars
and effects. Of course, he's been play-
ing Gibson 335’s since he was 17, (the
guitar he’s known for) and the one he
has retained is a mint 1959 ES-335
with dot inlay and a stud tailpiece — a
guitar that’s recently become so ident-
ified with studio players in general and
Ritenour in particular, Gibson has re-

issued the ES-335 “Pro”, a close
approximation (in looks) of the
original.

He also plays a 63 Fender Strat
(serial no. 335, appropriately enough),
a 58 Les Paul Standard and a 30
year old Gibson L-5 that ‘‘feels like
part of my soul.” He is working with
Yamaha and Ibanez on a series of
semi-hollow body guitars and although
he was a bit wary of these instruments
at first, he is convinced that the new
Ibanez (*‘it sounds real soulful’) should
make a major dent in the marketplace.

Ritenour uses Fender and Music
Man amps exclusively, and is especially
fond of his “little” Music Man (210/65)
amp one of the first ones out —
which has seen service ‘‘on a million
dates without anything but the tubes
being changed.” His new ‘‘up-dated”
effects rack built by Chris Foreman of
Altec, includes a Lexicon “‘prime-
time,” a Yamaha Analog Delay Line,
Echoplex, Phasers, Flangers, Volume
Pedal and an air conditioning unit for
those hot summer nights in the clubs.
He enthusiastically endorses 360
Systems  guitar synthesizers and
although he’s played through every
effect imaginable, he winds up the in-
terview with a comment that punctures
today’s obsession with MI hardware.

“A lot of guitar players talk about
equipment but I learned real young
from playing with a lot of people who
had real identities on the guitar that
just picking up their guitar did not
make me sound like them, Ultimately,
getting the right equipment will help,
but the bottom line is here (points to
his heart), here (points to his head)
and here (hold up his hands).”
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SONS OF B-

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!

P - S D D D G5 D D D D G S5 D S G D D D S G D D D S G D D S S D D D D G R D S G S e - - e e . -y
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:

0O B-200 0 B-3000 O BOTH

NAME

ADDRESS

arry STATE zp DEPT 101

[ N Y --——----- L T Y L T

HAMMOND®ORGAN

gl [l D'VISION OF HAMMOND CORPORATION
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Almost 100 years in the making.
Yamaha's Handcrafted Folk.

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 enjovment.

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 spedifications. To admire and play the result of
almosft a century of work, write us for the selected Yarmnaha dealer nearest you.

© YAMAHA

Acoustic Guitar Department
PC Box 6600, Bucna Park, CA 90622

Circle 776 on Reader Service Card
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Parts, Performance
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For a complete listing of all hardware and a catalog,
send $1.00 to:

DiMarzio
Musical Instrument Pickups, Inc.

Dept. IM

1388 Richmond Terrace, Staten Island, NY 10310 USA

(212) 981-9286 2



MADE IN USA.

Kansas 66720

Keas Electronics, Inc.

210 W. Main
Chanute,
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Gibson guitars. To the tune of
$399 and up.

If you take your guitar playing seriously, you can’t
afford to go without a Gibson. But, maybe you
thought you couldn’t afford the best name in guitars.
The fact is, you can purchase an extraordinary Gibson
for about the same price* as an ordinary instrument.

Gibson electric guitars begin with the Marauder at
$399. And it begins where most of its competitors
leave off—with high power electronics, a full range
pan pickup potentiometer and the same craftsman-
ship you’ll find in even the most expensive Gibsons.

The Paul and The SG come from two of the most
respected traditions—legendary SG and Les Paul
lineage. They’re priced like some of Gibson’s
imitators Except they’re the real thing.

‘ A dimsion of Norlin Indusin nn

The Paul
$529.00°

You’ve been hearing the Gibson S-1 for a few years
now, on quite a few hits. Those famous artists could
afford the most expensive guitars, but they chose the
same model that fits a working man’s budget.

Gibson basses have been on their fair share of best
sellers too. The Grabber, Ripper and G-3. Their
sliding pickup, scund switching and fresh body
styles deliver a rich range of sound. For a modest
price range.

When you check out the hand craftsmanship, rare
woods and unequalled specificiations, you’ll see why
each Gibson is such a prized instrument. But, you’re
in for one more surprise. The price tag. Gibson, the
most valued name in guitars is still a value.

Quality, Prestige, Innovation. Yesterday, Today. Tomorrow.

7373 N. Cicero Ave., Lincolnwood, lllinois 60646

51 Nantucket Blvd., Scarborough, Ontario Canada
Circle 770'6r'Reader Service Card

* All prices are manufacturer’s suggested retail 31
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o Solid Brass Nut

[
The
= - - ¢ Schaller Machine Head
Carvin “c oe e
¢ Maple fingerboard with Nickel-Silver
i- - - 5B frets. Optional Ebony fingerboard add $20
& vy @

DC150

At Carvin you're not only buying the best, but the priceis
right too!

We handcraft guitars & other professional products in
limited production quantities and sell only DIRECT to you
thus passing on super quality with big savings.

Try us for 10 days and prove that we're better or your
money back.

For more information write for our FREE 64 page
Technical Catalog, or Call Monday thru Friday TOLL-FREE
B00-854-2235 (Calif. 714-747-1710).

9w

® Super low string action. Guaranteed
string height to be less than 1/16”
at the 24th fret.

® Phase switching and Dual-to-Single
coil switching allow for unlimited
special effects.

¢ Stereo wiring allows the Treble and
Bass pickups to be directed into
separate channels.

s Completely shielded controls and wiring
ives superior protection against hum or
interference.

® Solid Brass Tune-O-Matic Bridge and
Tailpiece

e All Carvin Guitars are backed by a solid
5 Year guaranty and hand-crafted in
America.

® Hardrock Maple Neck is

laminated and contoured into body. ¢ You may order by PHONE with MASTER

CHARGE or VISA or by enclosing a $460
Certified check (plus $27.60 Calif. Tax if
shipped to Calif.) for payment in full. This
price includes a high quality Hardshell Case
and UPS shipmentto your door anywhere in
the Cont. USA. ifyou're not 100% convinced
of Carvin’s quality, we’'ll buy it back after you
have tried it for 10 days! Call if you have any
questions.

™ DC150

e Eastern Hardrock Mapie Body for
unsurpasged sustaining qualities.
Available in Black or Clear

NEW!
® 2 Super M22 Humbucking
Pickups for tremendous sustain.

e Entirely new adjustable 22 Pole
magnetic field assures you of no

power loss while bending strings. DIRECT
® Brilliant highs never thought pos- 3460
sible from a humbucking pickup. .
e Sledgehammer midrange deli- Including
vered with punchier tone than Hardshell Case

any other pickup made.

The M22’s are available as
a Direct Balt-on Replace-
ment for Gibson at $49 ea.

Carvin

Dept. IM-23, 1155 Industrial Ave.,
Escondido, Callf. 92025

Write or Call TOLL-FREE 800-854-2235 (Calif. 714-747-1710) Circle 789 on, Reader Service Card
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A\J D HE COMMANDED THE PEOPLE

OF SOUNDCRAFT THUS:

TAKE ALLTHE FRUITS OF YOUR
LABOURS, ALL THE WISDOM OF YOUR
TEACHERS, AND BUILD A TESTAMENT
TOYOUR CRAFT.

LET ITS USES BE ABUNDANT.

LET ITS EXCELLENCE BE WITH-
OUT LIMIT
LET ITSBEAUTY BE A REVELATION,

AND THE PEOPLE OF SOUND-
CRAFT OBEYED HIM.

MANY DAYS AND NIGHTS
THEY LABOURED, AND AT LENGTH,
LOOKING UPON THEIR WORK
AND FINDING IT GOOD, THEY ASKED
AGAIN FOR GUIDANCE.

TAKE FORTH YOUR WORK, HE
COMMANDED, AND MAKE IT PLENTI-
FUL TO ALL OF THE PEOPLES OF THE
EARTH, THAT THEY MAY LOOK UPON
IT AND FIND JOY IN THEIR HEARTS.

AND SO IT CAME TO PASS.

.
. .
- 3 .
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THE NEW
SOUNDCRAFT SERIES
400/800
MIXING CONSOLE

SOUNDCRAFT ELECTRONICS LIMITED
5-8 GREAT SUTTON STREET
LONDON ECIV 0BX ENGLAND
TELEPHONE 01-251 3631
TELEX 2198

SOUNDCRAFT INC
PO BOX 2023
KALAMAZOO
MICHIGAN 49003, USA
TELEPHONE. (616) 382 6300
TELEX: 22-4408 SOUNDCRAFT KMZ

g;uunncnﬂFT

ELECTRONICS UMITED
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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:
Woodel International, Inc.
311A, Temple National Plaza
Temple, Texas 76501
Telephone: 817-774-8300
Telex: 730 317

DEALER INQUIRIES:
Group 80

P.O. Box 1199

Temple, Texas 76501
Telephone: 817-774-8344

Circle 737 on Reader Service Card
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An interview with
Carmine Appice
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armine Appice is as responsible

for the shape of contemporary

rock drumming as anyone.
Back in the days when he was still
with the now-legendary Vanilla FFudge,
he instituted the large double bass
drum sound as well as large drums in
general. His use of double bass drums
influenced many players to come and
such greats as John Bonham and Roger
Taylor acknowledge this.

While with Cactus he perfected the
speed tvpe of playing which was that
band’s hallmark and later, with Jeff
Beck, he provided perfect support for
the English guitarist’s brurally master-
ful playing. Now, with Rod Stewart,
he takes the part of the perfect metro-
nome, giving balance to Stewart’s
vocals.

Appice is a player. e takes pride
in his stage and studio work and to
ensure the ongoing process he takes
part in clinics, lectures, the writing of
books, and the making of teaching
records. In the following conversation
he talks about all of the above and
much more.

When did you first start playing?
1 guess I first started on pots and pans
when | was eight or nine years old.
[ used to bang on everything in the
house and my folks said *“‘Well, he’s
banging on everything so let’s get him
a set of drums.” They got me one of
these toy sets of drums with paper
heads. For two years running, I'd get
them in the morning and, by the
evening, | was right through the heads
because they were made of paper.
When [ was at school, I used to go
where the bands were practicing and
band on the drums. I didn’t really get
serious about it all until 1 was 14,
when my parents bought me a regular
set of drums which cost $325. Those
were the drums that [ used with “You
Keep Me Hanging On’’ with the Fudge.
When | was 13'2, | played for six
months on my own listening to Gene
Krupa and Buddy Rich and all those
big band people. In those days there
were drum singles out, too, like Sandy
Nelson’s “Teen Beat” and | used to
learn all that stuff. I started studying
when | was about 14, and | noticed an
amazing improvement. | took lessons
for three years but in the span [ learned
five years’ worth of work. In the first
week | was there | went through half
of the first book. And the teacher said,



“Wow, this is a first for me.” I did real
well with him, he was just a local guy,
Dick Bennett, and he used to teach

around Brooklyn. I noticed myself
improving at an amazing rate. I had a
friend and he was always the neigh-
borhood’s best drummer and [ was
out to get him. He was way up there
and 1 was way down. I started taking
lessons and passed him and he just
stood there. For me it was like, “Wow,
1 beat out the neighborhood drummer,
this is amazing!” And so | kept with it,
kept studying, playing, studying, until
I was about 17 or 18.

I started playing bar mitzvahs, sweet
sixteen parties, weddings and I started
going more toward rock dances for
churches and clubs where you had to
do all rock. From then on I got basic-
ally into rock and left the society gigs
out. That went on until | joined a
group called the Pigeons which was
later Vanilla Fudge.

How old were you when you joined
the Pigeons?

I was 20. When | joined the Pigeons,
Timmy (Bogert) was always a loud
bass player and in those days, 1966, he
was using to Dual Showmans so I put a
microphone in my bass drum. I always
used to cut up paper and varnish the
insides of my drums to make them
louder because that would seal up all
the pores. I'd have a layer of four or
five inches of chopped up paper . ..
I'd lay the microphone right on top of
that and it would come out the air
hole and we’d plug it into Timmy’'s
amp. That worked pretty good because
Timmy played out of it and the bass
drum came out of it and it gave the
spread of the bass drum from the two
amps and the sound of the bass drum
itself so it was a pretty big sound.

I used that from ’66 through ’67
and then about April or May of 67,
just as we were changing our name to
Vanilla Fudge, we were playing up in
Poughkeepsie, New York, and a friend
of mine who was a drummer said, ‘1
know where you can get this big old
bass drum.” It was a 26" bassdrum, a
Leedy from the 1930's. It cost five
bucks, so I said, ““Great.” My concept
was, “Well, if they’re using bigger
amps, I'll use bigger drums.” In those
days everybody had little drums. So |
had this big bass drum which I covered
myself in red sparkle to match the rest
of the kit. So now | had this Gretsch

kit with a Leedy 26" bass drum which
was amazing. Everywhere 1 went,
drummers would come up to me and
say “Where did you get that?” and
they just used to freak out, especially
in Europe. The first time the Fudge
went to Europe, all the English drum-
mers went bananas over that drum.

You enjoyed the Cactus band?

Oh, yeah. You see all the bands with
Timmy had the same ending. Timmy is
such a good bass player he should get
in a band where he should have a bass
player and he should play lead bass;
he’s the only one who does it the way
he does. Whereas, when you’ve got a
trio, with a vocalist or whatever, you
get a guitar player who goes for solo
and Timmy is right on his back. After
six months of that the guitarist says
“Hey, man, I’m tired of this.”” That’s
what happened with Jim McCarty and
Cactus and we got this new young kid
and he got fed up with it; me and Tim
split and went with Jeff and, for the
first six months, Jeff loved it. He used
to lay down chords so Tim could play
solos but, after a while, Jeff used to
come up to me and say “Can’t Tim lay
back? Can’t he play a groove?” And
I'd have to talk to Tim. Finally, it just
got out of hand. It’s the same story
with any guitarist that Tim’s ever
played with. | wasalwaysin the middle.
But I dug Cactus, it was a high energy
band.

What did you think of the Beck,
Bogert & Appice album?

I thought it was one of the best things
I’ve done playing-wise. It was the type
of thing where we knew it was going
to be a big album and being players we
knew the audience was going to be
listening to the playing. So we just
played great. Tim even played good on
that because he’s playing his style but
holding the groove. | thought *‘Lady”
was just amazing bass playing.

But it’s very hard to record with
Tim because he plays so loud and his
bass range is right in the midrange
where your drums are. It would knock
out your drum sound immediately. At
least now, on the Stewart album, the
drum sound I've got is what l want.['m
back to ‘“Hangin’ On” type drum
sound.

What kind of set did you use with the
Beck band?
[ used my walnut Octa-Plus set, the

same set | had in Cactus. 1 did the first
two Cactus albums on a smaller set, |
didn’t use the big set because I was
experimenting. Then | went to the
Octa-Plus and did the BBA album with
it.

I got the Octa-Plus set in ‘71, about
a year after Cactus got together and
started using that. So I had the Octa-
Plus set from then until now. As a
matter of fact, the set I use with Rod
is the walnut Octa-Plus set, the original
ones. It’s actually the first Octa-Plus
set Ludwig ever made. It sounds amaz-
ing, it really does; that’s what we used
on the tour here. And I started using
that with BBA except, if | remember
right, it wasn’t that particular set that
I used on the album because I've got
two of them. One is walnut and one is
mahogany and the mahogany set I got
in 73 before the BBA tours. And 1
used the walnut set for Europe, and |
used the mahogany set for America,
Australia and Japan. The recording of
the BBA album was done with the
mahogany Octa-plus set. I also did the
live Japanese album on the mahogany
set.

How long before you went to double
basses?

It was about a year because |1 got my
Leedy bass drum in May of ‘67 and
then “Hanging’ On” came out in June
and we went to Europe. I still had it
then and | got my sponsorship from
Ludwig in June of ‘68. That’s when |
went crazy with the big drums. They
said “What do you want?” and 1 said
“Well, let me see.” | told them I used a
big bass drum and I thought the con-
cept of all big drums would be great.
So I ordered 26" x 15, and my next
sized tom was a 16" x 18", and then
they made me a 22" bass drum over
on the side for a big tom. With a 62"
x 14" snare, that was the drum set
that started the whole craze with big
drums.

When 1 got that set [ couldn’t believe
it and, as a matter of fact, they couldn’t
believe it. Ludwig called me up about
two weeks after the order went in and
whoever was in charge of advertising
said “Mr. Appice, we have an order for
drums here that we don’t think is
right.” And 1 said, ‘What is it?” and
they named it off and [ said “No
that’s right.” They said “But these
drums are real gigantic, what are you
going to do with them?”’ I said “That’s
what | want, real loud drums.”
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So you feel you were the first to
develop the big drum sound?
Yep, without a doubt. Before “Hangin’
On,” who had a big drum sound? Keith
Moon had a big drum sound but it
wasn’t really as ballsy as | had; Ginger
Baker never really had a big sound, he
always had a pretty thin drum sound.
My kit was definitely the first big kit.
And when we took Zeppelin on tour
and John Bonham saw those drums, he
said “Oh man, get me some.” | remem-
ber calling Ludwig and saying “Look, |
have this guy who is on tour with us,
an opening band called Led Zeppelin. |
think they’re going to be big. He wants
to get a duplicate set of mine so if you
can’t give them to him for nothing
maybe you can give him 50% off or
something.” So it ended up they
sponsored him from my phone call
and he ordered a duplicate set of mine.
It was easy to play 26’s and that big
set with the Fudge because there was a
lot of down material. When Cactus
came along it was real high energy stuff
and [ switched over to an Octa-Plus set
and | changed the bass drum size from
26" x 14’ to 24" x 15" and 1 only
lost one inch, The size of the head was
really good because the beater hit right
in the middle.

Your playing on the first Cactus album
is some of the best you’ve ever done.
That was a hot album, a real hot
album. I mean, we just smoked; (Jim)
McCarty was ungodly.

You use the heavy ends when you play?
Usually; when I'm playing all-out heavy
rock. But, for soft tunes, I trun the
sticks around. That’s why 1 use the
Regals, because they get a good cymbal
sound, it’s very clear. Even on the
toms it’s clear,

How would you describe an Appice
solo?

I have a skeleton solo that [ use and |
try to incorporate showmanship the
way Krupa did; stick twirling and all
that because it’s not just the solo that
people get off on. It depends on what
audience I'm playing for. If I play for
a BBA audience, it would be a more
technical solo than if 1 played with
Rod. Because the audience level of
technical consciousness is a lot of little

girls that don’t know the difference
between a 7-stroke roll and a four-
stroke ruff. Whereas, when you get an
“instrumental” audience, they know
the difference.

With BBA | used to do a lot more
technical stuff; I used to try and start
the solo off and build it to a point
and bring the dynamics down and
fool around with different accents and
wah-wah and sound, cymbal sounds
and bending, and | liked to get the
audience involved with me. I’'d get
them clapping and then 1 would play
to them. That way it’s all like one unit.
I try not to do it too long because it
gets too boring; there’s some guys now
who still do 20-minute solos.

You really have to lay back playing
with Stewart?

Yeah, obviously. With Rod, it’s playing
more power than technical beats but
when | joined up with him he knew
who | was and he said to me “l don’t
want to cramp your style. You will get
a solo and you can play like you
played with Cactus.” In a way it’s
good because, through the show, 1|
concentrate on keeping the grooves,
playing real powerful, and playing
with a lot of showmanship. And by
the time my solo comes, | have lots of
energy to do it.

If you’re keeping a groove and you
do some real good fills and then come
back to the groove the fill comes out
that much better.

Rod is a little different than anyone
I've ever played with; 1 guess it was
because he played so long with Kenny
Jones (Faces drummer). Kenny is a
good drummer and he’d always play
behind the beat. There’s the beat and
you can be a little ahead of it, right on
it, or a little behind it and still be in
that space of a quarter note. Kenny
always played on the very back of the
quarter note and Rod got used to that.
For me, when | last came in there, |
would play spot right on the beat and
Rod would say “Lay back a little bit.”
So what happens is | have to lay back
to almost slow down the track and the
guitarists have to stay on top of it in
order to get that effect. When we do
that I count another tempo so it makes
it like a flam almost. And that’s how |
try and keep behind it or otherwise |
would just naturally stay right on top
of it. It’s good because it gives the
group a really loose feel instead of a
tense feel. With every group you play
with, you learn something new; with
McCarty and that band I learned to
play fast.

What is the exact set you're using now?
I’m using (2) 24" x 15" bass drums;a

S x 14" Ludwig Super 400 snare,
and the total Octa-Plus toms-toms
which have 10", 12", 13", 15", 16"
right down the line. A 20" tympani;a
52‘ Paiste gong; | use a wah-wah
hookup on my snare drum which I
had built when [ was with Beck; I use
a set of Syndrums which are implanted
in my 6” and 8" tom-toms so they
don’t look like the Syndrum, they
look like a regular drum, I use a 22"
Paiste heavy ride;a 20" Paiste medium
crash; an 18’ Paiste medium crash;
Sound Edge 15" medium hi-hats;
Speed King pedals and all Ludwig
hardware. 1 also have two Chinese
cymbals, one 18’ medium Paiste with
rivets that always fall out so it doesn’t
have rivets anymore and one 1930’s
Chinese cymbal; a real old one from
China cymbal; a real old one from
China which is a real ugly brown
colour. I use those two on two boom
stands over and in front of me.

Ludwig is doing something new for
you, what’s that all about?

The new kit they’re working on is
more or less an update of the Octa-plus
kit but with power tom-toms. They
are tom-toms that are three inches
deeper. This has also been done to the
bass drum which is now 24" x 16"; 1
normally use a bass drum 24" x 15".
This will give me a deeper sound and it
delivers more resonance from the wood.
As for the snare, I’'m getting one of the
Black Beautys engraved.

Have you always used Sound Control
heads?

No, | use the Remo black dot head in
the studio for recording on the snare
drum because it gives a little more
bottom end. But I use Ludwig silver
dot heads on everything else. I find the
Ludwig heads last longer. I had this
freak Remo head on for 70 concerts
and two albums, it never broke. It
eventually broke when a truss fell and
split it. So I put Remos on and every
show | would have to put another one
on because they got wrecked. I think
Ludwig is making real good skins now.
The only thing they fall down on is
their sticks. Their sticks aren’t too
strong but they’re getting better.

What kind of sticks do you use?
I use Regal 5A’s and | throw out
Ludwig SA’s on stage.

Are your drums amplified in any
special way?

They’re just miked from the top, a
hole in the bass drum head. | try not
to pad anything up; I just put a little
piece of foam rubber in the bass drum
and just mike around the tops, overhead
around the snare drum and mike the



hi-hat. In the studio we have a whole
bunch of different tricks.

Do you like your drum sound on the
Stewart album?

Yeah, Andy Johns is amazing. We’ve
been experimenting together; now |
don’t use earphones but | use speakers
behind me and there’s a mike right
over my shoulder for the snare drum.
Rear mikes and mikes in phase and |
think we’re developing a good drum
sound. On the last album, [ didn’t
use tom-toms and they seem to explode
more. Bonzo does that with Zeppelin.
1 used to do that with the Fudge for
the first three albums and then 1|
switched over to the Octa-Plus for
three or four years and my drum
sound changed. | was thinking back on
what | did different and | remember
all my drum heads used to be on top
and bottom and the bass drum as well.
So we’re back to that; | started a thing
and got off it and people like Bonzo
jumped on it and really developed it
so now I’m back to where I was.

How do you feel about disco
drumming?

If you’re going to have to play it you
better get a great drum sound. When |
do it, I just use that real big rock drum
sound that 1 get. Because it’s so big
sounding it tends to take away the
disco sound which is good because |
don’t like the sound. I think it’s basic-
ally useless. This way, it gives the
sound some balls.

You like the Syndrum?

Yeah; I really dig them. I've been
looking for electronic things for years.
As you can tell, I've got a wah-wah
snare drum and I've had that since *73.
I don’t use the Syndrum very often
but when | hit them it’s at a dynamic
point and they stick out like a sore
thumb,

Where do you get your style from?

1 have a whole combination of people;
Gene Krupa, Buddy Rich, Phiily Joe
Jones, Chico Hamilton, all the real old
greats. When | was growing up there
weren't any good rock drummers;
Sandy Nelson was the best guy and
he was terrible! | grew up in between
eras. It was when rock bands were
starting to happen and big band jazz
was still happening.

1 understnd you've just produced one
of Japan’s leading female vocalists.
Yeah, her name is Carmen Maki and
she has been voted the number one
singer in Japan for the past four years.
I’ve produced the album in LEnglish.
I’ve produced it, played on it, written
about seven of the tunes for it and I'm
a featured artist on it.

You’re putting together the Carmine
Appice Band for your solo project,
who will be on it?

I got together all of the people that
were involved in the Maki album. Earl
Slick will play guitar, Jim Diamond
will do all of the vocals and Duane
Hitchin will play keyboards. The singer
comes across as a combination of
Stewart and Plant (Robert) a real
exciting, high energy voice.

So you’'re really trying for a pop record

as opposed to a ‘“‘drummer’s” record?
Well, I'm going to do basically what

I've been noted for. It’s sort of going
to be like Cactus music but with better
songs. More like “Hot Legs” and “Born
Loose’  the Stewart stuff but with a
little more of an instrumental sound.

Your newest clinic tour involves
donations to the Unicef Foundation.
Yeah, we are working with the store
owners to develop a $3 entrance fee to
the clinic. Out of the money collected,
Unicef will get 50 percent. It’s been
working real well. After just a few
clinics we’ve managed to donate over
$2,000.
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aj Mahal is a rare breed of
T modern Afro-American musician.
While most of his peers and con-
temporaries are playing disco, funk,
rhythm & blues and avant garde jazz.
Taj has gone back to the Roots: to the
gospel music and rural blues of southern
America, and the more atavistic Afro-
Caribbean music of the West Indies for
his sources and inspiration.

But at the tender age of 37, not
only does he play the country blues of
Mississippi John Hurt, Blind Willie
McTell, Blind Arthur Blake, the
Reverend Gary Davis and others with
great love and skill, but among his
peers he is one of the most respected
black musicians in America who can
also play and write with ease in the
realms of reggae, soul, funk, rhythm &
blues and jazz, as evidenced by the
soundtrack that he scored in 1973 for
the movie “Brother”.

Born May 17, 1942, in Harlem, Taj
grew up in Springfield, Massachusetts,
surrounded by all shapes and forms of
music. His step-father was a classical
pianist and Big Band enthusiast so Taj
grew up with Stravinsky, Mozart and
Beethoven, as well as Nat King Cole,
Coleman Hawkins, Illinois Jacquet
and Duke Ellington.

Taj claims, however, that his
personal musical style is influenced
more by West Indian music, Calypso,
Ska and Reggae, than big band or
classical music. His family’s genea-
logical roots stretch back, through his
father’s side of the family, to the West
Indian island of St. Kitts. Taj’s child-
hood was filled also with the rhythms
of the steel drum bands and other
musical forms that were indigenous to
that part of the world and formed the
cornerstone of Taj’s musical direction.

Musical influences and direction
came from other areas as well. The
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black cultural influences from all over
the world, and consequently, Taj’s
musical development was that much
more electric. He remembers, ““I associ-
my whole thing, about how 1 feel
about the world, with a lot of music.
With a lot of different types of music
and of people, rather than only a Wilson
Pickett-type, or an Otis Redding-type,
and that’s all there is. 1 associated
myself with a whole picture.”

But Taj had a burning desire to play
jazz when he was still very young, the
cool, cerebral jazz of John Coltrane
and Miles Davis. But at the age of 10
or 11 he decided that, “You can’t just
jump out there and start blowing like

The Rebirth of the Delta Blues

Coltrane. You've got to start at Point
A, before you can move to Point B.”
And for Taj, Point A was rhythm &
blues, and Mississippi Delta blues.

Taj picked up his first guitar at
about the age of 11. “It was an axe
that my father had lying around the
house that I picked up and started
playing; learning Chuck Berry, Jimmy
Reed and Howling Wolf riffs.”” Though
Taj reads music, his guitar playing is all
self-taught, since he wanted to learn
the way that most early pickers
learred, by ear and trial-and-error.

Some of his earliest influences were
country and western pickers that he
would hear on the Grand Old Opry
broadcasts late at night while he
listened on his crystal radio set.
Pickers such as Merle Travis, Chet
Atkins and Bill Monroe. He also started
hearing blues guitarists such as
Leadbelly, Jesse FKuller and Blind
Lemon Jefferson at about the same
time.

When Taj entered the University of
Massachusetts, where he majored in
Animal Husbandry and minored in




Agronomy and Veterinary Medicine,
his musical horizons expanded ten-fold.
For the first time he met white kids
who also dug and played the blues,
country songs and the exchange of
data and energy was overwhelming.
There he met Buffy Saint-Marie, who
was president of the Pioneer Valley
Folklore Society at the time,
and Bill Keith bluegrass musician
extraordinaire.

Of that time Taj remarks, “This
generation of people, of musicians,
should spend some time getting edu-
cated. That was what was so much
more interesting and exciting when |
was going to school in the Sixties. The
people weren’t just interested in hearing
the music, they were interested in
learning and understanding the history
of it how it evolved. I had no idea
that outside of the black musical
community, there was any concern for
that side of things.”

After college, Taj moved out into
the east coast folk circuit, and quickly
became known as a blues musician par
excellence. ‘1 was one of the very few
young, black musicians at the time
who came along and saw it for what it
was, took direction from it and contri-
buted to it, and learned from it. It was
a very exciting time,

“Freddy Neil was anchoring it
down in Florida, and Jim Kweskin had
put the light on it in Cambridge and
Boston. Then you had the stuff
happening in New York City, like
Dave Van Ronk, Maria D’Amato
better known now as Maria Muldaur)
and the Even Dozen Jug Band, which
included Steve Katz, Stefan Grossman,
John Sebastian and Felix Pappalardi.
Just a whole lot of everybody.”

After playing the cast coast for a
number of years, Taj moved west to
Los Angeles. There, along with Jesse
Lee Kincaid and Ry Cooder, he put
together a band called Taj Mahal and
the Rising Sons. He played the West
Coast concert circuit for a couple of
years and in 1967 released his first
album, entitled Taj Mahal.

1967, released his first album, entitled
Tuj Mahal.

Down through the years Tuaj has
recorded 15 albums, three of which
are movie scores: the aforementioned
Brothers, Sounder and Sounder II. He
also had acting roles in Sounder and
Scott Joplin: King of Ragtime.

Today, Taj and his family live in a
modest home high in the hills above
Berkeley, California, where he bases
his solo and Cosmic Band tours that
keep him busy crisscrossing the US on
college, club and studio recording dates.
As a result of all of thisextensive work,
Taj’s guitar style and sense of musician-
ship has developed into a style that is
quite distinctive.

Taj’s finger-picking style is taken
from the older styles of Mississippi
John Hurt and the Reverend Gary
Davis. He usually uses his thumb and
his first two fingers, although some-
times he’ll use his third and fourth, in
what he calls, “an open-handed style,
without the use of finger picks.”

He first experimented with teeth
from some of his mother’s old combs
as substitutes for flat picks when he
was learning his Chuck Berry, Bo
Diddley, Jimmy Reed riffs, rhythms
and strums. “But what | wanted to do

was kind of ‘pick’ the guitar. Then 1|
started studying the pickers, to find
out who they learned from. That’s
when I said to myself. *Oh. Now I see
what’s going on.” And then I picked up
on the different guys. I started to learn
about their different lifestyles, and
how they learned. A few years later
came the folk thing, and there was a
closer focus, you could actually see
what they were doing..

“l like the ‘open-handed’ style. 1
don’t play with picks. Well, maybe a

mandolin once in a while, I'll play pp
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