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Korg introduces a revolutionary,
low cost, 6-voice, 2-oscillator,
programmable polyphonic synthe-
sizer. The new Poly-61. With a
level of technology so high, and a
price so low; it boggles the mind.
The poly with the sounds and
features that make the rest

of the field obsolete.

Two Digitally Controlled
Oscillators Per Voice —

for a full, rich sound previously
available only in synthesizers
costing several times more.
Digitally controlbed for superior
pitch stability.

64 Program Memory With Fuli Edit
_and Program Move Capabilities.

New Digital Accessl
Control (DAC) —

advanced digital programming
technology for complete and
precise control over all program
modes, parameters and edit,
functions. Large, easy-to-read
LED dispjay instantly lets you
know where you are at all times.

Fast, 8-Second Cassette Tape
Interface —

for unlimited program access and
storage. Verify mode and interactive
display ensures easy, accurate
transfers. ‘

The Lowest Cost, 12-0's'cillator,
Programmable Polyphonic
Synthesizer Ever Made.

For complete Poly-61 literature, write: Unicord, 89 Frost St., Westbury. N.Y. 11590.
For Demo Record and full Korg catalog, enclose $3.00.

The Poly-61 also gives you a
versatile Arpeggiator with Latch
mode; Poly, Chord Memory/Unison
and Hold modes; four way
Joystick with separate LFO;
Release and Program Advance
footswitch jacks; full five octave
keyboard; plus the famous sounds,
quality and reliability that have
made Korg the number one name
in electronic synthesizers.

So visit your Korg dealer today
to see and hear the new Poly-61.
Feature-for-feature no one can
match its price, because no one
can match its technalogy. For
name of nearest dealer call: (800)
645-3188. Iin N.Y. (516) 333-9100.

Hunﬁ ...we put it all together

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




Editorial @
BT U — ELEPHANT STANDS

and our interview should shed some light on perhaps

the most misunderstood rock personality since Ziggy «
Stardust. Stan Hyman and Vicki Greenleaf sat him DESIGNED TO
down in New York’s Market diner, and coaxed him to /\ HOLD ALMOST
open up in some surprising ways. cepnant @

BRAND X, supergroup you may fondly remember, B ANYTHING”

is no more. Happily, the individual members live on,
some in the spotlight (Phil Collins), others in relative
obscurity (John Goodsall). We’d just been wondering
one afternoon here at the office whatever happened to
PERCY JONES, the incredible bass player for that
ensemble, when lo! We happened upon him right on
the street here in Manhattan. We’re pleased to have
Mr. Jones with us as a columnist, and his first offer-
ing, “Going Fretless’’, is hopefully just the beginning
of a long association with IM&RW.

From our U.K. correspondents comes an interview
with BAUHAUS, a British cult band beginning to
receive acclaim and acceptance here in the States, and
closer to home, we have an update on the EDDIE VAN /1
HALEN/KRAMER GUITARS/IM&RW Guitar / f

Guaranteed To
Hold 500 Ibs.

Collapsable for
Portability

Lightweight
. All Steel
. Easy To Use

Giveaway. i ‘ . “SEND FOR
Mike Shea continues his Recording Session Pro- ; T
cedures series, and we have reviews of lots of goodies, s ‘F REE CATA LOG UE

including the Drumulator, a digital drum device for
under $1000.00, an EQ/Spectrum Analyzer from

Soundcraftsmen, the Korg Poly-61 synth, a Time-Delay MBO - Box 181 - Dobbs Ferrv, NY 10522
FX unit from ADA, and a host of others.
Enjoy.
SD

A NECESSARY
ADVANTAGE FOR
TODAY’S
MUSICIAN.

Professional, Amateur, Teacher

or Student. Whether you entertain

friends at home, or you play for sell-out

crowds, there's one musical instrument

that actually makes you a better musician,
SOUNDCHASER. Soundchaser is intelligent. It
teaches, records, synthesizes, and even prints music.

What sets Soundchaser apart from other musical instru-

ments is the software. Not just any software, but the kind of
programming that has made Soundchaser the #1 choice of
musicians, educators and computer users worldwide. Software that's
easy to use. Software that delivers all the excitement and creative h&
dom you want, without the confusion and high price you'd expect.

Become one of today's musicians, find out what Soundchaser can dafotyou.
Soundchaser. A necessary advantage for everyone.
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SHIFT INTO
SUZUKI FOR
-i._ K UIKIVIAN

EELZCTRIKS pPREMIUM POWER CABLES

Before you hit the road this summer, check out the starting

: lineup of new products by Suzuki. Don’t leave home without first
|| stocking up on EELECTRIKS, the thickest, meatiest cords & cables
you've ever seen. Standard accessories include 3/8” thick double shielded
cable, solid brass military plugs and our exclusive “Powereyes” see-through
plexiglass viewing window. Now you can spot trouble a mile away before
you blow a fuse. Put yourself in control with visual dependability and a

lifetime guaranteel!
MBEY

AUDIO AMPLIFIERS

When it's time for a pit
U stop, practice all night without
disturbing a soul with the world’s
smallest, most powerful audio amplifiers.
Weighing just 2 pounds and standing only
5 inches tall, these 2-way coaxial speakers easily
fit into your luggage and provide the keyboard or guitar
player with high performance sound quality for just a few
cents a gallonl And when your gig’s all done, transform your Walkman
cassette into a dynamic stereo system for everyone to enjoy. Just plug N-10-CT speakers

into the headphone jack and rock around the clock.

4

A SUZUKI MICROPHONES & WIRELESS SYSTEMS

If you've taken your budget to the redline, you can now go wireless without
going broke! Our new wireless transmitter and receiver set fits all eight of the
new Suzuki professional dynamic microphones or any other brand as welll And
the guitar player will be tripped out over our wireless guitar transmitter and
receiver with a specially designed antenna hidden in the guitar strap. Each
set has a suggested sticker price of UNDER $150.00!

So if you're going to push yourself to the limit, take Suzuki along
for the ride. Road test the best at your authorized Suzuki
Musical Instrument Dealer soon. For the dealer
nearest you, call 619-566-9710.

flllll/l(
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WE MAKE MEMORIES WITH MUSIC



L etters

Can’t we still
be friends?

Dear Editor,

| have been getting
IM&RW for about two years
now and it is a fine
publication. llowever, |
have noticed that the
concentration has shifted
more towards equipment
instead of music and
musicians. Indeed, the page
borders read “"The
Complete Equipment
Magazine'™ where they used
to read “"The Complete
Music Magazine.”" This is
not a complaint really,
because I realize the
labyrinths of recording and
engineering, and have
friends who appreciate your
comprehensive study of the
necessary gear involved.

IHHowever, I myself am a
musician who plays an

acoustic instrument. | do
not forsee becoming an
electronic musician. How
much of a call is there for
electronice clarinet?

Primarily, for IM&RW's
shift in focus (and my lack
of appreciation for it), I do
not wish to renew my
subscription,

I have enjoyed IM&ERW,
particularly the interviews
with people like Lou Reed
and Brian May, who don't
grant interviews to many
magazines. I have such a
backlog of issues and
articles that I have not yet
read, that trying to catch
up will probably keep me
amused for another two
years.

Marie McLaughlin
Linwood, NJ

Return to sender
Dear Editor,

I saw an advertisement in
the October issue of IM&RW
for the Rhodes/Chroma
synthesizer. There was no
address to acquire
information, so I am asking
you to send me the address
so I ean get the
specifications and more
details. Your co-operation
would be greatly
appreciated.

Jeffrey M. Watkins
No address given

(Ed. Reply: The address is
Fender/Rogers/Rhodes, 1300
E. Valencia Dr., Fullerton,
A 02631, tel: (T14)
879-8080. Neat time, Jeff,
youw might try including
yowr men address.)

Who can | Turner
to?
Dear Editor,

[ recently bought a copy
of IMERW, Oct. 1982, and
am enjoyving it greatly. Your

interview with Lindsey
Buckingham was excellent
and I was wondering if you
could possibly give me the
address of Turner Guitars,
which are the type Lindsey
uses. | saw Fleetwood Mac
in concert recently, and
was very impressed with
the sound of Lindsey’s
guitars. I'd like to get more
information on Turner
instruments.
Thanks, and keep up the
good work.
Charles M. Schubert
Englewood, CO

(Ed. Reply: We tried our
best, Charlie — Twrner
used to be located at 24 E.
Comenercial Bled., lgnacio,
CA Y4947, tel: (415)
883-3571. Upon calling to
verify, we found that the
wienher kad been changed
to (707) 7784841, When we
attenpted to reach this new
wanher, we were rnforned
that {1t had been
disconnected with no
referval wiwnber, Sone days
you just can’t win. . .)

Don’t use AK
because the

e GmbH. Austria

AKG 1983 ) Akuslis

the reason
they d

The Oak Ricgz Boys

From Courzry to Country/Rock
thair distinctive four part harmonies
have made them one of the pramiere
vozal groups n the world of music
Jce Bonsall, Richard Sterban
Duane Aller and Bill Golden co first
class on the road and in the studio

Their micrcpnone of choice: AKG

The D320B s just one of the micro-

phones in the 300 series used by

thz four Oaxs. Here s why

* |zs Anti-feedback Hypercardiod
Polar Pattern

« A Three Position Low Frequency
Equalization System

* A Field Reclaceable Plug-in Trans-
cucer System

* A Patented Hand-held Noise Can-
celling Systam

* A Rugged Stainless Steel Grill
Inner Protective System

* A Hum-bucking Coil that Elimi-
rates 80 Hz Hum Pick-up

» And Most importartly, the D3208
Delivers the Legendary AKG
Studio Sound on Szage

Your AKG cealer would be happy to

show you the D3208B as well as the

ccmplete series af AKG micro-

phanes. We know you'll find good

reason to join The Oak Ridge Boys

and make AKG your microphone of

choice

b
QCOUSCICS

AXG ACOUSTICS
77 Selleck Street
S:zamford, CT 06802
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Reader Survey

We want to know what you're thinking about. In particular, we want you to tell us what we can do to be more
effective and helpful to you—what type of articles, features, and columns you'd like to see added (or deleted)—or
anything else you think we ought to know. Please do us (and indirectly, yourself) a big favor, and fill out the
following survey, returning the completed form to INTERNATIONAL MUSICIAN & RECORDING WORLD,

12 West 32nd Street, New York, N.Y. 10001.

The completed surveys will be entered in a prize drawing, and five (5) lucky winners will receive a FREE LIFETIME
SUBSCRIPTION TO IM&RW, as well as complimentary copies of the IM&RW 1983 EQUIPMENT TEST GUIDE!!
So, be certain to include your full name and address, as well as a daytime phone number, so that you won't miss
out on this hot offer.

1. AGE 2. SEX .
3. INSTRUMENT YOU PLAY (list more than one if necessary)__ - _

4. What are the types of articles you enjoy reading most in IM&RW? (list five)

5. Do you consult IM&RW to learn about new types of equipment?_ —

6. Do you consult IM&RW before you go to the musical instrument or pro-audio dealer to check out gear?.
7. Have IM&RW's equipment tests and product reviews influenced your buying decisions? (Check one:)

Not at all. Stronély.
. Slightly. __ Very Strongly.

8. Please name other musical instruments or music magazines you regularly read or subscribe to:

9. What, in your opinion, sets IM&RW apart from these other magazines?

10. Do any of these magazines provide as much or more product information as IM&RW?

11. Name some feature ideas, or ideas for regular columns which you would like to see in IM&RW:

12. Check from the list below those features or departments you would like to see dropped or changed in some way from
IM&RW.

Product News_____ Transcriptions

OnSax_ A Good Hard Listen_

Guitar Talk On Trumpet_
OnBass____ Computer Synthesis Explained
Drum Clinic.___ “On Test” Articles

Letters

Why or How?




The sound of

precision.

New Series 2000 from MXR. Six effects
with startling accuracy and clarity.

When you hear the MXR Series 2000 pedals,
you'll understand the meaning of precision. Ex-
ceptional control that's consistent from one end
of the range to the other. A sound so <lean, so
accurate, so completely free of internal noise and
unintentional distortion that there is no other
way to describe it: this is the sound of precision.

This completely new design approach provides
flexibility that doesn’t exist in other pedals. Re-
mote switching. Remote iniout indication. Auto-
matic switchimg-to the highest voitage avaitable
when used with an AC adapter.

Musicians want precision in their sound. It's
now available at selected MXR Musical Products
dealers: the new Series 2000.

8 New Distortion +, Dyna Comp, Phaser, Stereo

Flanger, Stereo Chorus and Time Delay ® [Ex-
tremely low output noise at full 20HZ—20KHZ
bandwidth and maximum effect settings ® Long-
lived battery operation B External AC input
capability with built-in voltage regulation for sta-
ble output level B In/Out indicating LEDs ® Dual
outputs B FET switching for completely silent
operation ® Unigque multi-function interface con-
nector provides remote switching, remote inlout
indicatiorn, automatic selection of highest voltage
available (when used with AC adapter] 8 Rug-
ged construction for long, dependable operation
m Exclusive MXR one-year full warranty.

m ... the musician/engineers

MXR Innovations, Inc., 740 Driving Park Avenue
Rochester, New York 14613 (716} 254-2910

MXR Innovations, Inc., 740 Driving Park
Avenue, Rochester, New Yark 14613

[] Please send new Series 2000 catalog.

Name

Address

B




LR

The world's first intelligent keyboard.

From beginner to professional, Korg's SAS-20 Compu Magic is the
personal keyboard with a brain. Compu Magic does it all:

In The Home: it's the computerized keyboard of the future. Learn on
it, have fun with it, teach yourself to play. Anyone can easily sound
like a full orchestra and play many popular songs with just one finger.

In School: Compu Magic can accompany groups and singers, and
develop practical knowledge of music theory. Lightweight, portable
and easy to carry from class to class.

For Professionals: It's sophisticated enough for composing,
arranging, performing. Great for practice. It's a true “one-man-band.”

FEATURES:

o Compu Magic Accompaniment—A Korg Exclusive! Plays rhythm
and changes chord progressions automatically while you play the
metody.

e Innovative Synthesizer Technology—for realistic instrument
sounds: piano, organ, strings, brass, harpsichord, flute, etc.

Wil

e Rhythm & Accompaniment Section—16 different authentic preset
patterns. Push-in cartridges add unlimited rhythm and accompani-
ment pattern selections.

e Key Transpose—automatically changes entire keyboard pitch to
match music or vocalist. Simplifies playing.

# Dual, Built-In Stereo Speakers—Compu Magic can also be played
through your stereo system or external speakers and amplifiers.

So whether you're a beginner or a professional, the smart thing is to
get your hands on an intelligent keyboard today. The Korg Compu
Magic. For name of nearest dealer call toll-free: (800) 645-3188.

In NY: (516) 333-9100.

Manufacturer of
Professional Music
Instruments

Exclusively Distributed by

Unicord

Westbury N.Y. 11590

Selected Distributorships Still Available.



PRO SOUND
Powered Mixer

Toa's new MX-106 is a 6-input, self
powered mixer with plenty of puice.
Its built-in power amp puts out 300
watts RMS @ 2 ohins, and it features
as well a built-in electronic analog
ccho unit, a 9-band graphic Eq,

Product News

design to the 4 and & string basses,
and comes with two active, low
impedance EMG/Overlend pickaps.
Controls are kept simple — volume,
tone, and 3-way toggle selector. The
double-ball end strings which the
guitar uses are being manufactured
by Superwoand and LaBella (the
guitar comes with a set), though

ETOA POWERED MIXE

“Aunto-Comp’ compression cirenity
fluorescent bar graph metering,
other sophisticated features. Con
Toa for details at 480 Carlton Court,
South San Franeisco, CA 94080, (4103)
189-H51 1.

GUITARS
One guitar burger, hold
the headstock

Finally, the Steinborger Gatar is
here. Enveiled at the June NAMM
Expo in Chicage, the 6 string electric
is. s expected, quite simidar in

300 watts
of Toa

simultancously. The MMI12 features
12 input channels with built-in RFI
filters and 3-way Eq with + 12dB
boost cut, and 6 output channels, as
well as a high output headphone
amplifier for monitoring cach output
mix, and a host of other features.

For info, contact Rane Corp.. 6510
216th SW, Mountlake Terrace, WA
98043, (206) TT1-7309.

Digital Nakamichi

The DMP-100 Digital Mastering
Processor is Nakamichi's entry into
the affordably -priced digital
processor field pioneered by Sony,
dbx, JVC and other manufacturers.
The DMP-100 offers a choice of 111
or 15-bit quantization and is
compatible with any home VCR
transport. With 16-bit quantization.
the DMP-100 vields a dyvnamic range
of 92dB and distortion less than
0.005% . Suggested retail price is

conventional strings may be used as
well.

Contact Steinberger for info at 475
Oakland Ave.. Staten Island, NY
1310, (212) 447 THOO.

PRO SOUND
Let it Rane

Rance’'s MMIZ2 monitor mixer is a
compact, cost-¢ffective unit designed
especially tor use ie small ¢lab
situations, Its simphified lavout was
set-up with the lone soundman in
mind, who must operate both the
main desk and the monitor mixer

e I.L--MMI»‘ {111 -
ARG -

Nakamichi Digital Mastering
Processor
about $1,990.00, and complete
details on the operation of the DMP
100 may be obtained from
Nakamichi, 1101 Colorado Ave.,
Santa Monica, CA 90401, (21:3) 451
5001 .

Continued. . .

A siv-string burger

4 unit of Rane

IM&RW/ 13




Product News

guitars in the line. The RB6OO
features a medium-scale 327 maple
neck set into g solid ash body. All
hardware is by Thanez, and the bass
comes with one "Super P4 single-coil

finest reproduction and tonal
response of any Martin

acoustic electrie system ever, lomay
be factory instatled on any model
Martin acoustic guitars, Contact them

...Continued

New Community

The VB7T90 is a low-frequency

vented horn system molded from one
picce of hand-laid, balsa-reinforced

pickup.

Contact Ibanez for details at PO

for info at 510 Sycamore St
Nazarceth, PA 180G, (215) TH4-2837.

fiberglass. The system comes with Box 886, Bensalem, PA 19020 (215)

cither a 157 or I8” loudspeaker, and
may be purchased in kit form as well
(no enclosure). The 15”7 version lists

638-8670.

New from Doyle

Stainless Steel
Roundwounnds

Fender has introduced stainless

for $738.00, while the 18" version
intended for subwooter applications
lists for $848.00. Contact Community
Light & Sound at 333 E. Fifth St.,
Chester, PA 19013, (215) 876-3400,

T.W. Dovle's newest pickup is the
SuperTom, a high impedance output
humbucking-type pickup that is
primarily designed for music
requiring broader frequeney ranges
than usual.

steel roundwound strings for bass
and guitar, cach available in four
different gauges. Stainless steel was
the material of choice due toits
longevity, durability, and resistance
to humidity, skin oils, and other
string killers.

Contact Fender at 1300 E. Valencia
br.. Fullerton, CA 92634, (T1.1) 879
S080,

NAMM Equipment Special

A look at just a few of the goodies
on hand at the Summer NAMM Expo
in Chicago.

GUITAR
More on the Roadstar

Ibanez introduced the Roadstar
Series at the Winter NAMM expo
California, and has now announced a
bass model to complement the

970L1.045

Supersound, Super Tom

The pickup can be used either by
itself, or in conjunction with Dovle's
-1 guitar pickup ‘system’, which
comes with a 6-position toggle
selector, offering six distinet tonal
variations.,

Suggested list price is $99.95 for
the pickup alone, and $260.00 for
the complete SuperTom Systen.
Contact T.W. Dovle at PO Box 517,

Westwood, N OTETH, (201) 6643697,

Stainless steel strings

Calamari from Soundborn

The Octopus, as some of vou may
already know, is a conversion kit
from Soundborn Rescarch which
atlows vou to turn your standard -1
string bass into an 8 string. The
bridge uses 1 Schaller M6 Mini tuning |
kevs which react upon the four |

New Martin pickup

Martin has introduced a new
acoustic guitar pickup, the Thinline
3320 which was developed as a joint
project between Martin and Barcus
Berry.

The pickup is said to deliver the

Soundborn squid

A slimline Martin

One for the road Continued. .

14 . IM&RW
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TOUGH CHOICE.

At some point you'll realize that you're ready for
something better, something truly professional.
That old sound system doesn't do it anymore, and
you need something with increased acoustic output,
low distortion, high power handling, uitimate reliabil-
ity, and extreme ruggedness.

In other words, you're ready for Cerwin-Vega.

When you decide to make your move, though, you
might find that the choices can be tough. Espec'ally
when you're confronted with the most complete|line
of professional audio systems available.

We make 10 vocal reinforcement systems alane,
including the highly popular V-29, V-30X and V-31X.
These systems incorporate a new family of compres-
sion drivers based on advanced diaphragm and voice
coil technologies to detiver maximum acoustic out-
put, high intelligibility, and resistance to heatand
fatigue.

Of course they employ Cerwin-Vega 15"
woofers—an industry legend for thunderous bass
response and reliability.

They also feature the toughest cabinet construc-

tion around. Each cabinet is built out of seven ply high
grade plywood and covered with rugged nylon
indoor/outdoor carpet (Ever notice how other pro
equipment manufacturers are starting to use this
covering? We have. We were the original.) That adds
up to avirtually indestructable enclosure.

As if performance and ruggedness weren't
enough, whan you choose one of our vocal reinforce-
ment speakers you have the additional satisfaction
of knowing it's completely expandable. So when
you're ready to move into larger performing areas
you have a choice from eight add-on systems for low
and high frequency reinforcement.

Which Cerwin-Vega system to choose? That'll
take some thought on your part and a visit to your
local C-V dealer ta decide. But whichever system
you choose you can be assured of one thing: with
Cerwin-Vega you always come up a winner.
SOUNDS TOUGH? YOU BET IT I1S!

<“Cerwin-Vega!

Cerwin-Vega Inc. 1225@Montague St., Arleta, Ca. 91331
(213} 886-0777 Telex No. 662250
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Humbuckers from Washburn

additional ~strings from the bridge
position.

Naw, Sonnedborn has a new
conversion kit available, the
Imraquad which enables yvou to
convert oy standard 1 string bass to
A headless hass with foomr bridge
mounted Schaller M6 tuning
michines. For information on the
two conversion kits, as well as pre
made headless necks designed 1o
work wita the Intraguad System,
contact Soundborn Rescarch, 4001
Falls Rd.. Badtimore, NIy 21211, ¢301)
3030718

Two new Washburns

Washburn has two new solid
bodies, one with tremolo, that make
use ol what they call a “vertical
humbuckimg system™, whiclu is
apparently o stacked doable coil that
delivers single coil tonal
characteristios when tapped by a
push pull volrine pot. The reverse
mode, of conrse offers humbucking
sotnd and characteristies. Bodies on
both instruments are older, and the
bolt on necks sre maple. Both the G
S0VES and G 30VOA carry a

suggested list price of $699. For info
contact Fretted Industries, 1415
Waunkegan Rd.. Northbrook, 1.
60062, (312) 1983710,

O’Hagan Laser

The Laser s O Hagan Guitars” first
single coil model, and it features 3
Schaller pickups, Schaller bridge
(cither in gold or chrome), and
Schaller mine machines, The body is
cither maple or walnut with a set
through neck. Tremolo s optional.,

Contact Jemar Corp., 2901 -1th st
SEC Minneapohs, MN 55411, (612)

9202270,

Epiphone USA Series has
new name

Gibson Guitars has recently let us
know that. in a not completely
unexpected marketing move, the
Epiphone USA Series of Tow to mid
priced goitars will now be produced
under the Gibson logo only . The
reason for the switch is that since
the Epiphones are built in the Gibson
plant and backed by the Gibson
warranty. they should be included as

part of the standard Gibson line, thus
letting players who are short on the
cash required for a Les Paul still own
a Gibson guitar. It may sound like a
matter ol semantices, but this isn’
the first time an instrument
manufacturer has adopted this tyvpe
of marketing position, by any means.
For more details on the new, more
moderately priced Gibsons, contact
them at PO Box 100087, Nashville,
TN 37210, (615) 366-2400.,

.
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Radiating sounds

Mean Dean

The latest from Dean Guitars is the
Bel Aire. a double cutaway solid
hody with a maple neck, optional
rosewood fingerboard (no extra
charge), 2 single coil pickups and 1
humbucking pickup. a 5-position
selector switeh, and tremolo unit.
The Bel Aire lists for $799, and is
offered in a choice of 13 finishes,
Contact Dean Guitars. 6117 N.
Ravenswood Ave. Chicago. 1L 60626,
(312) T43-6115.

Continued on page 51
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EVERYONE IN THE MUSIC INDUSTRY KNOWS
THIS AMP WILL NOT LET YOU DOWN!

Crown and the music industry
have had 16 years of experience
with the DC 300A* power amp
Yeuars in which its ruggedness,
power, and sonic accuracy have
been proven under the toughest
conditions.

Every roadie has his own legend
about the DC A's* performance in
impossible situations — like the
one that flew through the metal top
of an overturned truck, landed in

the mud, and played first time out
after a quick blow-dry.

[t's the amp every musician
wants in order to stay in tune and
on schedule.

*Officially, for today's improved model. DC300A (I0C) Series 11

If money’s a little tight or you're
just getting started, ask your dealer
about the Crown L 150A (10C0)
Series 1. A little less power, same
ruggedness and sonic accuracy, but
fewer dollars. And when you're
ready to move up to the DC 300A,
you’ll be pleased at the great
trade-in value.

If you’re not yet a “Crownie,”
go see your dealer — soon. Call us
for directions.

crouwn.

1718 West Mishawaka Road, Elkhart, IN 46517 (219! 294-5571



PEAVEY BASS SYSTEMS: BETTER BECAUSE WE LISTEN.

Peavey Electronics is one of the few
companies in the industry perfecting
hass amplification systems designed by
working musicians as well as engineers.

For example, our Mark IV Series
Bass™ is the result of a ten-year program
of research, listening to musicians’
suggestions and exhaustive field testing
with touring groups. Valuable
information that cannot he acquired in a
laboratory is gained from our direct
involvement with many of today’s top
hassists in all forms of music.

Today's music requires louder,
cleaner systems that are flexible enough
to produce a broad range of tonalities
while maintaining portability.

That’s why we've devoted so
much effort to the
implementation of bi-
ampable systems

such as the new

Peavey Max'™,

the most powerful hass system ever
produced, with each channel delivering
nearly 500 watts into a 4 ohm load. When
the channels are driven simultaneously,
the Max™ produces well over 800 watts.
The Max™ also features eight-hand
equalization, internal variable crossover’
and a studio quality patch panel.

We don't stop with just great
amplification systems. Peavey makes a
complete line of "performance

engineered” bass guitars. Guitars that are.

amazing not only for their affordability but

LEON MEDICA
Of leRoux

leon’s bi-amped
Peavey set-up:

Mark I Bass™ Head

/{

711 A Street
Meridian. MS 39301
C 1983

‘(

CS400™ Stereo Power Amp

CS-K00™ Stereo Power Amp

Ten-Band Stereo Graphic™ EQ

Two 412 Scorpion™ Enclosures (Highs)
Two 118 Black Widow® Enclosures (Lows)
Peavey 1-20* Bass Guitar

d

PEAVEY ELECTRONICS CORP

also their playability. Using patented
production methods along with ideas from
some of the most respected bhassists in the
husiness, we make instruments that have
changed what a lot of people have come to
expect from a bass.....and made in America.
Peavey understands the hass market.

We make the hasses, the amps, and the
speakers to match.....and noboby else in
‘the USA does this. See your authorized
Peavey Dealer for a closer look at our bass
amps, speakers, guitars and Glider” hass
strings specially tailored for today’s bassist
or write for a copy of our

Monitor magazine

featuring bassist, Leon

Medica of i2Roux.
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Good Hard Listen

lan Anderson

Ian Anderson is Jethro Tull. Literally end
Siguratively he has been both captain and
navigator for Tull since its conception in the late
’60s. Over the course of the years Jethro Tull’s
music has received the highest of praise to the
most critical of drubbings. Honest and outspoken
without reservation, Anderson preoved to be no less

revealing given a good o g%l listen:

1. Roland Kirk (flute) — ““‘Serenude to
a Cuckoo’ from the album I Talk
With The Spirits. (Limelight Records
LS 860008.)

IA: That's actually the first time 've
heard that song since 1 was 17. That
album and that piece was the first
flute music that [ ever heard that
struck my ears as being different than
using the flute as a classical or
orchestral instrument. Years later,
when [ was tempted to learn the flute,
that was the tune that stuck in my
nind. As I had no lessons or fingering
charts, I had to find out for myseif
how the instrument worked. This was
a simple tune to learn as a first piece.
[t was easier for me to blow and sing
at the same time because I couldn’t
really make a pure sound. [t became
one of the stage pieces in the early
days of Jethro Tull. Hearing it again is
quite interesting because the
crudeness of the sound is what is so
attractive about it. On a personal level
[ would rate this very highly. Five
stars, the highest. It's gloriously free
from a lot of the cliches I heard in a lot
of the lightweight Jazz of the time. He
was very brave to play something
quite as simple as that with such a
primitive sound. Roland Kirk was a
primitive jazz musician. Not in the | <
sense that he didn't understand "/’
melody and harmeony, but in his style.
[t's similiar to Charlie Parker in his
day, in as much as it didn't matter if
the instrument squeaked. The odd
wrong note was permissable provided
the flow was right. [ go along with
that kind of music. This is a good
example of Roland Kirk at his simplest
and in a sense his best.

2. “Sonata in A Minor for Flute and
Guitar Op. 1, No. 1.7 Allegro
movement. From the album Music for
Flute and Guitar: An 18th Century
Serenade. (Jean Pierre Rampal flute,

:.\Hi' '
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Good Heard Listen

.Continued

Rene Bartoli guitar.)

IA: I have absolutely no idea who's
playing although the guitarist is
sufficiently out of time so that it could
be John Williams. The flute playing is
sufficiently stumbling and breathy. It
certainly can’t be James Galway. The
style was quaint Englishy kind of
music. If you're in the mood*it’s nice
stuff. If you were at my home right
now it would be cooling down for the
evening and you'd be sitting beside 16
century beams and a quiet fawn. It
would be nice to hear this music
echoing through. It would seem
absolutely natural if you were in that
environment. Needless to say, I don't
play that sort of music at home. I don’t
play any music at home other than
what’s on the top 40 radio. This is fun
but it’s not what fires me musically. |
don’t feel terrifically involved with
that sort of thing, although I can see
how you might think that this is
terribly meaningful to me. What stirs
me is the howling sounds of the
bagpipes and a single drummer on a
castle wall. If you're looking for the
Folk memory, that's what moves me.
It's not that rather quaint formalized
court music of whatever period that is
from.

3. “Wildest Dream’ from the Asia
album. (Geffen Records GHS20008.)

IA: I thought you'd probably play
some of that. I'm sorry for bursting
out laughing but I didn't recognize the
opening bit. It sounded like early Yes,
but when are they going to get to the
idea”? The simple rhythmically
puncutating thing sounds circa middle
70s, but I can’t remember it being
quite as bad as this. As soon as I heard
John Wetton I knew who it was. On
the positive side, no-one is more
surprised than me that this album is as
big as it is. The good things about it all
come from John Wetton. I've never
been a big fan of Carl Palmer. He's got
a lot of technique but it doesn’t take
him that far. Just before they did this
album Carl rang me up looking for a
job. I guess he was ringing up
everybody looking for a job, because
he was as far out of it as he could
possibly be. It only happens that John
Wetton was also out of it, having done
a disastrous solo album after leaving
U.K.

JS: What about this particular sony?

IA: It's amusing and it does all sound a

little corny to me. I guess what I do
probably sounds corny to other people
too. John sings well on this but I'm not
greatly enamoured with the lyrics.
JS: How many stars would you give
i?

j

i
0%

V

“With the
demanding
gigs we do

[ need quality
and dependability.
That's why [ like
Furman. It holds up -

I”

and I'm gratetul!

FURMAN SOUND

457 “Furman Gear
Holds Up
Forever!”

Jerry Garcia/ Grateful Dead

FURMAN SOUND, INC. « 30 Rich Street
Greenbrae, CA 94904 » (415) 927-1225
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IA: The track? The album? The group?
JS: Anything you like.

IA: In the final anlaysis I've got to
give them a lot of credit for making it.
I say best of luck to them because 1
was a disbeliever. The track itself has
got a very nice little harmonic twist
around the point when they sing
“Wildest Dreams."'" A lot of the
ensemble playing sounds kind of
phony in the light of what people are
doing today. There are a lot of things
that are grabbed at. The band is very
careful to play with Carl Palmer.
Sometimes Carl has a problem with
keeping the old metronome going and
he is a bit erratic. But they stayed
with him and made the best of it. I'd
give it 3% stars but don’t expect me to
listen to the whole thing without
snickering.

4. “And I Moved "' by Pete Tounsend

from the solo album Empty Glass

(Atco 8D 32-100).

IA: That was Pete Townsend. 1 like
Simon Phillips playing the drums. |
don’'t know the track. I've heard this
album recently otherwise 1 would
never have known who it was. These
guys are too anonymous sounding. Iis
own performance seems to be watered
down by having a bit of a bland band
behind him. He should have played all
the instruments himself. Pete
Townsend is one of those rather
disturbed confused guys that keeps
doing it. He keeps hanging in and
having another go. l owe a lot to Pete
Townsend and the Who. They are one
of the three best Rock groups of all
time.

JS: Who are the other two?

IA: The Rolling Stones, the Who and
Led Zeppelin would be my three
favorite Rock bands. They are the
classics.

5. “Peaches 1" from Frank Zappa's
Tinseltown Rebellion album
(Barking Pumpkin Records
CBS88516.)

IA: That's Frank Zappa. He is one of
two people who are really meaningful
and totally original in the sense that
they are 100% American artists. The
other artist is Captain Beefheart. They
are untainted by the British groups.
Over Nite Sensation was the best
album he's done. The songs are really
songs. I also think Frank got braver
with his singing. The only other
problem I have with Zappa is that he's
afraid to ever get serious. He's terribly
afraid of being honest and ever saying
anything from the heart. He waves his
comedy like a shield.

John Stix
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- With his acting career taking a
temporary back seat, Bowie is once
again ready to dance into action with

the ‘Serious Moonlight' tour.

Ou Let’s Dance you wovhed
with an cutively different

erew of measicians thav the ones you
worked with to the pest. Are you
pleased with the results?

“Yeah, tremendously . worked
with Nile Rodgers from Chic and a
mnvber of his friends. When |
sarted off, Fdeaded that T wanted
to work with people whom | never
worked with before: T didn’t work
with Carlos Alomar or Dennis Davis
ar the band 1 usually work with. It's
been two yvears since we all worked
together and everybody 's kKind of
gone their separiate ways: Dentas
plays mainly with Stevie Wonder
now. So I thought, "Well, if the band
is going to change any way 1 might as
well start off with a whole new band
this year’. Thev're terreific and ['m
quite happy.”™

But, werven't you nereous about
Sfinding a chewistry that would work
as well as the one you had with yowr
band?

“Yeah, very. But that s what made
it exciting — not knowing. They
didn't know what | wanted and |
didn’t really know how they 'd
respond to my ideas. | think it's a
good idea to dive into the deep end
musically if you're getting too
complacent about things,™

Can you describe where Let's
Dance *‘fits in’" awmong the rvest of
your work?

I guess the nearest thing is that i
displays the same exuberance as
Young Americans. 1t's the most up
2lbum I've made in a long time. |
think it also turned out to be a
simple album because we all wanted
to find an immediate common
ground. So it didn’t become too
indilgent or too experimental. 1'm
hapoy to have done an up album
after such a long time = well, it's
relatively up compared to a lot of my
stulf” (laughs).

Is the “tup’ on Let’s Dance a
reflection of how you feel about
cocrything that's going on in youwr
life now? Continued. . .

IM&RW  July 1t



.. Continued

CNooNever, 've always painted an
cntirely fantastic — in the dictionary
definition of the word  picture of
my albums: the albums always being
for me the definition of an
alternative world. I've come to learn
that anything vou do is only as good
as the feeling it leav es vou with a
couple of vears later. So I'm never
immediately excited about anyvthing.
It's often hard to be objective about
any work in the same time space
that yvou're doing it in.

Whew yoa ook bacle, wlial albums
of yours ace you cocited about?

“There are two that really matter
to me and a bit of a third. [ think
Dittrond Dogs beeause of the
atmosphoere and the use of
synthesizers. 1 think the album plays
hetter today than it did then. 1 feel
proud of it in terms that it really was
1980s music in 1970 The atmosphere

an that s so. it was a musical

propheey; the use of ent up Ivries,
the barogneague way of working and
the use of synthesizer not to
reproduce other instruments, but to
create an atmosphere that has now
hecome such a total part of new
music. That one was very important

to me. [t's also an album that never
fails to create the same atmosphere
that Fgot from it when I first made
it. Some of the others don’t have
quite the same strength of character.
That album and Low equally as well,
becanse it was a lovely experience
for me to again try to redefine our
music at the time. Also parts of
Young Awiericaus T felt were just a
terrific combination of cultural
pluralism (laughs). 1 think that's the
way ol defining it. It was lovely to
try and produce that kind of hyvbrid
music: half funk and halt Furopean.

The two attitudes came together and

it was very interesting,

You classity Diamond Dogs «nd
Low as gowr Leo faeaeite albams onl
aof all of your warl:. Ou Diamond
Dogs you renlired to lake almiost
cowplete fusteamentol
responsibility: mace thaw gon ever
had previousty and on Low yon were
coperimentiog with the subeonscions
wriling of wusic and othee wniquae

Jorms of musical copression. Was il

hetre 1o find other wusicians that
supported youwr arant garde
thiviking?

“Absolutely, It's very casy 1o
explaim. I alwavs felt very nervous
about asking musicians to play the
kinds ol things I wanted them to
play. There came a point when |
said, "Godl T ean™t ask him to play
that. he'll think P adammed fool”

World Radio History

And that's always sort of inhibited
me. So. when it got to that point,
especially on Diamond Dogs when it
came to some of my ideas on how
vou should use synthesizers in
particular: nobody was tryving to
make them sound like a synthesizer
- Tdidnt want to tell a synthesizer
plaver 1o do that, so | started doing it
nmyself. Also the horn parts — the
saxophone parts — because [ do play
saxophone. I would have much
rather plaved them mysell on that
particular album, because [ didn’t
want to have to tell the sax plavers,
‘No. dont want vou to play in
tune. I want you to be a half note
Flat.” (laughs). I just didn’t swant 1o
tell musicians how to play and play
wrong things. I was too
cmbarrassed.”

Bul they weven’t wrony ™. A ol of
those divectives hiare becoure
established concepls in conlenporary
nusie,

“They subsequently proved to be a
particular direction in music, so | felt
alot safer. Then I built up alot of
confidence in the bands that T had:
Carlos Alomar, Dennis Davis. George
Murray and those guyvs., We started
again on a very communal basis with
Young Americans and that again was
a mecting point. It was a confidenee
building time between us. [t was a
wariness that became a very strong
musical bond. but it possibly got 1o a
point — I don’t know, | wouldn’t
want to be presumptuous — but |
magine it may have gotten
predictable and that's when one has
to start all over again. So. vou start
working with new musicians. There's
apoint when I ean predict how
they I interpret one of my ideas and



that’s when the fun goes. Because |
like to throw things out to people
and sec¢ what they're going 1o do
without knowing in advance.
Because when von know in advance,
vou start writing in a particular way.
That’s okay, but some of the friction
goes.

Is that why the split came with
long-time guitarist Mick Ronson?

It was really simple with Mick. |
admire Mick's guitar plaving very
much, but I feel that Mick was not as
open to new kinds of music as he
possibly could have been. He had a
particular point of view about the
guitar which was absolutely
unshakable and I couldn’t work
within those confines. | wanted to
set much wider parameters.”

How did you come to choose Nile
Rodgers as your producer?

I've just always adored his
basslines and the drum and bass
togetherness he's had on all the
records he's been responsible for
with Bernard Edwards. And | like
Nile. T met him at a club one night a
couple of vears ago and I've been
really gung ho. We both had exactly
the same response (o rhy thim and
blues. That's another aspect that's
come up very strongly on this aibum.
When | was playving saxophone, [ was
plaving mostly R&DB bands. Nile's
rhythms are rhythm and blues, as
well. 've never gone back as
strongly to rhyvthm and blues as |
have on this album.”

Vad what do the new musicians
youw worked with add to gouwr soend?
Al the musicians on - — not by

calculations. but by the fact that
they are friends of Nile Rodgers more
than anything else — have turned
out that it's more-or-less a Latin
band. And that's given it a certain
lightheartedness that [ think
otherwise it might not have -
had. So, if there's anvihing
(outstanding) abour it

there’s a human rhythm i

there that is happy and

an over- riding

positive feeling that

['ve not had

before. There's a

charming

feeling

about it.”’




SERIOUS
MOONLIGHTING

Any wnsician in particalar who
“heocked gow gl 2

I think the guitarist on this albam
is absolutely dvnamite, His name is
Stevie Ray Vaughan and he comes
from Austin, Texas. He plays like Al
King all the way down the line. 1 saw
him working at a jazz festival in
Switzerland a couple of years ago
and I couldn’t believe it. T hadn’
seen anvbody like that since | saw
one of the Kings — and 1 think it was
probably Albert. There's probably a
bit of all the Kings in his playing:
Bebe, Freddy and Albert.™

Do gouw think this is a part of
Darid Bowie that vo one has ever
Jeeavd before or cren anlicipated?

I don’t think anvone would have
expected quite such a positive
ontlook from me. I never felt that |
was a good-time person.”

Why not?

“I'moquite a serious person. | never

felt I was the lite and soul of parties
or anvthing. 1 thought, "Well, let's
not try and fight that on an album.”
There's no point in me trying to go
out and make happy stomping music.
It’s not really my thing. But this
occasion of working with new people
and wanting to be happy with them
and wanting them to have a good
time working with me produced this
very happy atmosphere without even
really realizing 1 was going to end up
with it.”

Do you still have aew ideas that
you wanl Lo pul owd or iaee yoo
Sinally fowad a plane that's
comfortable for Darid Bowie?

“Well [ guess we've gone full
cirele and that brings us back to the
new album. The one thing I can tell
vou about is that it s completely
without synthesizer. There is NO
svnthesizer on it It's just that, to
me. the way the synthesizer is being
handled, iCs begun to represent @
new high techo society, I didn't want
that Kind of atmosphere. so 1 took it
right of ' the atbum. | tried to make a
more personalized statement. ™

But arve you still au
caoperiwewlalist?

“Yeah, I think this album certamly
has experimental aspeets, bat [ don’t
think it’s as overwhelming as some
of my previous things. 1 think the
reason that it isn’t so overwhelming

is because Ididn't want to scare off
these new musicians, I actually had
impulses to. . but thought, "Oh God.
[ really want to be very careful herve
because all these are new guys I've
never worked with before’.
lovervbody in the studio. even the
technicians were different. I'd never
worked with anvbody and I really
felt on my own again, [ felt we
should just find common ground
where [ felt happy and where they
felt happy. So. rather than a
compronise, I think it was a question
of finding a vocabulary that we both
understood. And for me. that was a
very succeessful thing to do; an
encouraging thing to do. Where yon
can musically meet and feel happy
with cach other. It didn't start out to
be an experiment. but to beeome
friends musically and this is how it
sounds. 1t's more of that statement
than this is a brave new world and
here's my icy statement that will
again predict something tantamount
turning to catastrophe for the world

““I’ve never gone back as
strongly to Rhythm and
Blues as I have on this
album”’

in the next fow yvears™.

In the late "7TOs youwr ineolvenment
L masie seemed Lo decrease wlile
your participation iv fihm copanded
greatly, What triggerved thal wmove?

“Toward the end of "75 1 had a
complete, catastrophic emotional
breakdown. Drugs had an awful lot
to do with it almost 100 pereent —
and trying o live a rock 'n’ roll life
that I wasn’t cut out to do.
Fortunately, [ had friends around me
who got me out of America and rock
nroll. A rock ' roll life is so self
serving. [t took me a long time to get
over. | should have been
hospitalized, but I didn’t want to get
the stigma of going into a mental
hospital. Because [ had such a bad
time in rock n’oroll I theught that
mavbe I should get involved in one
other side of the arts; maybe [ should
move into films™,

Hone did you go about piceinyg your
Life baek together?

I went to Berlin to find an
environment unlike Catifornia. It
scemed loreign and alien to anyvthing
that I'd been through. It was rough
and tough and it wasn't a sweet life.
[ got to know very good people
there: not just the musicians, but
some poets and fairly heavy leflt-
wing people who were living there at
the time. They were highly critical of
the society they were living in and
were highly critical of people like
me. After I started to get well again,
I realized that I wanted to recapture
what 1 wanted to do when | first
started writing music. But 1 also
wanted to capture that freshness in
acting and directing’’.

How did you decide you iwere
ready (o retarn (o yowr work?

It was no immediate decision. It
came very slowly in fact. At the end
of the three years, [ found that [ was
capable of doing a lot of things again.
[ didn’t need to live in Berlin
anymore but I didn't need to run
back to the womb of self-
enlightenment cither — New York,
London and Los Angeles. My life is
really quiite a simple affair now™,

You're starving in Lo movies,
Merry Christmas Mr. Laurence
and The Hunger. Iu the latter, you
portray a campire doomed to die
after 300 yeavs of ageless cvistenee,
We wnderstand that you had to go
througl a painful ageing process on
the set.

I took five hours every morning
to apply the makeup and an hour
cevery night to get it off. It was
absolutely inhuman. But it didn™t
have the effect on me that it did on

Continued. . .
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Take control of your drum
sound with ATM micro-
phones by Audio-Technica.
We have all the right
models to deliver the
sound that moves
your group and
your audience.

for instance,

Our ATM11R,

goes down to 30 Hz and is crisp
and smooth all the way up to
20 kHz. What you rlay is exactly
what they hear! Move in as
close as you wish without dis-
tortion or overload. The ATM11R
car. mike anything you play
except the kick drum (and we've
got a killer mike for that)!

The great sound and high
headroom (141 dB SPL) of the
ATM11R comes from our ad-
vanced Fixed-Charge electret
element, remote-powered from
your mixer. It has an ultra-thin
diaphragm (just 4 microns thick)
to respond instantly and accu-
rately to every sound you make.

And don’t worry if you ac-

. cidentally hit an ATM micro-
phone. They're all-metal and

really Road Toagh. No fra-

" so many others. And

gile plastic to shatter like

Up Your Drums!

very small to keep your kit
clean, uncluttered, and easy
to play e

Now about the kick drum...
the ATM21 Unidirectional Dy-
namic will give you the crisp,
powerful beat you're looking
for. No distortion, even when
buried in your hottest drum.
In fact, it's a great all-around
dynamic for close-miking your
entire kit when remote power
isn't available.

Ta find out how ATM micro-
phones can help your sound,
visit your nearest Audio-
Technica dealer. Or write for
our colorful catalog. We've got
everything you need to make
your drum sound the very best
part of the mix!

‘ Model ATM11R Unidirectional
\ ', Remote-Powered Condenser

Microphone. Under $160.



others. [ saw it happening over a emotionally living the character all
period of five hours but when [ the way through the day. You don't
wialked on the set, other people have to go back and analyze what
would offer me their seats even effect that scene will have as a piece
knowing that it was me! [ was paid on screen, Instead, yvou're living,

an awful lot of attention as this really living the part. Because you're
endearing, old chap. It was most moving from one scene to another so
bizarre™”. quickly, vou're got to keep up with

What was your reaction (o the vour character. I think it will be a
Sinished product? really overwhelming movie™ .

CIve not seenit yvet! T think it's a Can you deseribe yowr character
more Hollywood-type movie than and also detail what you feel is so
Oshima’s film (Merey Christmas My, compelling about this work?
Lawerence). The last 1 heard was that I just thought that it was a very
The Hunger was given an X rating powerful subject and a very
and that they were trying to bring it interesting one, It's a disorienting
down to an R rating. Apparently, it is look at the Japanese point of view of
graphically violent and very sexy. | the prisoner of war camps.
never saw the final version but | Previously, the camps had only been
understand that there are some love filmed through the eyes of the
scenes between (Catherine) Dencuve Anmericans or the British: 8yidge
and (Susan) Saradon’. Over the River Kiweaii and that kind

Hene did your associalion with of thing. It's as simple as when the
Nagisa Oshima come about? Germans did their film, Das Boots,

1 knew of him in terms of the about the U-boats. This one is Japan
films, The Ceremony and In the opening up and saying, "This is how
Realm of Senses, He apparently came we feel about the camps and why we
to see me when I was doing The feel we were so sadistic’. Oshima's
Elephant Man and wanted me all such a left-wing guy that it’s not
along for this particular movie entirely sympathetic toward the
(Merry Christmas Mr. Laiwerenee). Japanese. [ only know the film very
[ie'd been wanting to do this movie subjectively from the role [ played; a
for five years, but couldn’t because disillusioned rather morally
of his banishment from Japan. So, he bankrupt, young Australian New
came over to America and told me Zealand lawyer who went into the
that he wanted me to do this movie. army as a means of guilt more than
He asked me if I would wait for him anything else. [ thoroughly disgraced
(until the banishment was lifted) and my vounger brother whe was a
I told him that I would stop hunchback by refusing to recognize
whatever I was doing to do the him as my brother. Over the yvears
movie, Two years alter that he got this has given me this enormous guilt
on the phone and said, "We're going complex and my sure way out is to
to start filming in three weeks, So,
got ready.” | had (o eancel a load of *I never had much faith in
things, but I .did 07", myself as a performer”

What intrigued you about working
with the man?

“The most amazing thing about
Oshima is the loyalty that surrounds
him, his erew. his ¢einematographer,
his designer all refused to work for
anyone else during those five yvears.

Many of them went broke waiting
for the master to make his movie.,
Another amazing thing is how fast he
works and how emotionally wound
up vou get while working with him, [
mean he just does one or two takes.
[ie builds you up to know that yvour
chief work is going 1o be done within
one or two takes. So, you get into
this momentum and vou're

go into the army and be a hero by
dying™.

How do you feel you've improved
as an actor?

[ think ['ve matured a bit more.
Yes, ['ve dropped the character; |
think my first confrontation with
movies I wasn’t quite sure how to
get out of the character at the end of
the movie. | was warned — by
Donald Suthertand — to be aware of
the movies because | was new to
them and wasn’t used to the vacuum
at the end of a movie which lasts for
two or three weeks, In the past —
especially during The Man Who Fell
To Earth — I'd carry some of the
character through to my own life. It
stayed with me for ages, but now ['m
able to shake them pretty easily™.

Your work in film, as well as
music, seems {o be more Enropean
oricnted than dirvected toward the
Awervican markef . ..

1 couldn’t agree more, | couldn’t
agree more. ['ve been happy to the
extent that my work has been
accepted over here (in the U.S)). |
think that I've been successtul. |
mean, that was my experiment and [
found it very enjoyable. [ had a
notion way back — I want to say this
without being pretentious — of
trying to take what's called high art
and making it accessible (laughs) to a
wider community. [ was always the
kind of kid who, when I found
something new, wanted to tell
everybody else about it. But, [ was
elitest enough to drop those things as
soon as they became popualar
(laughs). I wasn't alone about this; a
lot of the early '70s bands had the
same preoccupation. One learns at
art school how to apply it to Rock 'n’
Roll. I think that Rock 'n’ Roll
became the new pioneer country for
artists who couldn’t make a
successful living as a painter. For a
lot of us, Sid Barrett like Pink Floyd
— it was a new land, a new kind of
canvas to paint on.

1 think it's been accepted
amazingly well in the States although
it ends up in America being
categorized into some identifiable
position. I do think my music’s MOR
(laughs). And [ don’t think people
are aware of that. Art can be
enjoyvable (laughs): it can be a lot of
fun! I guess I didn’t confine myself
to one aspeet of modern music and it
seemed possible to play around with
it and make a hybrance of R&B and
art rock and whatever',

You seem 1o have always
considered yourself more of an all
vound artiste rather than a

Continued on page 86
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Continued from page 26

recording avtist. You've studicd art,
dirvected and produced The Lodger
and Scary Monster videos, acted on
stage and [ilve as well as
participated iv the production of
yowr allnons, Has i been a conscions
ciiort to remain aeant-garde?

1 must say that T was terribly
wary of being too well defined in
terms of that [ didn’t want 10 be
limited. If vou become a main-stream
artist, the audience will positively
refuse to let you do anything new. 1
think Springsteen has been the most
successful recently. He's been one of
the few who have been able to erack

that and get back to what he
considers are his roots. But he had
an awful problem getting out of folk
into hard rock, into the Kind of
music he wants to plav. [ wanted to
be very careful and it made my
audience much smaller, but it made
me a happier artist. 'm my own
liability . I can make any amount of
mistakes and learn by them and not
lose the audience that 1 do have
becanse theyv're very partial 1o me
moving around a lot’".

By not Hinditing gowrself te nusic
as your only means of capression, do
you feel that your recording carveer
las enduwred longery than you wodd

have otherwise expected?

“Absolutely. T couldn't make it a
career as such. I couldn’t look
around and sav, "Well, which song
should T write or which song should |
cover just 1o keep me suecessful’,
That would be a cul de sac for me. It
wouldn't have given me any kind of
enjovient. I atight as well have gone
back to painting. It just wouldn’t
have interested me enongh'™.

Do you jeel yowr actineg has
influcnced yowr work as o wusician
or vice rersa’

CThat s interesting, isn'tit? As a
performing artist, 'l have to see. |
mean, I haven't toured for. . this
will be six vears: alter The Maw Who
Fell To Earth 1 did toar for a short
time but it was like the ice man
cometh! It was certainly a very stoic
Kind of tour. It was definitely
mfluenced by the movies but having
done The Elephant Mar and the new
movies | think 1 nught have
redefined my attitude on stage. As
far as my actoal mosicianship, it
hasn't really done much. But [ do
believe that the divectors have had
an infhtence onomy writing and
making records™,

Acting has always playged o parl in
youwr stage peysona thowgh. When
wou plaged Ziggy, gow Took Hie role
Soonnclo o feeart that it appeared
that gou also became Zigeg off stage,

“Yeah, 've been terribly aware of
that. I would never say that 1 have a
terribly nataralistic stage persona. N
was inthially a means ol getiing my
songs heard. didn 't really have tall
conlidence m omyvsell as aoso called
natural performer. Instead ol just
putting songs over in a natural way
I wantted 1o hide behind something,
And so, at that time, the characien
became part and parcel of the songs
It scemed a good ront from behind
which T could perform the songs. |
never had much Faith inomaself as o
performer. But it's very odd, because
it turned ont that | was o good
performer. O was it that | was only
a good performer because | was able
to play a character?”

With all the projects gon"ve been
workoneg on finally beivg completed,
I inmcacine gou've most cociled aboat
secing Hhe pablic's reactions.

I guess I should be more excited
than T am. But 've come 1o learn
that anything vou dois only as goad
as the feeling it leaves vou with a
couple of vears later.”

Vicki Greenleaf
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Percy Jones:
Going Fretless

Percy -Jones, as anyone |
who has heard him play
will tell you, is the
world’s premier fretless
bassist. He is also so
damnably modest about
his gift that sometimes
you want to grab him by
the throat, shake him,
and scream “Oh, come
on! Don’t tell me you
really have no idea how
good you are!”’

Truth is, he does: it’s just
he'd rather play and
ruminate on musical
concepts than trade eqgo
strokes, a refreshing trait
indeed. Jones’ work with
“Brand X'’ established
him as a formidable, yet
SJaceless, instrumentalist.
Since that band’s demise,
Jones has been playing
and writing and shaping
his musie into a new
Jorm, and armed with
new techniques, he’s
recently emerged from
relative seclusion. "
His new band, the first in 7
quite some time as
“Brand X’ was a tough
act to follow, is called
“Stone Tiger’'. As we go
to press, they will have
Just returned from a
concert tour of Japan,
and will possibly be
readying themselves to hit
the American road. If
we’re lucky.

When asked by the editor to set niy
thonghts on the electric bass down
on paper, I confess T was somewhat
veluctant at first, having ney et
attempted sueh o task before
However, atter some consideration |
began to think that perhags [ eould
help other bassists avoird some ol the
pittalls which betell me earlier inoms
plaving cioreer, while also offering
Y O perspectiv e on certain

|

aspects of plaving the instrument

Al that astde. let's talk about a
transitional stage that some players
may he poing through now o and ’
others considering strongly . naanely
making the transition from tretted to
retless electric bass, The maan thing
that scems to worry nost play ers s |
whether they will be able 1o cope ‘
with intonation. i order to shed
some hght on this, | should go back

Continued
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in time to about 1971, when |
decided to make the transition.

At that time, [ was playing an old
Gretsch hollow -bodied bass which
someone had likened to the Q.E.20 In
spite of its bulk, though. the
instrunent had great character, as |
had replaced the original pickups for
a more versatile sound. My source
for technical inspiration at this time
was coming not from electric bassists
(as the standard of playing was not
particularly high then), but rather.
upright playvers. My own technique
on acoustic bass was very poor, but |
watched and listened and learnced as
much as I could. Because the style of
music that T was playing then was
suited to an eleetric and not an
acoustic bass, I was moved to try out
an instrument that incorporated
some of the qualities of both. This
was a seeond-hand Fender Precision
fretless, which approached at first
with great curiousity, wondering if
all the vears I'd already put into
playing the electrie bass were in
vain. After only 10 minutes, I knew

this wasn’t so — mueh of my fretted

Percy Jones

Having trouble taking
guitar solos from records?
Let Dr. Licks end your
frustration. Each volume
in the Dr. Lick series
gives you...

@ Note-for-note transcriptions
of complete solos (not just
excerpts) as performed
on records by top artists

@ Easy-to-understand tabla-
ture plus standard notation

including all bends,
slides and special effects

@ Musical analysis with each
solo helps you improve
your performance, broaden
your techniques.

NAME
ADDRESS
QTY/STATE/2IP

0 Play It Their Way! Exact
Solos from Lynyrd Skynyrd &
Steely Dan Hit Recordings

~

Latest Volume Contains
8 Great Hits

Vol. Il
Lynyrd Shynyrd
Free Bird—Call Me The Breeze—
What's Your Name-——S5aturday Hight
Special
Steely Dan
Don‘t Take Me Alive-—My Old Schoot
Bodhisattva—Hey Hineteen

L o o . ——— . — e ————— . — ——
Please send O Dr Licks Vol |
Enclosed 15 $9.95 plus $1.00 postage & handing for each volume | have
selected Total enclosed: $

DOCTOR LICKS.

327 Haverford Road, Wynnewood, PA 19096 qoa3

Vol. | Vol. il
Solos by Solos by
The Cars, Yes, Randy Rhoads,
Led Zeppelin, Eric Clapton,
Rush, Eagles, Loverboy,
Foreigner Stray Cats
and others and others
O Dr Licks Vol | ) Dr. Licks Vol. Ilt

bass technique was immediately
applicable and this fretless
instrument was vielding a “singing™
quality that 1 had never been able to
obtain with the old Q.1.2.

This tonal quality was so pleasing
to me that it gave me the incentive
to play and practise a lot enjoving
it immensely, as though | had
suddenly discovered a new
instrument which I hadn™t known |
was capable of playing until 1 picked
it up. At first, the major obstacle for
me was the adjustment irom the feel
of a hollow-body to a solid-body.
since the latter does not fight
back™ as much. This adjustiment
came rapidly simply by playing
constantly. The next obstacle was
getting the intonation truly accurate,
for by tus time. I was using the
fretless at rehearsals, and the first
Brand X album was imtpending — the
pressure was on to get i right (or a
“sound job”, to guote an expression
used in Wales and Spanish Harlem).

The neck had dot markers on the
side corresponding to the fret lines,
so the first thing I did was adjust the
seale length so the notes fell right on
the dots. This helped with intonating
visually, but nevertheless, Tdid
expericiee a parallax effect when
looking at the extremes of the
fingerboard. This feeling, though, |
eventually adjusted to, as well as the
odd sensation of playing on the fret
(if it existed) rather than just behind
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Percy Jones

While alt this practising and
experimenting is going on, vour brain
is learning to establish a relationship
between pidel and the physical
position of evervthing between vour
left (or right} shoulder and vour
tingertips. This eventually
(hopefully) becomes antematic. In
fact. [ once knew someone who
could play “Donna Lee™ and talk
about “The Lattice Theory of Quark
Confinement” simultanconsly
though I'm not sure of the muasical
value of this particularly unigue
achievement.

As tiine goes by, vou shoudd be
exploiting many of the possibilities

it. as with a fretted bass, Despite this
visual aid, though, the crux ot good
intonation lies with the ear
especially in the bigger vegister. The
first step I took on the road towards
building campletre facility with the
fretless was to work on developing a
feeling for where the notes fell on
the fingerboard. I foand that ihe
quickest way to achieve this was o
use open strings or harmonics as
ronal references (of course, be sure
vour bass is in tune first, and that
the bridge is correctly adjasted). For
example, if vou want to locate P on
the open G string, play it along with
an open D ostring and yvou will hear
that familiar intevval, the major
third. It vou dor 't then you are not
fingering the note correctiv. You can
find a relationship between most
notes on the fingerboard and the
open strings. As an alternatnve to
open strings. harmaonics can be used.
For instance, sayv vou are attempting
to intonate Bb on the D string

rather than relate this to an open B
string (which creates a rathes
dissonant interval. at leass for this
purpose), play the D harmonwe on the
G ostring along with the Bl and youw
should again have a major third. You
can see 10 is highly worthwhile to
find all the harmonics on the
fingerboard and to know what notes
they are. This is time well-spent.as a
cood knowledge of this will improve
vour overall musicianship.

i ].

made available to vou as o fretless
bassist. many of which are now
possible on the fretted bass, One
obvious one is ghissando, which can
he nsed in subtle wavs such as using
quarter-step intervals as passing
notes — or even s bona fide notes
i a scale it you are interested in
some of the Bastern forms of music,
Your success with this technigue will
depend on your car-brain motor
curenit rather than your exve, and will
come only with practice and
patience.

Next month, we'll talk about other
fretiess techniques and other
exciting things

i POLYTONE

repeatedly, the best performer has

THE (Q

With It's All New, Powerful, Lighterweight

MINI-STUDIO SERIES

Bass and Lead Amplifiers

OOPS. I almost frrgot MINI-
BRUTE HAD A BABY! Yot ve
got to see the unbelievable 80
watt RMS BABY-BRUTE.

An important development at POLY-
TONE is ourintroduction of acomplete
new line of Studio amplifiers we call the
MINI-STUDIO SERIES. And, yes, POLY-
TONE has the "EDGE” (two little horns)
self-contained in these new amps. Look
for our MODULATOR and newly im-
proved OCTAVE DIVIDER, with new
Channel Switching featured, all remote-
ly controlled.

We are first again ELECTRONICALLY
with more PROTECTION CIRCUITS
than ever to insure that musicians have
along-lasting dependable product. And
we're proud to say that POLYTONE is
American-made.

Oh, by the way all Poly-
tone amps have a new
coat: a 280z. weight
material called “BOL-
TAFLEX”whichis made
to last for hard on-the-
road use and is easy to
clean.

Send for a full line brochure:
POLYTONE MUSICAL INSTRUMENTS, INC.
6865 Vineland Ave., N. Hollywood, CA 91605
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“Miles’

Transcriptions

Mode"”’

Solo by John Coltrane

In the course of writing this colunm. | have concentrated
on two arcas: inportant sofos and feees which aren’t
avattable i sheet musie form or fake books. T rhink that
repertoire is extrentely important to the Jazz musician. A
Large and varied  knowledge of  tunes incereiases  one's
chances of working often. Mare impaortant i tane is really a
form for which the masician supplies the content, and a
limmed or uninteresting repertoire will hay e a stifling effeet
on hiscreativiny .

In the pasto | have transceribed "Ruby My Dear™
yves"amd Blaes On The Corner™

. Usonl
of

as o examples

alternative types of tunes, This month, 've done Coltrane’s
“Miles™ Mode™ (Coltrane, on Impulse). This is a “modal™
tunc which is rarely played but is; in iy opinion, one of the
best ol its Kind. The melody in the first four barsisa 12-tone
palindromic canon. It is a 12 note phrase using cach of the
tones of the chromatic scale once, followed by that siune
phrase reversed. Consequently, the first four bars ol the
melody read the same backwards and forwards. The solos
are in Coinor,

Dan Petrow
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The Art of BVauhavs

Back in the old days when revolution
was merely the act of punctuating
your sentences with ‘man’, and
beating the system simply involved
buying a student railcard, the
renaissance of musical rebellion was
but an embryo. All you had to do to
swell the ranks of these rebels was
to cut a: The length of your guitar
solos from 15 minutes to 15 seconds,
and b: Your hair.

Today, after Acid, Glam and Punk
Rock, musical rebellion has been
made a lot easier — the pathway has
already been cleared.

Bauhaus are coming to the end of
that pathway and are in that
uncomfortable niche between cult
acclaim and social acceptance.

The reason for Bauhaus being in
this position is the stark, dark doom
music they play. Music that is
unbending, in as far as conforming to
the Rock norm goes, and unnerving
as far as listening to them goes.

I met Bauhaus backstage at
Riverside Studios in London, where
they were preparing for a final
rehearsal before the first take of
their appearance on a British
television Rock program called The
Old Grey Whistle Test. They greeted
myself and photographer Paul with a
friendly “‘You're late’” — it was good
to set off on the right foot.

Pete Murphy, the one who looks
like the mutant offspring of Iggy and
Bowie, promptly decided that
IM&RW wasn’t for him and promptly
left the room, sucking his cheeks in
as he went. As | fiddled with my
new tape recorder 1 pontificated the
reason why the man actually bothers
to suck his cheeks in. I mean if his
cheek bones were any higher his ears
would be on the top of his head.

Meanwhile the band’s taciturn bass
player, David Jay had sat himself
down and from the determined glint
in his eye [ gathered that this wasn't
going to be easy . . .

So as Paul clicked and flashed like
a maniac in the background I
plunged straight in at the deep end.
Are Bauhaus non-musician
musicians?

Dave: *“To a point yeah, in the
unorthodoxy of our approach. We
don't approach things from a

musiciany point of view We find
that we approach things from a
lateral point of view. We like to
maintain an element of spontaneity
in our work. I mean who needs set
formats?”’

Don’t you think that you're
working to a set formula by playing
what is ultimately Rock music
anyway’

#a

“We’'re doing something that’s
different within the realms of 'Rock
music’.”’

So why did you choose Rock music
as your medium?

‘“Because it was a natural thing for
us to do. When we were kids it was
the thing that was uppermost as a
stimulating form of expression, it
was coming at you in every form and

Y>>




couldn’t be ignored.”’

So what inspired you to start
playing as an individual?

*‘I was fascinated by the Reggae
import records in 1970 and I just
wanted to work out what was going
on there because it seemed like some
sort of alchemy and it really knocked
me sideways. In a way [ regret
finding out what was going on
because it seemed more magical
when [ didn’t have any idea. I really
wanted to play bass as it was the
predominant instrument in Reggae so
I started playing on the bass notes of
an old acoustic six string, and as
soon as [ could afford it I bought a
cheap Fender copy bass and I used to
play along to the radio records, you
know, anything.”’

How did Bauhaus actually form?
Was it through a desire to play the
sort of music that you play, or to
satisfy a deep affinity you all have
for each other?

“*‘Well Kevin (Haskins, drums) had
been in the seminal Northampton
Punk outfit, the Submerged Tenth,
who played a total of three gigs, all
of which are now legendary in
Northampton and are talked about in
a hushed breath. The guitarist left
and Danny (Ash) joined, but we
never actually gigged then. Danny
wrote some stuff with Peter whom
he’d known since school and they
pressganged Kevin into drumming for
them, and then got a bass player
who didn’t fit so they contacted me
and asked me to play with them at
their next gig. [ said, ‘Fine, when’'s
the next gig?’ and they said,
‘Tomorrow night’. So I had to learn
the complete set in one night, which
resulted in us playing Raw Power
four times in one night, merely
through lack of material.”

All pretty run of the mill stuff. The
post Punk idea is now a hackneyed
answer that you can expect from the
vast majority of bands. This cliché
seems slightly incongruous to the
radically unique noise that Bauhaus
make, as does their history of cover
versions ranging from the recent
Ziggy Stardust to the earlier
attempts at Bolan's Telegram Sam
and Lou Reed's Waiting For The
Man. Why, if the band are trying to
get away from the big Rock’'n’Roll
cliche (which is so boring), do they
persist in paying homage to the
people who started the whole thing?

‘It isn’t a tribute really, it’s just
that we felt like playing them at the
time and offer an interpretation of
them"’.

The version of Ziggy Stardust is
very strict to the original.

“Well we just did that because we
wanted to do it. We had never
intended recording it or anything like
that. It was just that it was so
popular and we’ve been kicking
away at this door that opens up to
new horizons for so long, we’ve put
out eight singles most of which
could, and should, have been in the
charts.”

Why weren’t they?

‘‘Because we’ve never been
exposed to the mass populous and
we’'re just starting to get out of that
underground ghetto that contained
us for so long. The Ziggy single is, in
fact, a double A side with Third
Uncle and we thought that it would
really give that door a good kicking,
and once we're there you see we can
poison the minds of the nation’s
youth’’.

What do you want to poison their
minds with?

*‘You have to wait and find out’’.

On that note I turned my
condenser mike towards drummer
Kevin. When did you start playing?

*‘Oh a long time ago, about seven
years ago. I just wanted to drum. It
never entered my mind whether I'd
play in a band or not. So I had drum
lessons for about a year from a guy
who plays in a dance band and he’d
teach me Bossanova type things and
then say ‘This is a Pop tune’. |
actually used the Bossanova thing on
our first single Bela Lugosi’s Dead.
Mostly I just picked things up from
playing along with records.”

How did the Bauhaus sound come
together?

Dave: “‘It was just natural
evolution, it wasn’t premeditated or
anything like that. Maybe
subconsciously we knew the sound
we wanted, but it was never
calculated.”

Was it calculated in as much as you
wanted to sound different?

‘‘Well there'd be no point in doing
it if we weren’t going to sound
different. It was more of an attitude
at the time than the sound, I mean
that was almost secondary.”’

What is this attitude?

“It’s a hard attitude, an attitude of
confrontation. ..”’

Do you think that there’s still a
need for that sort of attitude?

*‘Oh yeah, more now than ever.
Things are getting so soft and stupid.
The records that come out these days
are just a load of old garbage. It’s a
shame that Punk didn't infiltrate
more so than it did"’.

This was a real ‘my sentiments
entirely’ situation and [ was sitting
there like a nodding dog without a

car window to look out of. But a
good wholesome IM&RW journalist
isn’t meant to agree with unsavoury
anti Rockist rebels such as Bauhaus
so I got back to the reason for IM
and asked Dave what gear he used to
produce his inimitable bass sound.

“‘Oh I knew we’d get around to
this,”” he said delighting in the fact
that he wasn’t going to answer my
question, ‘‘Er mainly black suits and
black shirts’’.

Yeah, are the dark glasses
important to the sound?

*‘No they just help me to see’’.

How about the shoe laces, which
type do Bauhaus favor to produce
the sounds we all know and love?

‘‘Well predominantly black; the
thinner the better’’.

Is that conducive to the bass sound
you want?

**No they're just conducive to
walking in a straight line without
your shoes falling off’’.

I didn’t have the heart to tell Dave
that Haircut 100 had pulled exactly
the same stunt when we’d
interviewed them. Anyway he was
laughing so much he probably
wouldn’t have heard.

If at first you don’t
succeed. . . Kevin what kit do you
use?

*‘(Laughs) I can’t think of a clever
answer. . .[ use a Ludwig drum kit’’.

How many drums do you have?

“‘Five or six...do I get todo a
drum review now and keep all the
drums?”’

Do you as a band feel that if you
want to get your message across you
need to be technically competent?

Dave: ‘‘Yeah competent enough to
express your ideas. But [ think that
there’s a danger of surpassing that —
we don’t want to get too good, too
proficient’’.

Would that limit you?

*‘It would be limiting in that it can
remove the raw immediacy of the
music’’.

Kevin: “‘[ think if I knew too much
I'd be trying to use that knowledge
too much — it would take a lot of
discipline. I think things can get
cluttered up.

*‘l see space as just important as
filled space.”’

Getting onto more general issues.
Do you resent being a CULT band?

Dave: “‘We don’t resent being a
cult band, but we resent not being a
chart featured group and being
disgustingly rich. We want to be in
the position whereby we can do
whatever we want and it’s received
on a very wide scale rather than just

Continued. . .




HOMEMADE DISHES FROM SUNN THAT REALLY COOK.

@

B9 spL 8350 SPL 980C

SPL 912€

B SPL 8112E

SPL 918R

SPL 8118

WITH THE WORKS. OR ON THE SIDE.

You can be choosy because SUNN'S so picky.
Back in 1973, SUNN was the first full line manufacturer to design, hand-build and test its
own speakers to insure quality components for its equipment. Today, you can install that same

SUNN quality into your equipment.

Better yet, get that quality in an enclosure. Hand-built from the plans up.
each SUNN enclosure is perfectly matched to its speakers in design, durability
and attention to detail. As a result, SUNN enclosures are more than just cases.
They are extensions of thelr speakers. Then SUNN's meticulous testing makes
sure they sound rlght sc you'll sound right. = -

Stop by your SUNN dealer to see the many speakers and enclosures |E.——"———e 2
available. Hear whats in store for you. Then start cooking. s

L]

SUNN Musical Equipment Company, the Sunn



Guitar Talk

“Fret Filing and
Profiling”

O f all the areas on the guitar that you require attention,

the neck and fingerboard are the most demanding.
There is a great deal of skill involved in detecting or determin-
ing what maintenance is required, and an even greater
amount to actually perform it. In previous issues, we briefly
covered high frets and how to deal with them. In this issue,
we'll cover sharp-edged frets and the essentials of profiling
frets.

Sharp-edged Frets

What are sharp-edged frets? If you have to ask, chances are
you don’t have this problem. Bless you, my child. However,
I'll explain anyway. In short, sharp-edged frets are PAIN.
These are the edges of the fret protruding just ever so slightly
off the edge of the board creating a miniature skin remover
even the Marquis de Sade would have been proud to own. This
problem is easy to detect and almost as easy to remedy.  usual-
ly like to tackle this problem in conjunction with profiling the
frets, as both procedures have to do with the same portion of
the fret itself.

Your basic tools are the sharpening stone, some 400 grade
wet dry sand paper, and a small fine double-cut file. If you are
able, try to grind the edge of the file smooth, thus lessening the
chance of scoring the face of the fingerboard. The tools to alter
the profile of the frets will include (if obtainable) a set of fret
files. These are not necessary, but are helpful.

Let’s tackle the sharp edges first. Take your guitar and posi-
tion it so you have access to the edge of your board and feel
comfortable working on it. Begin by working on whichever
side is giving you the most trouble. Oil your stone generously
and lay it on the edge of the neck so the flat of the stone is on
the edge of the frets. Gently move the stone back and forth
alongthe neck, being particularly careful not to slam the stone
into the body or head stock of your guitar. Stroke the edges a
few times and observe the area to notice how much material is
being removed. You want to remove only the excess fret, not
touching the fingerboard itself. I always stress moving slowly
and cautiously, keeping always on the alert and watching

Filing fret ends flush

Tapping down new fret.
Note radius of fret

Removing fret using end
cutters

closely. You certainly do not want to remedy one problem
while causing another.

If you are wondering where these sharp edges came from,
allow me to enlighten you. The fret, being made of metal, is
not affected by a change in climatic conditions; however, the
wood on your fingerboard is. The wood is highly subject to
shrinkage. When the wood shrinks, even only slightly, the fret
will protrude past the edge of the board causing the very sharp
edges of the tang of the fret to be extended just enough to
mutilate your fingers and/or your hand, depending on the
severity of the condition. At any rate, by grinding them level,
the condition is cured. Of course, if this were a new fret job
you would have to tackle the edges of the newly installed raw
fret anyway. But this is another topic we’ll cover at some
other time.

Profiling

Profiling is changing the actual shape of the round portion of
the fret. This is more commonly referred to as the head or
sometimes head of the fret. The fret becomes altered by nor-
mal wear, or after having been filed. At this point you may
prefer to have the original shape restored. If you have access
to a set of fret files, great. If not, don’t fret (I'm sorry, [ just
couldn’t help myself.)

For the novice, I now suggest you take some masking tape
and cut off enough 3" pieces to tape the fingerboard on each
side of each fret. This will lessen the chance of your marring
the face of your fingerboard. This done, we will now proceed.

Take a few moments, and study the area you are about to

Bead

Diagram of fret
wire

Continued. . .
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EVM™ Pro-Line Speakers

As a working musician or sound-pro, you con-
stantly work to improve and refine your perform-
ance. And we at EV know that today’s performance
demands a wider dynamic range and clean, clear
sound. It requires higher instrument or monitor
levels on stage
and more punch

out front. But

raising your per-

formance stand-
ards has been
expensive, until
now.

That's why
we designed the EVM PRO-LINE Series of extra
heavy-duty sound reinforcement loudspeakers.
The 15" and 18" models can handle 400 con-
tinuous watts of “real world” power (not just
laboratory sine waves) and an incredible
1600 watts of peak music power. The 127
models will take 300 watts continuous
and 1200 watts peak under the same
gruceling power tests.

They're the newest genera-

STANDARDS.

tion of maximum cfficiency. low-frequency speak-
ers designed for cost effective, high-level perfor-
mance. The EVM PRO-LINE can give you the extra
punch vou need with freedom from fear of failure—
even when pushed to their limits.

All of this power handling capacity comes
with the same EVM efficiency and reliability as our
industry standard EVM Series 11 music speakers.
Couple that with
EVM's 5-year loud-
speaker guarantee,
and our fast, efficient
repair service, and
you won'’t find a bet-
ter high-powered va-
lue than the EVM
PRO-LINE Series.

So raise your sound standards. Sce your EVM
dealer or write for more information
to: Greg Hockman, Director of
Marketing. Music Products,
Electro-Voice, Inc., 600 Cecil
Strect, Buchanan, ML 49107

Ey ElectroVoice

: | SOUND IN ACTION™

a g’Uth company
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=~ Zon Guitars

Featuring an ultra-sleek body with a fast-
action neck, the single-pickup Legacy bass
weighs a mere seven pounds. Send 1.00
tor cotor catalog

Zon Guitars
87 Cleveland
Buffalo, New York 14225

Guitar Talk

(716) 833-233

TONE
GENERATORS

for critical slide synchronizers
and other applications.

Zero cross detection.
Automatic repulse and
many other features.

Two models to
‘6 choose from

®

Write or g \
call for N
further infor-
mation. -‘e

Rt 4 Box 40
Lockport, IL 60441
(815) 838-1285
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Filing fret ends with three-
cornered file

Profiling fret with Pillar file

...Continued

work on. You want to be real familiar with the shape that now
exists, and the one you are about to render. You will notice the
sort of squared-off shape each fret has taken (either by normal
wear or induced by your stone). Your intention is to take that
squared-off edge and change it slightly to a more rounded
shape. It doesn’t have to be totally circular, but rather a
simulated shape, with just the sharp edge taken off to suit
your comfort.

Take the straight file (I'm assuming you may not have access
to aset of fret files) and place it alongside the fret. Set the file
at an angle with the edge of the file resting on the tape and the
teeth of the file resting on the fret at a slight angle. File the fret
inaback-and-forth motion, noting as youfile the change inthe
shape of the fret itself. You do not want to overdo the amount
taken off so again, proceed with caution! File both sides of
each fret in this manner. Follow through with the stroke,
making sure you cover the length of each fret you are working
on. You must also be sure to hold the file steady as you work,
so the shapes will be consistent. If you find it alittle difficult to
cover the frets in the upper register with one stroke, file half
the fret from the bassside of the neck, and the other half of the
fret from the treble side.

Work on each fret going up the fingerboard, always study
ing your work as you go along. I stress this greatly because it’s
easy to make a boo-boo by not paying attention to what you
are doing. Anyone can do a bad job. . .let’ssee if youcandoa
great job.

If you happen to gain access to a set of fret files (Ibanezhasa
good set) you'll find the whole procedure is a hell of a lot
easier. The files, as you will notice, are concave on the edge so
that they actually fit around the frets themselves. They come
in a number of sizes depending on the width of the fret in your
fingerboard. The file has only to be passed over the fret and
the sharp edges are knocked off with great ease. You would
then use the same modus operandi as you manoeuvre up the
board, shaping both edges of each fret with one operation, this
being accomplished by the preset concave pattern of the file
that hits both sides of the fret at one time.

After having done each fret, you will now want to put the
finishing touches on by polishing them with the 400 grade
sandpaper. This, you may remember, we have covered in the
last issue. Take the sandpaper, wrap it around the stone, and
using an across-the-fret motion, lightly polish all the frets on
the board. Keep the stone flat, and continually move upwards
as you move Crosswise.

This done, you may now want to go a step further and com-
pound each fret with fine rubbing compound, and a soft cloth.
They look super, ...don’t they?

It takes a great deal of patience to put these tips into prac-
tice, and a great deal of practice to carry out a decent job. By
all means, work carefully and slowly and you should be able to
stay out of the red zone. Although I'll be a bit busy (with three
gigsin London) during June and July, should you need a ques-
tion answered, please feel free to write me care of IM&RW and
I'll do my best to answer all mail. See you next month.

Ron DeMarino
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Collaborate For Hours
With Dozens of Other Musicians—
Even When You're Working
All Alone

Now you can work on your music with a group when you're the
only one around! That's what the Fairlight CMI computer
musical instrument enables you to do. And in doing so, it extends
the limits of your art further than you ever dreamed possible.
Just look at the capabilities of this extraordinary musical instrument:

 Immediate access to the largest library of sounds available.
* Easily sample, merge, synthesize and store your own unique sounds.
* Automate music and sound production, using Fairlight's remarkable interactive
real-time composer or 50,000-note keyboard sequencer.
* Program extremely intricate sequences with the "Music Composition Language”
including simulating "live feel’
* Play live on Fairlight's six-octave touch-sensitive keyboard.
* Store 8 single-voice overdubs in the computer without taking up track space on a
tape machine (8 unique sounds can be performed at once).
* Synchronize easily to most film, video and tape-recording equipment.
* Interfaces easily with existing analog synths.

Call anytime collect for a no-obligation demonstration.

The FAIRLIGHT CMI.
You've got to see it, hear it and try it
to believe it.

FAIRLIGHT INSTRUMENTS, U.S.A.
Principal Offices: 11426 Santa Monico Bl.. L.A.. CA 90025. East Coast Office: 575 Madison Ave., 10th Floor, N.Y., NY 10022
Phones: Western U.S (213) 478-8221/474-8222 Extension 26 Eostern U.S. (212) 605-0296 Extension 29
Canodion Office: Computer Music International, 506 Adelaide 1. East, Toronto, Omtorio Canodo MSAING Phone (416) 947-0109



¥he R?rrﬁso WR-8148. |
wo of the most versatile
mixers you'l ever own. RAMEA

First, it's a meticulously accepts multiple tape And whichever mode and monitor any of the
designed and engineered | inputs and easily handles | you're working in, you'll 18 input or four group
sound reinforcement multi-channel recording, | have a truly remarkable signals.
console. Push a button. overdubbing and mixdown.| console at your finger But the only way to
It's now a meticulously Functions like stereo tips. There's switchable really appreciate what
engineered recording tape monitoring are high and low EQ with has gone into the Ramsa
console. That's the extra- | switchable to become continuously variable WR-8118, or its smaller
ordinary beauty of the stereo effects sends for midrange. Twelve-point 12 channel version, the
Ramsa WR-8118. PA. Anc PA monitor bar graph meters let you WR-8112, is to see your
As a PA mixer, it gives | sends can be switched monitor every signal that | nearest Ramse dealer for
you the flexibility to to effects sends for passes through the a hands-on demonstration.
handle up to 18 mic and recording or mixdown board. And the solo The Ramsa WR-8118.
line signals. As a recording function lets you isolate One versatile mixer that's
mixer, the WR-8118 two versatile mixers.

Please send me more information about the Ramsa WR-8118
and WR-8112.

Name

Address

City _ tate 7ip
Phone (

PLEASE PRINT

Return Coupon To: Panasonic Industrial Company, Professional
Audio Systems, One Panasonic Nay, Secaucus, N.J. 07094

Panasonic.

PROFESSIONAL AUDIO SYSTEMS




Introduction

In the earlier parts of this series,
the emphasis was mainly on
synthesizers in which the computer
was a clearly identifiable part of the
system. For example, conventional
analog synthesizers can be controlled
by a special purpose computer such
as the Roland MicroComposer, or by a
general purpose machine such as a
PET or an Apple, given suitable
interfaces. The other approach to
sound synthesis, described in parts 4
onwards, dispenses almost entirely
with analog devices, the computer
itself generating the audio waveform.
However, computer technology is
now also incorporated into many
keyboard instruments, disguised from
the player by clever design. Perhaps
the cheapest example is the
remarkable Casio VI.-1 a monophonic
synthesizer with the ability to
memorize keyboard performances and
programmable sound envelopes, and
which in addition can be used as a
calculator. The very same memory
locations accessed by the calculator
memory key contain the numbers
which determine the waveform
selection, sound envelope and
degrees of vibrato and tremolo!

Most keyboard players will be
aware of the growing sophistication
of electronic keyboards. Rhythm
units linked to the lower octaves of
the keyboard in such a way that
chords are strummed in complex
rhythmic patterns, automatic bass
note generation with walking bass

-l CLINTI l'l- [ e V4
e | I Iy [t ] By A
Entry Mo Lower Upper Quality Inversion
Interva Interval
! 4 %) major rool position
2 3 5 major 1
3 5 4 major 2nd
4 & 4 Minor root position
5 4 & minor It
6 S 3 ruinor 204

A “lock-up table’” giving the intervals between the notes of major and minor triads
in all three inversions. The entry number (i.e. the position in the table) can be
regarded as a code which identifies a particular type of triad.

parts, and automatic glissandi and
arpeggios are just some of the
facilities included in the latest
generation of keyboards, even at the
lower end of the price range. Digital
circuits are used to produce all these
effects. Even further sophistication is
to be found in, for example, the Casio
701, which is capable not only of
menorizing performances (both
melody and chords) but also can
‘read’ special scores which it will
subsequently perform AND allow the
player to perform on its keyboard at
the same time.

Mewory Figure 2
Entry No. Number of semitones {address
between root and fowest nole

/ o} 8 00000000
2 8 B+l 00001 000
& 5 8+2 0o0000io!
4 e} B+3 00000000
5 g B+4 0voo0rool
6 5 B+5 0Cooo00!l0!

A “lock-up table’ (above) which allows the root of major and minor triads to be
identified from the lowest note and the entry number derived from the table in
Figure 1. On the right are the equivalent binary numbers, showing how the table
would be stored in consecutive memory locations, starting at any convenient
address (denoted by B). B is known as the “base address” of the lock-up table, and

the entry number is equal to B + 1.

This article is the first of two which
take a look inside this type of
instrument, explaining how they
work in the context of ideas
introduced in earlier parts in the
series.

Identifying chords

If an instrument is to remember a
chord sequence (a ‘progression’),
there are a number of ways it can go
about the task. The most obvious and
least efficient is to memorize all the
individual notes which make up the
chords. (In what follows, inversion
numbers are specified in brackets
following the chord symbol; R means
root position). For example, the
progression Dm7(2), G7(R), C(2)
would be memorized as the notes A,
C, D, F ; G, B, F; G, C, E. Clearly
this is a long-winded way of writing
the equivalent expression Dm7(2) ete.
Viewed from a different standpoint,
chord symbols are a compact way of
specifying groups of notes which
otherwise have to be specified
individually — usually as notes on a
stave. So a more efficient way of
memorizing a chord sequence is for
the instrument to store numerical
codes which represent the chord
symbols. If the chord symbols are to
be deduced from a performance, the
instrument’s internal computer must
attempt to go through exactly the
inverse of the process carried out by
the keyboard player reading the
accompaniment part from chord
symbols.

Continued. . .




Part IX

Lloyd Ryan’s Drum Clinic

Ex 40
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Before starting this month's column,
I would like to thank those of you who
have written to me over the last few
months with suggestions and com-
ments regarding the column. Some of
the letters have been really good,
especially the one letting me know
what I can do with my drumsticks,
though [ think perhaps it could be a
physical impossibility. And thanks to
the man who wrote to me from Brixton
in Sawahili — [ had to get Tony Horkins
to translate it for me (he's seen Zulu
ten times). Oh yes, and thanks to Janet
Angus for her tolerance with my terri-
ble music writing and spelling. Right,

that's the crawling over, now back to
the column.

If you remember, a few months back
I asked you to send in your own ideas
in the form of a Funky beat, and as
promised, we would publish the best
three. I've picked what [ believe to be
the best three, starting with Mr
Alkema, aged 17, from Esher. This one
(Ex. 40 — .Jazz Rock) will require a lit-
tle practice.

The second, Ex 41, is from Paul Hurt
who plays in a band called The Ellxir.
This makes excellent use of the
paradiddle.

The third is a very interesting Rock
rhythm when played at a reasonable
pace (Ex 42). It sounds a little like the
Samba, and was sent in by Alan
Johnson from North London, aged 21.

Moving on to this month’s column,
the Rock beats have all been made up
of even notes. We are now going to
break up the hi hat or eynbal rhythm
— see Ex 43,

This type of beat can add another
dimension to your Rock playing. The
remaining eight rhythms will give you
something to practise.

Next month we are going to deal with semi-quaver triplets and start on

the 26

American

rudiments.

Keep practising, see you next month. . .
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BILL BRUFORD
AND SIMMONS DRUMS:PROOF
THAT THE FUTURE WORKS.

=

\\4

/o . A i
Bill Bruford doesn‘t play the new Simmons electronic kit introduction of Simmons drums is just the beginning of
because it's the mast amazing looking set ever made. Or a new era that will make the drummer's art more challenging,
because it comes in a range of 7 dazzling colours. Orbecauseit more exciting than everbefore'’
can fit comfortably in the trunk of even the smallest auto. Butyou don't have to take Bill's word for it. Send $2 to us at
Bill's not bothered about things like that. Simmons Group Centre Inc., POBox 1444, Reseda, CA 91335 anc

But, as a truly creative musician, what he is bothered aboutis we'll send you a special recording of Simmons drums in action.

finding the kit tzat can help him extend the frontiers of his craft. Then. like Bill Bruford, you'll be convinced that the sound of
Bill uses Simmons live andiin the studio because {unlike most  Simmaons really is the sound of things to.come.

electronic drums) our kits are for playing. - And if you'd like to see Bill play Simmons

Not for playing with. | onvideo, write, enclosing $53.95, for
I believe that, just as the electric guitar \ ‘Bruford and the Beat" to Axis Video Inc.,
revolutionized guitar-playing, the PO Box 21322, Baltimore, Maryland 21208.

THE:-DRUMS:OF-THE-FUTURE
SIMMONS GROUP CENTRE INCORPORATEDPQ BOX1444 RESEDA, CALIFORNIA 91335, TELEPHONE: 213 884 2653.
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LOONY-
 TUNING

INTRODUCING
== ~ - ~
NO-TOUCH TUNING
WITH THIE
. BOSS TU-12
CHROMATIC TUNIEER
Knobs, dials, switches. Most tuners keep your hands so  tics. To show tuning, the TU-12 combines two highly visible
busy fiddling. that you hardly have time to play your  LEDs that tell you when you're on pitch, with a sweep-

instrument. BOSS ends all this loony tuning by intfroducing  meter that tells you exactly how many cents off you are.
the new TU-12 Chromatic Tuner.  The TU-12 can hear your pitch through its own built-in

The TU-12 . microphone
(shown actual " R — ; - oritcanbe
size)is an run in-line
instrument between an
tuner that's so instrument and
smart that you amplifier for
don't even instant tuning
have to touch without affect-
i)\ltlo ?unﬁ up. ing the signal
you have in any way.
to dois play Guitar and
your instrument Bass can be
and the TU42 easily tuned
~ will tell you: by switching
1. What note from the

you'e playing, 2. whether you're on-pitch, sharp or flat,  Chromatic Tuning mode into a Guitar mode which
and 3. How many cents sharp or flat you are.  attunes the TU-12 to each guitar string. It can also be
The amazing TU42 accomplishes this wizardry ~ set at concert pitch from A-440 to A-445.

through a quartz tuning circuit processed 5o get serious and stop all that loony tuning. For
by a miniature computer. all mounted  only $89.50, the TU-12 is a downright sensible
on a single integrated circuit chip.  jnvestment. See the BOSS TU42 at your
Visually, aband of LEDs tells you  dealer or write Boss Products, ¢/o
what note is being played, while  RolandCorp US, 7200 Dominion
another LED indicates chroma-  Circle, LA, CA 90040.




How high the moon?

One of the most respecied names
in custom guitar building is
Moonstone, a small outfit producing
high end instruments hand-built from
exotic woods like burled maple and
high-tech synthetics like graphite.
Their speciality is custom-designing
exactly to vour specifications, and
their instruments range in price from
about $1000 to $2500., suggested list
(stock models). Contact Moonstone
Guitars for information about the
realities of custom-made guitars at
112 G St., Arcata, CA 95521, (707)
822 6276.

Continued. . .

' Bel musique
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DUOWOX*

TINI-TITAN

« Compact - Lightweight Professional
Amplifiers. Powerful 75 & 85 Watts
R.M.S. Two Channel Amplifiers.

L

VRS €T B Toous Yormm

G et e Dl e e

o Tremeadous range of applications.

® Separate reverb for each channei.

o Line out for bi-amping or recording.

o Aax. inputs for rhythm units & mixers.

® On/0ff/0n power toggle switch.
o Extsnsion speaker outtet to boost power.
* Two AC grounded sockets.

© Two 2x5” Piezo Horns.

¢ Professionai heavy duty 52 or 850z 12" or
15" speakers, will drive all of today’s
instrmentations.

o Compare and see why so many fine profes-
sionals are now using Duovox Amplifiers.

BELL mpuOWOX CORP

Northvate Industrial Park,
Northvale, New Jersey 07647

Telephone 201 . 767-0382
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AMPLIFIERS
Hand-crafted, no tubes

Pearce Engincering’s Gl amplifier
is a hand-buitt amplifier {in the
tradition of Mesa Boogie). that is
constructed with solid-state cirenitry
rather than tubes. The Gl features
full footswitching capability. three
inputs — each with controls for
volume, bass, midrange, midrange
center frequencey, treble, reverb, and
mpuat drive — as well as a master
reverb and a limiter. The people at
Pearce say that their solid state
design delivers a tube” sound while
providing the convenienee and
reliability of transistors. The amp is
available in either a combo (127
speaker) or rack mount
configuration, with 110 watts RMS.

Contact Pearce Engineering at -4
Fairfield St Buffalo, NY 14211,
(T16) 837-3877.

New handles

Boswen Music has made some
additions to their Bowen Handle
vibrato tor guitars, The Handle is

— Product News———

Handle with care

now available ina black finish, as
well as chrome and gold, ard they've
added a ncoded for left-handed
plavers, available in either chrome or
gold (iniste, Prices range from $59,95
for the standard chrome Handle to
$129.95 for the lefi-handed gold
plated model.

Contact Bowen at PO Box 12130,
San Dicgo, CA 92101, (619} 232-4119.

Tubeless handbuilt amp
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ROCKM

ULTRALIGHT

The same incredible :Rm without the reverb.

Featuring: the Rockman Model IIB low noise circuitry; multiple:
stages of EQ and compression; pre-set distortion,
edge, clean 1 & 2 setjings; stereo chorus;

designed for Ise on stage.

$198.%

INCLUDING HEADPHONES

And when you're ready . . . SR&D will upgrade your Ultralight
to a standard Rockman for only the difference in list price.

Accept no imitations. |
Nothing sounds like a Rockman.

!
S&R PRICE AND SPECIFICATIONS SUBJECT TO CHANGE WITHOUT PRIOR NOTIFICATION.

‘ |
D Scholz Research & Development, P.O. Box 191, Lincoln Center, MA 01773/(617) 894-9875
|

World Radio History



Light, medium & heavy
metal

Copper picks? Ok .. The Hoticks
copper pick is manufactured from a
heat-tempered copper alloy, and the
manufacturer tells us that this
material retains its shape during the
picking proeess far better than any
othoer pleetram material (with the
exception of stone, which is subject
to breakage upon being dropped). In

Product News

BOOMERS —THE SOUND OF POWER

GHS Boomers give top-of-the-chart performers,
like Steve Housden of the Little River Band, power
they can feel with every note. Boomer’s dynamite
metal alloy provides punch, sustain and a sound
that holds true — through to the back row. GHS
Boomers— a big selection of roundwound strings
for guitar and bass players.

GHS Strings are manufactured by G.H.S. Corporation,

2813 Wilber Avenue, Bartle Creek, Michigan 49015
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Hotiicking picks

addition, the copper pick takes a lot
of abuse and wears more slowly than
other pick substances.

Hotlicks recommend their picks
primarily for clectric guitar playing

the metallic tone they deliver
seems to sound best with eleetries -
and the picks come in 6 gauges, from
Extra-Thin to Extra-leavy.

Suggested retail price is $3.95 per
package of five picks, and more
details may be obtained from
Hotlicks, 2554 Lineoln Blvd., Suite
192, Marina del Rey, CA 90291 |

Dean Markley Amp

We don't have much information
to go on at this point, but Dean
Markley amplifiers are now available
to the public, following the success

Dean Markley Amps

of the prototype testing. Production
will be on a limited basis, and for
now, the picture will have to suffice.

For details contact Dean Markley
Sound, 3350 Scott Blvd., 29, Santa
Clara, CA (408) 988-2456.

London calling

New from Fender is the London
Reverb Series of amplifiers, designed
by. of course, Paul Rivera, who is
the man responsible for the shape
the Fender amp has taken from the
very beginning. The new amps are
said to deliver the "Fender’ sound
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while providing a great deal more
versatility due to the tone control
set-up, which includes a 3-band
active Eq in the Lead channel in
addition to the traditional passive
controls in the Normal channel.
There is also a 5-band graphic Eq,
which may be preprogrammed into
either or both ehannels.

Product News

The 100 watt London Reverb Series
also includes an effeets Loop with
adjustable send and return levels,
preamp-out and power amp-in pateh
points, and a 4-way footswiteh which
features illuminated funetion
indicators that also appear on the
amp’s front panel,

Contact Fender for info at 1300 15,

N7 L Tt S T O

London calling

Valeneia Dr., Fullerton, CA 92634,
(714) 879-8080,

George L’s strings
George L's new strings are
available in stainless steel, nickel,

phosphorous bronze, acoustic bronze,
and classical sets. They are said to be
exceptionally durable, providing
excellent balanee and sustain, and
feature an extremely narrow string
to spread string tension. There are

New strings, by George
also bass strings available from
George L's, both flat and round
wound. Contact them at PO Box 238,
Madison, TN 37115, (615) 868-6976.

Play
lead
bass...
playan g |

+ALEMBIC'+
o A N\

Latest addition to WEE
the ALEMBIC line:
Spoiler Bass

Retail $1120

Fora full colour,
full line brochure of
all ALEMBIC
products, send $4.00
to ALEMBIC, Inc.,
45 Foley St., Santa
Rosa, (4 95401,
(707) 523-2611

ALAOLIY

Play lead bass...
play an

*ALEMBI(C*
“ ™

Newest addition to the

ALEMBIC line:

Distillate 8-string Bass
Retail $2270.

For a full colour, full line

brochure of all ALEMBIC
products, send $4.00 to Ly
ALEMBIC, Inc.. 45 /i

Foley St., Santa
Rosa, CA4 95401
(707) 523-2611

The <Exploiter> bod)y style is
available on all ALEMBIC
madels by special order.

ALGOB T

Play
lead i
bass... I

\play an
:ALEM BIC

Featured this month:
The ALEMBIC
4-string Distillate Bass

Retail $1925.

J

*
~

For a full colour,
Jull line brochure of
all ALEMBIC
products, send $4.00
to ALEMBIC, Inc.,
45 Foley St., Santa
Rosa, CA 95401,
(707) 523-2611

ALOBIT




TAKE YOUR
PICK!

Hotlicks "Copper Picks”

Made from a special heat-
termpered alloy

Best spring resilience of any
pick made

Improve speed and accuracy
Add new tonal dimension
Last for years

Available in six thicknesses
Availlabe 2t leadhirg music stores natorwwde

D
D
D
D
D
D

For dealer
information
and hmited

time intro-
ductory super discount
offer call toll free today

Dealers only.

800-824-7888

Ask for operator 492,
CAonly: 800-852-7777. Op 492
AK and Hi only: 800-824-7919. Op 432

"Quick-Draw’’.. .-
Pick Dispenser

0O Frecision machinea from solid
aluminum
0O Tapes securely onto the guitar
O Lightning access to new picks
O Sleek, angled styling;
atiractive black anocized finish
0O Modeis for plastic picks
(Standard Thin, Med. and Hvy.)
O Models for
Hotlicks
“Copper

Picks" '-’/. r/”

( 005/ W ! » Ty
006/ L5
007/008)
009/.010)

Hot'cks, Z554 Lincoln Bivd:
Suite 192, Mannadel Ray
CA 9029

100% NATURAL Accessories

PRO CADDY RAX™

Personal Caddy

Improves Performance in Every Musical Situation . . .

* CADDY RAXTM Securely Caddy’'s Any Size Beverage Refreshment.
* Totally Adjustable, Features a Multi-Positionable Towel Arm RAX.
# Easily Attaches to ALL Musical Stands of ANY Type.
* Prestigiously Used By Leading Protfessionals Worldwide.

NAMM EXPO Display #432
write the:  @XWd Mechanical Music Corporation

622 Hickory Drive
(312)459- 6727 Buffalo Grove, IL U.S.A. 60090

pat. pend.

SYSTEM 8is the sensational new range of
affordable studio and P.A. mixers from

Allen & Heath.

In the value- for-moriey stakes SYSTEM 8is truly
unbeatable — packed with more features than any
other mixer of comparable price!

Flexibility. A well-designed control layout ehminates
tiresome re-plugging and lets you exploil the desk's
maximum potential with mimmum hassle
Expandibility. With 3YSTEM 8. two or more units
can be hinked together quickly and easily — without
sacnificing a single input or output Need more input
channels? Just add an £ X8 Expander Module
Compatibllity. SYSTEM 8 gets along famously with
all recording equipment User-adjustable controls
and line-up oscillatcr enable perfect level-matching

FEATURES INCLUDE on main output and :ape return paths

* External Power Supply with Phantom Power option.  Use SYSTEM 8 with confidence Selected high graife

* 3 Band EQ with Mid sweep and selectable shelving.  components and substantial all-steel construction

* Longtravelfader. % Peak LED onaltinputs make for a mixer thatis both a joy to work with and

# Insertpoints on inputs and outputs rugged and depencable in action In common with all
professional-qualty Tuxers, a separate power supfly
ensures low noise and hum-free operation

Allen & Heath Brenell Ltd.

Pembroke House Allen & Heath Brenell (USA) Ltd

Campsbourne Road 5 Ccnnair Road
London N8 7PE Orange
England Connecticut 06477

Tel: 01-340 3291 USA




gauss

Introducing 8 new

affordable musi-
cians’ instrument speaker systems
— from Gauss.

High quality Gauss at an
affordable price? Right! Through
creative engineering design, the 4
systems here are actually 8. This
innovative math makes it possible
for us to price all these cost effec- 5110 Double 10"
tively. The product hasn’t changed. 3&4 Rhythm or Lead Guitar
Each still has the same superior mi‘tp &?:?1 ibici;.'e::ggn\{v?gtz :eMs
g?wer handiing, efficiency, and Lt e it befis cloeed

year speaker warranty. Plus, all .
8 have parallel phone jacks and 8
Ohm nominal impedance.

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

1&2 5120 12" Rhythm or Lead
Guitar with open back
150 Watts RMS. OR: Mid-high element

to use with Bass. Infinite baffle
closed back

5180

5110 5180 18" Bass reflex Bass
Guitar Bottom. 200 Watts RMS.
5181 18" Slot-loaded horn

Bass Guitar Bottom. 5110/5180 Low/Mid-high Bass
400 Watts RMS. Guitar System

5110/5181 Low/Mid-high
Bass Guitar System.

C €_Cetec Gauss

In Canada:
9130 Glenoaks Boulevard  Omnimedia
Sun Valley, CA 91352 9653 Cote De Liesse
(213) 875-1900 Dorval, Quebec HIP 1A3

Telex: 194989 (514) 636-9971
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IN MIXING CONSOLES
IS HERE
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At last! A professional console l}f home in a club or in a studio

L]

at an aﬁor d ab’e price. The Studiomaster 16x4x2 has all the important recording features
necessary to do quality masters. The Studiomaster 16x4x2 has ali the

When we say “Professional”, we mean “Professional features” like: important features (and then some) to do quatity live mixing. The
end result is a true crossover mixer!

Input Channels '

« MIC/LINE switching plus separate pad switch , The 16x4x2 sounds good!

« Parametric EQ (sweepable MID and Bass controls) One thing overlooked in most advertising on mixers is a discussion

+ £EQ Defeat (to mix or remix absolutely fiat) on “sound quality” and the “actual sound” To ensure sound guality,

« 3 auxiliarles with Pre/Post switching we use expensive high guality components,

- Independent channel assigns

« Full length 100mm faders Actual Sound

Sub Groups —Main Outs P;ower Amps — Mixers — C—?uitor Amplifiers All Sound Different!
- Slate tone for lineup ] Sound or tondlity is designed into electronic products. Some
« Tape monitoring for remix built in! mixers sourid harsh or brittie — some sound warm. For example,
« 2 frack remix monttoring built in! equalization is the most important area for tone coloration.
« Talkback Studiomasters Parametric £.Q. gives you fult sound control that
- Auxiliaries 1 and 2 with assignment switches! (allows you to punch comes on and comes out warm and full. Listen to any of our mixers
in or out effects for subgroups or main outs) olr ask a Studiomaster owner about the sound of our E.Q.
:I:hfzrc:{o;:g:xe’? 3:3?, DEaTe @ememba, all that you have to sell is your sound! No matter how
" well you or your band play, the final sound is what the audience or

the tape recorder hears. The 16x4x2's suggested retail price is
$3.000. Now you can afford Studiomasterl

- I
YOUR TALENT AND OUR MIXE% MAKE IT ALL POSSIBLE!

l

%ﬂ/{’ﬁzﬂd&"t Fhnec.

|
A DIVISION OF 18§,
1316 E. LANCASTER ST / PO. BOX 2344 FORT WORTH, TEXAS 76113 PHONE: {817} 336-5114 CABLE:INTLMUSIC TELEX:203936 IMCTX UR.
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of the progressions to try to resolve
conflicts of this kind, but it’s an
extremely complicated problem).
Since the minor seventh is more
important in terms of the harmony
than the sixth, which is essentially a
major triad with one added note, the
choice built into most instruments is
to allocate the root (and bass note) as
if a minor seventh was intended (the
Yamaha PS 20 and 30 are pre-
qrogrdmmed in this way).

The same problems arise with the

N SNz 2u 2 2/

major ninth chord (which contains
the same notes as a minor seventh
chord with a different root) and
similarly with the diminished chords,
flattened ninths, and minor sevenths
with flattened fifths. For this reason,
when playing using an automatic
accompaniment section it is as well to
avoid complex chords, making sure
that whenever possible the added
notes (such as the sixth, flattened
ninth etc) are included in the right
hand part instead of the left.

(NB Some keyboards with very
crude internal logic use the lowest

High levels of distortion
are a fact of life.

Our 12-inch driver lowers
distortion high sound pressure levels.

it's a fact. The EAW/RCF LF-301-R
Professional high performance lower
mid-band 12-inch driver substantially
reduces high output midrange
distortion in horn loaded and direct
radiating systems. while maintaining
high efficiency and power handling.
It’s a fact. Simply replacing the
instrument foudspeakers most often
used for mid-bass in large sound
systems with the LF-301-R reduces
distortion levels at 100 watts by as
much as 20 decibals . . . with
impeccable response linearity.

EASTERN
ACOUSTIC
WORKS

P.Q0). Boy 11
Framingham. Mass. 01701
(617) 620-1478

Available in Europe as RCF 112 P24
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It's a fact. That's why we're Europe's

most popular 12-inch mid-driver*

Get your hands on even more
facts: Siop using guitar drivers

for critical sound applications! Move
up to EAW/RCF professional
loudspeakers. For detailed technical
information on the LF-301-R and
the complete range of EAW/RCF
loudspeaker components. contact

us today.

note played in any chord as the bass
note.)

Bar-Coded Music

The fact that scores can be
represented as sets of numbers in a
computer’s memory has been
introduced several times in the earlier
parts of this series, and the idea that
whole chords can be represented as
numbers as described above is an
extension of the same concept. Once
a score has been encoded there are
various ways in which the resulting
numbers can be permanently stored.
For example, they can be recorded on
cassette tape or floppy discs as
described last month. Digital
information can also be represented
as printed patterns of parallel bars:
these can be seen on many
commodities found in supermarkets,
the bar pattern representing a
number which identifies the
particular product. The numbers
which comprise an encoded score can
also be represented by bar-coded
patterns as illustrated in Figure 3.
This is the melody line of the song
‘House of the Rising Sun’ (as supplied
by Casio for their 701 keyboard). The
numbers are read into the internal
computer with a ‘bar-code reader’
which is manually drawn across the
bars as shown in Figure 4. The light
and dark regions of the pattern are
detected by the reader, and the
relative times of the transmissions
from light to dark and vice versa are
compiled by the computer into binary
numbers.

The Casio bar-coded music is split
into three sections. The top section
contains numbers which represent
the pitches of the notes in the melody
line. The centre section contains
numbers which represent their
durations. The bottom section
specifies the chord sequence for the
accompaniment. Separate timing
information for the chords is not
required because the system assumes
that there are always two chords per
bar.

Next Month

The next part in the series will be
about computer-generated rhythm
patterns, taking a look at
programmable rhythm units and
explaining how percussion sounds are
synthesized.

Tony Horsman







On Test

Polytone Mini-Brute

Amplifier

A powerful amp that doesn’t strain your biceps

Tho Polytone  Mini-Brute 2

is a small, compact, very light
and portable guitar combo amp with
fairly basic facilities and a single,
front-facing 12"  speaker, front-
loaded in a sealed cabinet. The
cabinet size measures approximately
15%" I x 14" W x 10”7 D and is
covered with a heavy-duty Tolex-like
material called Boltaflex. Power is
100 watts RMS.

The control panel is set on top of
the amplifier at the rear, with letter-
ing and controls positioned so that
they are viewable from behind the
amp, or from one side of it. Chrome

plated metal corners protect the cor-
ners of the cabinet, and a plastic car-
rying handle is fitted to the top. The
speaker is protected by a tough
plastic/nylon mesh and the actual
grill  material is thick, heavily
sculpted foam (this seems more in
keeping with hi fi gear than guitar
amplifiers, but the effect is
cosmetically pleasing and does not
hamper the sound in any way). The
control panel is finished in brushed
matt black with white lettering. The
knobs have a solid feeling to them
and turn smoothly and evenly. The
layout, from left to right, is: Power
on/off switch and LED indicator;

bass; treble; volume; bright/nor-
mal/dark tone color selector; Hi and
Lo inputs; reverb control. The
volume control is in fact two
separate controls, one set on top of
the other — the top knob is a distor-
tion/drive switch that clicks on and
off, while the bottom knob is a stan-
dard volume pot. The distortion set-
ting can be clicked in via remote
footswitch plugged into a %” phone
jack at the rear of the amp. The
footswitch unit also activates the
reverb control.

In use
The Mini-Brute 2 is a quiet amp.

FOR PERFORMANCE,

FEATURES, FLEXIBILITY,

«ry
*u
«
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FENT
i’i HH
i
g - !s H ‘5 SYSTEM
3 B

We currently supply the widest range of mixers available to suit every
budget and purpose, beginning with our 6-2, all the way through to
32-24. Whatever your requirements one feature is common to our
entire range: value for money. Feature for feature your dollars go
further when you evaluate our range and compare it with the
competition.

TAC AMEK CONSOLES INC. 11540 VENTURA BLVD,

62 July 1983 IM&RW



That's the first thing one notices
upon switching on. There is a good
amount of treble boost  available
from the amp, but this is signal boost
at the treble frequencies, and so does
not vield hiss — just increase treble.
The bass  and  treble  pots  are
boost/cut controls, and do not affect
the volume when turned way down
The degree of boost provided by both
is effective and enhances the sound
nicely. The bright/normal/dark selec
tor is used to color the overall tonal
characteristics and is again, effec
tive. There is plenty of  volume
available  (surprisingly so from an
amp of this small size), and a warm,
dirty sustain is obtained with the
correct mix of clean and distorted
volume settings.

Some musical instrument amps are
very wide-ranging in  their tonal
capabilitics, but  have sound
characteristics  which are  not
‘musical’. To my ear, the Polytone is
an extremely ‘musical’ amp. The en-
tire range of its available sounds are
usable. The reverb effect is as good
as any of the other amp-mounted
spring units I've heard.

The main strength of the Mini-
Brute 2 is that it combines excellent

quality workmanship with an incredi
ble size-to-power ratio. The elean
warm sound (excellent  particularly
for Jazz players) would be desirable
enough on its own, but coupled ta a
100 watt amp of such easily portable
dimensions, really makes it a stan
dout.

An investigation inside the cabinet

reveals it ta be quite solid in con

struction,  well-lined  with acoustic
material, and shielded with ample
amounts of foil, The preamp and

power mnp are split to separate parts
of the cabinet and then intercon
nected, The standard of components

Continued on page 7.2

i)

AND PRICE, WE HAVE THE MIXIéR FOR YOU

DYNAMIX
3000 SYSTEM

Contact us now for your free color literature, and we'll
put you in touch with your nearest stockist. Whatever

your requirements we have the mixer for you.

STUDIO CITY, CAL. 91604, TEL 213-508-9789 dyn adnix
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* BIAMP’

After years of ex ; ;
' resgarchrind testing ]
Syste 5 introduces it's mc € .
thug?né‘féhon design pt ok -
itiers: the amazing 1200 .
“ and 2400 series.

Built to exacting standards the
1200 and 240Q represent the
latest technological advances in

amplified sound. Ray power,
total reliability, sonic Purity and
elegant design make this new
series'two of the finest amglifiers

ev roduced. Both have Qge
fea s that professionals desire
mo#t’ 4 OHM meno bridge
operation, XLR balanced inpvis,
b 'Y
. For turther information
- :
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¢ad ' microsecond microsecond
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)
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Output, Watts both channels dnven < | kHz

s than 005% THD+N " 3

) CHM load 120 310 &
4 OHM load 240 510 g 4
4 CHM mono ?«
“sbndge 480° 200" 5 Y
8 CHM mono - ]
\ ; : “bndge 470’ 950 -~
stability or distortion problems. p

Total Harmonic Distortion 20 to 20kHz 8 OHM loac
005% 008

So when, you consider power
amplifier§ ponsider Biamp

Sigual to Noise Ratio 103 db 108 dB

* Line Current Limitation (1200 15A circuit breaker
2400 20A tuse)

Systems 1200 and 2400 b
series. ifiers that sourd
ce as as any other amps

n'their poyer rdng‘e and twice
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Recording Session Procedures \
it's A \Xrap

.. .ofediting and mixing and all that jazz

2N

A s 1 expected, there was more

than a bit of arguing among the
musicians, producers, and engineers |
gathered together for the purpose of
checking out my list of the parts of the
two songs mentioned at the end of last
month’s installment.

Some people felt that the opening in-
strumental was really a verse without
words, while othersfelt it wasa “‘intro”™
to “‘Goodbye to You’. We settled on
calling it an intro. The "B’ part was
agreed upon by all; however, some, in-
cluding myself, felt it was necessary to
include the cues of ‘‘instrumental’,
“solo”’, and ‘‘bridge’’, as well as
“*B-verse’” for the purpose of
understanding this section. The ending
was considered both a tag and a vamp
followed by a fade. Therefore, this
song’s parts should be listed thus:

Scandel’s
*Goodbye To You™

1. Instrumental (same as verse)
Intro.

2. First verse, “"A"’ part (starting
with "*Those times. . ."").

3. First Chorus.

4. Second verse, second A7 part
(starting with *‘How could
I...").

5.  Second chorus.

6. B part — verse (with words,
“*Cause, baby it's. . ."") then
instrumental with solo. This
section is also the bridge.

7. Third chorus.

8. Third verse (repeated second
verse).

9.  Fourth chorus.
10. Tag or vamp.
11. Fade.

The second tune, *Talk To Ya Later’’,
although not a common configuration,
was pretty much straight ahead and
agreed upon by all. The only sections
that needed additional explanation
were the two instrumental sections
(one bridge and one solo), and the en-
ding which isa vamp on the chorus with

S—

a guitar solo. The listing of this song’s
parts would therefore be:

The Tubes’
*Talk To Ya Later”
1. Instrumental intro
2. First verse or “*A’’ part
(startingwith ‘I met her...™").
3. First B’ part or "B’ verse
(starting with ‘‘She
won’t..."").
4. Second verse or '“'A’ part.
5, Second ‘B’ part.
6.  First chorus (starting with **I'll
just...”").
7. Third verse or *‘A’’ part.
8. Third ‘B’ part.
9.  Second chorus.
10. Instrumental — bridge
11. Third chorus.
12. Instrumental — solo
13. End vamp on chorus with solo.

So, there it is. If you didn’t get it ex
actly right, don’t worry. You'll almost
always have to put few questions to the
producerin order to understand his par-
ticular terminology. Now, you may be
curious why 1 chose these two par-
ticular tunes as examples. Well, the
reason is that [ want you to try to edit
them together. Right off the bat, I'm go-
ing to tell you that this will be no simple
task. The two songsmay sound the same
. feel-wise, but not only are their tempos
slightly different but they are in dif-
ferent keys as well. Because of this, all
edits have to be on the money or they'll
| be neck-snappingly noticeable. You'll

have to get your hands on an open-reel
tape deck, buy the two records, and get
enough tape to record the two songs
several times in order to accomplish this
feat.

What'’s in it for you? A hell of a lot.
Not only will you get experience in
editing someone else’s cues and end up
with an excellent tape, but for anyone
who getsit right, or even close (as this is
going to be tough) I'll give you my per-
sonal letter of recommendation, along
with an International Musician &
Recording World Certificate of

€«

Achievement which should be very
helpful in landing studio work. You'll
have three months from this issue’s
cover date to complete this task and to
send me a cassette copy of your finished
product, so get to work!

Now, here are the production cues for
editing Scandels ‘‘Goodbye To You’’
(hereafter, ‘‘Goodbye’ and The Tubes
““Talk To Ya Later’’ — hereafter,
““Talk’’)!

Start with “‘Talk’’, cut out beginning
of intro up to fourth beat of fourth bar
(ricochet sound) after the first verse,
cut just before the first *‘B’’ part. Come
back in at the beginning of the second
“B’" part (beginning of bass line) and
continue to the end of the first chorus.
Cut at the end of the synthesizer explo-
sion just before the words ‘‘Get out’’.
Splice to cymbal crash (one beat before)
first verse of '‘Goodbye’’. Cut after the
word ‘‘say’’ in the line ‘‘such a pity to
say'’, and go to second verse of **Talk™’,
starting with the word ‘‘been”’

Continue through ‘B’ part to first
chorus, again cutting after the syn-
thesizer explosion to the kick beat just
at the word “*how ™’ of the second verse
of “Goodbye’’. Keeponly the first three
‘‘goodbye to you's’ of the following
chorus, cut at the guitar chord and pick
up the same chord in the third chorus
(just before the fourth *‘goodbye to
you’’). Cut after the guitar rip sound to
just before **Get out’’ of third verse of
“*Talk’’. After the line “'I'll bitch with
you'’, keep the two snare triplet beats
and out right to the beginning of the
third chorus of the same tune. Cut just
before “‘I'll just see vou around®’ and
pick up this line from the second
chorus. Continue to the end of the snare
beat, just before the instrumeal section
(bridge). Cut to the third chorus of
“‘Goodbye’’, again keeping the first
three ‘‘Goodbye to You''s. Cut to the
fourth " Goodbye to You'’ of the fourth
chorus, keeping the tag/vamp and fade,
as is.

Whew! This is not going to be simple,
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but all these edits can be accomplished
and sound good. Let me give you some
advice though — first make sure that
the levels of both songs are recorded
equally, and second instead of just try-
ing to dive in and edit, set yourself up
with all the sections in order, leaving at
least a full measure before and after
every place you’ll be cutting. If you
blow any cuts the first few times, don’t
give up. Try to see where you went
wrong. Remember, tape is cheap so re-
recording is no big deal. You've got
plenty of time, so just keep at it and
have patience.

This completes our discussion of
editing. While a hell of a lot more could
be said, I feel with this introduction
you're ready to start doing it which is
honestly the only way to learn and
develop the skills you'll need to con-
sider yourself a gun slinger.

Mixing

Now, we move on to mixing. No
matter what vou're mixing, the most
important thing you have to deal
with is separation. Let's go to
frequency content — remember our
discussion eoncerning recording
different instruments which
simultaneously occupy the same
frequency range? Well, if this
situation had occurred, now would
be the time to fix it in the mix'".
Many instruments do overlap
frequency-wise, and even if they're
not playing almost the same part
they may often play the same note at
the same time, which will cause each
to mask the other out. This can often
be the case with a bass line and a
kick drum. It may seem like a
production screw up, but very often
a song's parts will develop on the
spot and you may want to keep an

Recordina Session Procedures

excellently plaved overdub part even
though it conflicts with some other
previously recorded instrument.

We're all familiar with the common
graph representation of the
frequency range relationships of
different instruments. The number of
publications which include this is so
extensive that printing it here would
be redundant. While graphs such as
these are very hetpful ails to the
developing audio engineer, they
should not be considered steadfast
rules of placement. As an example,
let’s take our problem of the bass
guitar and kick drum playving on the
same beat. The note playved by the
bass guitar could be a low G which
translates to around 100Hz with our
kick's resonant frequeney (especially
if vou use an AKG D-12 mic) also
around 100Hz. Every time this
occurs, you won't really be able to
distinguish between the two, Now
the graph of relationships shows that
the kick drum’s frequencey range
extends to between 5 and 6 kHz,
This may be the case for a straight
ahead sound, but in our situation
adding a bit of Eq in this range may
cause other conflicts. The sound of a
beater hitting a skin, especially if the
beater is wood and the skin is plastic
actually exceeds this range . So, by
our boosting the kEq a few decibels —
anywhere from 8 to 10 kllz — we're
adding an extra amount of this
ticking sound.

When soloed, this may not be too
appealing but brought up in the mix
an amazing thing happens. Our
brain/ear combination may hear a
click, yet it does not focus in on it as
such; instead it aceentuates our
perception of the kiek's low end. In
other words, you may hear the high
end but it causes you to feel the low
end. Our bass note, on the other
hand, is full of harmonic content.
This fact can also help. By boosting
the bass guitar's kq a few dB around
60Hz, you'll enable it to duck below

“Fchoes can make an
instrument’s environment
cavernous. ..’

the kick's frequencey range. The end
result of these two simple
adjustments is a complete
unmuddying of our problem.

As far as applying this to. say, a
piano and electric guitar's rythm

parts the same technique holds, but
obviously at different frequencies.
Actually, the ranges of these two
instruments are such that, depending
on the notes plaved and considering
the content of the restof the
instruments being played, vou have
many options as to where to place
them. A couple of deeibels of boost
around 2kHz will make that guitar
cut through anything. I'rv boosting a
piano track up to 7TkHz for added
sparkle. Maybe there’s space for vou
to add Eq at the low-mid to mid area
of one of these instruments (as long
as it doesn’t cover the voealist's
range).

All in adl, we could spend a great
deal of time on frequency ranges and
placement, but since instruments are
not only recorded but also plaved
differently, there ean’t be any real
absolutes for all mixes. Get hold of a
graphic representation and also start
to train your ears as far as matching
up sounds to their respective
frequencies. Soon yvou'll be able to
listen to a complete mix and hear
holes in the frequency range that
can be used in order to unclutter
instruments (via boosting their
content at that frequency),
increasing your track’s separation in
the mix, and adding definition to all
parts played.

Another tool used for separation is
depth. By this | mean how far back
or up front a track is placed. The
simplest form of this is obtained with
vour level controls. A guitar lick laid
in very quietly under a louder lead
vocalist's line will make it appear to
be some distance behind the singer.
Time processing deviees further
enhance this effect. If you add
reverberation to the guitar and bring
it up on a different track a bit louder
than the guitar itsell, iCH appear
that the guitar is further back in a
large room while the dry vocal is
right in front ol your face. Echos can
make an instrument’s environment
cavernous, while with the advanced
digital reverberation units available
today, the ability to have
instruments in various places is
almost infinite.

In addition, I'll always set up a
couple of chambers (bathrooms,
hallways, and even the studio itsell)
before a mix. Depending on the
tempo of the tune as well as the time
settings of my other processors, at
least one or two will work perfectly.
Obviously, the more places you can
put things the better. For example,
I've done mixes using three digital
reverbs, two springs, two plates,
three chambers, tape slap-back echo
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MAKE IT WITH THE MIX.
Introducing the new Series 200. ’ ! ﬂ

Whatseparates ordinary from extraordinary sound also separates our
new Series 200 mixers from all other pro audio consoles.

Soundcraft’s Series 200 mixers are designed to be more musical, more
portable and more affordable than anything in their class. In fact, the
Series 200 creates a completely new class of mixing consoles.

These mixers are as versatile as you are talented. In 8, 16.or 24
channel sizes vou’ll get a mix that really moves audiences. In a
console that’s portable enough to move with you. But don’tlet
the size fool you. The features, functions and circuitry are
comparable to our larger studio mixers. In addition, they are
broadcast compatible, rack mountab'e and of course, per-
fectly suited for club installations, live and studio recording.

‘All Soundcraft consoles are renown for unequalled equaliza-
tion. And the Series 200 is no exception. It boasts balanced '
mic and line inputs, 4 band equalizers, 4 auxiliary sends
and 8 track monitoring. The design philosophy assures
simple, reliable and precise control over the entire
audio spectrum. ;

But perhaps even more astounding than the
sound you'll hear is the sound you won't. The
low noise and distortion free qualities are
uniquely Soundcraft. And at under $2000* so
is the price.

So for the mix that really moves you, move

up to Soundcraft. ’

-

>

g

oundcraf

*Suggested retail pr ce for the
Series 200, 8/4.

CQUBDCRAFT

Soundcraft Electronics

q_ x: 1517 20th Street, Santa Monica, CA 90404
sEﬂ:Es = (213) 453-4591 Telex 664-923

SEE US AT NAMM BOOTH 547



If your income depends on professional
audio production — from 2 to 8 tracks — and
you haven't taken a good look at our M-30
and M-35 compact mixing consoles, it's about
time you did. Whether you're cutting radio
spots, doing production/post-production for video
or film, making demos or building multi-image
audio, TASCAM mixers have both the features
and price you need to keep your bottom line
black and your toughest clients happy.

Let’s face it, every client and every job makes
its special demands on you and your equipment.
Your mixer is no exception. Its features have to
translate into the benefits you need again and
again. No do-everything PA board is going to cut
it like TASCAM’s true production mixers, the M-30
and M-35. Built tough, these mixers are more
versatile, offer better and faster control of the
recording process, and give you more of the
production functions you need than any board
at the price.

To find out which of our incredibly superior
mixers is exactly what you’ve been looking for,
see your TASCAM dealer, or write TASCAM
Production Products, 7733 Telegraph Road,
Montebello, California 90640, (213) 726-0303.

Copyright 1983—TEAC Corporation of America.

TASCAM.
ANYTHING LESS
WILL COST YOU

MORE.

TASCAM

TEAC Production Products



Continued from page 66

and digital delay. The average home
recordist is not going to have
anywhere near this amount of
flexibility, but an inexpensive spring,
a three head tape deck, and speakers
placed in a couple of miced up rooms
should do the trick.

Finally, if you're doing a sterco
instead of a mono mix, yvour panning
positions also help with separation.
Panning the piano a little to the left
and the rhythm guitar a bit to the
right can effectively separate the
two. This is very helpful in situations
where an instrument’s frequency
content or the content of the other
instruments doesn't atlow for I<g
boosting in order to achieve the
desired separation.

As vou can see, these three
techniques are not only independent
tools, but also can interact amongst
cach other in order to achieve the
desired result — a clean mix.
Furthermore, all of these methods
are also used for enhancement of
dilferent tracks, whether to correct
or embellish the less than adequate,
to stress a particalar instrament or
vocal, round out the entire mix, or
add excitement to the picee. We'll
deal with all of these in examples of
actual mixes.

First example: Let's look at an
cight track demo 1 did for a top-40
club band. Since the tape was never
intended to be mastered (that is,
pressed into record form) but only as
an example of their playing to be
sent to club owners in order to get
bookings, this mix took on a rather
novel approach. All recording was
done in a small studio and ended up
having a very tight sound. We
wanted, however, to give the
listener the feeling of the excitement
of the band’s live performance.
While actually recording a live set in
a club could have been accomplished
technically, the advantages gained
by the ability to overdub and punch
in over mistakes was more desirable.

The drum kit was recorded with
the bass and was bounced down to a
Fairly tight sterco spread across two
tracks, much the same as you'd hear
at a live show. During the date all
instruments were playved and
evervone sang, even though nothing
but the bass and drums were
recorded. This provided the realistic
leakage of the other instruments
onto the drum's mics. When all the
rest of the parts were completed the
song sounded as though it was
performed all together, as the
vocalist and guitarist wisely

ReC

ordima Session Procedures 7 \

refrained from excessive doubling.
Now we had to bring this
performance to a live club.

A couple of weeks later, the band
had a date at a ¢club which has fairly
live acousties, This particular
environment is one whieh I could
and had already duplicated
artificially. We recorded the set
along with the audienee noises and
applause and were now ready to mix
them in.

The main effects send of the board
was used to recereate the club’s
natural acoustics: in this case they
were artificially duplicated by
putting the dry mix through an liq. A
spring reverb, an amp speaker, and
into the studio with a mic picking up
the reflections off the control room
window. This worked perfectly for
all the instruments which normally
were not going through the PA.
Those that did go through the main
house system, such as electrie piano,
bass, and vocals didn't mateh up
with those that hadn’t. These were
put through an auxillary send from
the board into a digital delay set
around 20 msec., then back into a
channel and finally through the same
send as all the others.

Perfect match-up

Now everything matched up
perfectly, exeept that the stage and
PA sound were reversed when
compared with the live tape. This
makes sense when you think about
the fact that the PA’s speakers were
in front of the stage. So we reversed
the two sends, putting the stage
sounds through the digital delay and
the PA sounds directly into the
i reverb to studio chain. Whis this
done, I now synoed up and recorded
some audience noises both before,
and even during, the songs. We then
mixed our “live” performance and
later edited in the applause. This
worked so well that in one case | was
actually able to edit out the final
chord of a song recorded in the
studio and splice in the same song's
ending done live with a natural
mixture of applause. Nobody could
cever tell the difference.

This example, while being a very
simplistic type of mix as compared o
the megatrack computer assisted
mixes we will be dealing with, shows
the amount of artistry needed by the
engineer to achieve the desired
results.

W hen it comes to mixing an actual
live recording, things are different,
to say the least. Now, everything is
dependent on your ability to set up
your mies so as to isolate them from
other instruments. There'll always be
a certain amount of bleed and this
can make overdubbing later on
anywhere from difficult to
impossible. O¢casionally, you'll have
to mute a certain mic in order to
have the overdubbed part not
conflict with the original. Once this
is accomplished you can now use the
above mentioned method to fit this
overdub into the same performance.

To aceurately duplicate an
acoustical environment a good
understanding of reverb, decay,
delay, and echo is needed in order to
avoid a hit or miss approach. Listen
carefully to the room’s sound, the
frequencies that are accentuated,
how long it takes a sound to die
away (decay), any doubling or
flamming of the snare, slap back off
the rear wall ete, I'm constantly
analysing acoustics, both on the
street and indoors, and when 1 hear
something 1 like I'll eheck it out,
even if by simply clapping my hands.
Later when | have some free studio
time 'l attempt to duplicate that
particular environment using any
time processing deviee | can get hold
of. Don’t quit if it doesn’t work out,
Use vour free time to develop your
own understanding of these tools.
The result will be the difference
between an engineer who's been
trained to get a particular sound, and
one with a bag full of tricks,

Next month we'll continue with
mixing and go through examples of
songs mixed for records, desceribing
grouping, mutes, sends, effects,
panning, Eq, levels to tape, ot al.

Mike Shea
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Small Stage Lighting:

“Another

Perspective’’

Is your act dimming by the rest? Maybe a few 1000 watt
quartz lamps, aircraft landing lights, fog and explosions

is what you need

r—

here are widely varying views

on the art of stage lighting. The
preceding articles in this series have
been  written by people who
manufacture lighting equipment and
controls, and whose point of view is
not exactly impartial.  East Coast
Lighting & Sound Corporation, of
which am President, is a production
company, which means that we use
what we consider to be the most effi
cient,  cost celfective  equipment.,
regardless of who makes it

Lighting instruments

There is a tremendons variety ol
lighting instruments available to the
theatrical community. 1 have chosen
to mention only those that play ma
jor roles in Rock 'n” Roll touring. The
PAR  light  (parabolic  aluminized
reflector) has become the staple of
Rock shows. The most popular are
the 87 PAR 60 and the 37 PAR 16
(hoth manufactured by Altman Stage
Lighting, Inc.. NYC) PAR 16 and 64
fixtures can be sncecesstully mixed o
light small stages. though they are in
effective in large shows, The actual
focus of these lixtures is determined
by the choice of lamp. PAR 61 Tamps
are available in 500 and 1000 watts,
incandescent or quartz - (brighter,
lasts  longer and  costs about 50
more).  very  narrow,  mediam,  or
wide flood beam spreads; PAR 64
lamps are 200 watts, incandescent,
narrow or medinm beam spreads. A
PAR 64 with 1000 watts lamp and
pipe clamp and connector sells for
about 380,00 and a PAR 46 with a
Lunp and conmector sells for about
A38.00. 1224 PAR 64's is a good
average club system.

Specials

Lekos or ellipsoidal spots are ex-
cellent specials to highlight a per-
former. They are available with a
myriad of lamps and focal lengths.
The only drawback is that in a club
situation, the lighting director very
rarely has any control over how far
away from the stage the specials are
hung. and Lekos are not very effee-
tive if they are used much closer or
further away than their focal length
dictates, 3% 6 8, and 12 6> 12 with
500 watt amps are the best units for
club sitnations.,

The addition of a followspot s
alwayvs a good touch. There  are
about a hundred on the market now,
but we can reduce the list to three
that are best suited 1o small halls.
The Altman QOO0 which <ell- for
about $650.00 with a Lunp that has g
6 color boomerang and  gives good
output up to abour 100" away. The
Phocbus Ultra quartz sells for about
$R00.00 and is good up to 1251507
away. The last is the Altman Satellite
I, which has a 6 color boom and has
a throw of 200 It is the smallest
in the family of followspots that uses
A 07H watt HMI famp and carries a
price of about $2800.00.

Dimmers

Today's more  advanced  lighting
svstems require low voltage remote
controls which means that the dim
mers are kept near the stage and are
connected to the console in the au-
dience by a cable carrving only a
small control voltage. We have found
that the most cost effective system is
a console by Lighting Methods, Inc.
(get the bump button option). and
smaldl dimmers (6 channels at 1.2KW

per) by LMI (about $800.00 ca.) and
larger ones (6 channels at 2.4KW or
T.2KW per) by Theatre Techniques,
Inc.  Both of these companies
manufacture  modular  dimming
systems which means that if a chan-
nel malfunctions, that channel can
casily be replaced without taking the
whole pack out of service. Replace-
ment cards are only about $175.00
and should be carried. This may
secem like more money  than  the
average act can afford, but you are
assured  of a professional  show
everytime.

Power

Power distribution is another very
important part of the svstem. It pro-
vides protection 1o the dimmers in
case power is incorrectly connected.
Sinee most dimmers require 10, 220
VAC power input, it is not simply a
matter of finding an unmsed outlet.,
The house should be equipped with a
2200 Volt disconneet on or near the
stage: if there is no disconnect, you
will have to tap into the house panel
directly below the main breaker. Do
not tap in line alwavs shut the
breaker  down  before tapping  in.
Many techs hke 1o use large alligator
clips Tor power because it is quick
and casy, but it doesn’t provide a
very sound connection. and a clip
can easily be pulled off or knocked
into another with disastrous results,
Feeder cable should have bare ends
and should be attached to the power
source with set serew connections,

Accessories

Cable and cases are the two most
neglected parts of any system. The
rule in both cases is the same: don't
serimp! Those orange extension cords
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that K-Mart sells are out. Go to the
local eleetrical supply house and get
some 14-3 3J and install your own
connectors.  All equipment  should
travel in road cases; they extend the
life of the equipment, and equipment
in a case is less likely to be misplaced
or stolen.

Time is money, and the quicker
lights can be set up and torn down,
the better. Whenever possible, fix-
tures should be bolted to picces of
unistrut and hung together. A good
investment is sure c¢lamps, which are
pipe clamps with a ratchet
mechanism that allows the clamp to
be adjusted  without tools. Cables
should be snaked together to corres-
pond with add-on bars. Stay away
from homemade trussing; too many
trusses are made to look like what
someone saw in an arena show with
no regard for structural integrity.
The small stage lighting system
should adhere to the same rules as
large systems. It should adapt to dif-
ferent size rooms, go up and come
down easily and pack in a minimum
of truck space.

A word on design

There are two schools of thought
about designing a lighting system.
The first is to do the design first and
worry about the cost later; the se-
cond is to get the budget first and
design the show around that
framework. There is always
something less expensive than what |
have suggested, but it won’t perform
as well and/or as long. Don’t be
discouraged if the cost of quality
equipment seems prohibitive. Most
equipment can be rented weekly for

approximately 3-5% of its retail
value.

Extras

One of the newest and most ex-

citing developments in the lighting
industry is the use of aircraft landing
lights. A set of four of these 250
watt lamps produces brilliant shafts

excess  of 1,000,000

of light in
candlepower. The lamps fit standard
PAR 46 and PAR 64 cans and a set of
4 PAR 46 ACL’s with lamps and 110V
adapter sells for about $250.00.

Special effects

While not exactly lighting, the
burden of special effects generally
falls on the shoulders of the lighting
tech. The two most popular effects
in Rock 'n’ Roll are fog and explo
sions. The fog effect can be produced
by a chemical mixture of dry ice and
hot water. The chemical approach is
neater and takes less preparation,
but the effect is not as convincing.
The Rosco fogger is excellent for this
application; the fog cffect produced
by dry ice dumped into hot water is
unbeatable. A 55 gallon Fog-It is the
best  machine for the moncey
remember the more surface arca of
dry ice that comes in contact with
the water, the more fog produced.
We found that putting a block of dry
ice into a burlap bag and crushing it
with a hammer into powder and then
placing it into the machine, bag and
all, worked the best. Pyrotechnies is
not a subject to be taken lightly. 1
have scen flash pots made out of
everything from hockey pucks to cof

fee cans. The safest  system s
manufactured by Luna Tech, Hunt
sville, Alabama. Don’t make your

own pots this is dangerous. Buy
them from a reputable manufacturer
and practise before the show
make all your mistakes outside.

Lighting is one of the most impor-
tant ingredients of the show. It can
make it or break it. Live Roek 'n’
Roll is essentially a visual art. East
Coast has worked with such diverse
acts as  Rev. James Cleveland’s
Gospel show, Kitty Wells” Country
Western shows, Joe Perry Projects,
Starz, and the Romantics. We are
always available to answer questions
about products or procedures recom-
mended herein; write to IM&RW
with any you may have.

Michael Warmuth

SAGA
ELECTRIC

BUILD

YOUR

Complete kit
includes parts,
instructions and
tools needed
From § 195
suggested retasl
SAVE 509

See at your
dealer or write

Saga Musical Inseruments, P.Oox 2841
South San Francisco, CA 94080

Dealer Inquires Invited

The TA-12 is a Time Align® loudspeaker from

Bag End/Modular Sound Systems, Inc.
P.0. Box 488, Barrington, IL 60010 (312) 382-4550

Time Align™ is a trademark of E. M. Loog Associates
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On Test—
1 TURN PRO with SYSTEM ONE

and lavout scems very high. The
cabinet itsell s plywood, and the
back plate composite particle board.

The amp comes with a comprehen:
sive booklet explaining the concept
and development of the Polytone,

lus o few  pages tlining typical ; - :
:::(l: “:,d ::A“,i:;:’ﬁ outiining typred ENCODE/DECODE NOISE REDUCTION

Incidentally, although 1 have MODEL 140
reviewed the Mini-Brute 2 as a guitar . . . ,
amp. one  of the meanings  of Record like a professional with Rocktron’s
Polytone (as defined in their booklet)
is ‘more than one sound’ i.e., the advanced reChnOIOgy.
Hoptome & bjendil G e W”,:‘ - Eliminate tape hiss without side  « Four channels simultaneous
DS D G IS (e effects found in other systems. encode/decode — no
not simultancously, of course, as it is switchin
only a single channel amp). o Effec’fively doubles dynomic g

range. + 40dB effective noise reduction

Speces & Features ) )
100 watts RMS into 3 ohms * No breathing « Better distortion performance
Single Channel two inputs (Hi Lo) s
o Sl dack 469 suggested Retail
Ix12" Speaker Also available: Model 120 (2 channels)
Reverh Control and Model 180 (8 channels).

Sustain. Distortion Control
Optional Footswiteh (controls Reverb and

Sustitin Distortion) Send Inquiries to: ) Ro mo n
Price: $:395.00 (suggested list) Rocktron Corporation

Manufacturer: Polytone Musical Instruments 8730 Dill Drive
e Vool A Sterling Heights, Michigan 48077 ROCKIRON CORP

No. Hollvwood. CA 91605 (213) T60-2300. or call: (313) 977-4160

Look For Us Booth 115 NAMM Expo

HOW TO KEEP YOUR PANTS UP
AND STOP SCRATCHING.

It's easy, with the Musicians Belt. Ordinary belts can chew up the finish on your valuable instrument. The
Musicians Belt has no exposed metal parts. . . it's made from the finest select cowhide, guaranteed to
protect even the most delicate finish. You'll look good, sound good, and keep that prized instrument in mint
rondition.

* Two models - plain or basketweave finish

* Hidden compartment for flat picks rlw H F

* Hand edge coated, hand burnished, 2
and hand-rubbed chestnut finish MUSICIANS

* Exclusive formula sealer, so dyes don’t run BEILL

* Made in the U.S.A.

* Money back if not 100% satisfied

Plain finish - list $29.95

GENUINE COWHIDE. MADE IN US A

Ask for it at your dealer
or order direct. We pay shipping!
SEND CHECK OR M.O. TO:
R.S.F Industries
Dept. 20
Box 578
Belmont, MA 02178
(617) 923-9587

* Dealer inquiries invited

Basketweave finish - list $38.95

* Please state size / add $5.00
for size over 42.

* Money back If not 100% satisfied

* Belt width is 1 1/2 inches Allow 2-4 weeks delivery
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*C.F. Martin. Sr. moved
from his homeland in
Germany (o begin a
tradition of quulity

crattsmanship which
has endured for 150

years. Six years after

C.F. Martin. Sr.

: relocated his family
C.F. Martin, Sr. and business in a
rural area of Pennsvlvania

C.F. Martin Factory

Early 1900 s

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

+ and sound
construction made Martin
« instruments very popular
with artists and players
in the mid-1800°s.
However. getting those
mstruments to the
musicians was another
matter. Shipments had
to be sent via
stagecoaches and
riverboats because
there were no
railroads. Despite
N, these problems.
| by I876 Martin
SULtirs wWere so
popular that the
| company was
invited to exhibit
(| . at the Centennial
| celebration in
Phitadelphia.

1919 Baby D-45
Ditson Model

.\l
-

hisarrival in New York.

I8N76 Centennial Exposition Certificate

C.F. Martin’s 150 ycar effort
to produce a better tone has
f\ resulted in many
L S ]

|8

i is the development of
the X" bracing

. s pattern by

C.F. Martin. Sr. which has

contributed to the exceptional

tone of today’s Martin guitars.

Martin N-Bracing
Pattern

ri

18 ‘-'.-‘Il;und
innovation for which the Martin
guitar is known continue today.
C.I-. Martin craftsmen working in
a climate controlled factory
pertform 240 separate operations
over a three-month period to
produce Martin’s famous 1>-28.

New Martin Facility

innovations. An example

THE MARTIN TRADITION

Custom
Flover Pot
Headstock Inlay

Even mere operations
are necessary for
some customized
guitars hand

made through

C.F. Mertin’s
CUSTOM

SHOP.

Murtin D-28
~— .

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

Martin Accessory Proclucts

it A CENTURY AND A HALF

OF FINE GUITAR MAKING
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Uniquely different in everyway, a Custom. takes i;ou
to the place that vintage was headed

R .
Strings & Things Guitar Workshop ¢ 1492 Union Ave. Memphis, TN ¢ 901-278-0500
other Custom models: Bluesking - Bluescaster - Excalibur

World Radio History






