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Why should a sampler and a synthesizer be combined? 

Experimentation. 
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I need to get to my sounds quickly and 
also create new patches when I'm on tour. 
The DSS-1 gives me that flexibility Its' a 
very responsive instrument. 

Steve Winwood 
Multi-Instrumentalist, Vocalist, Composer 

Korg combines the realism of sampling 
with the flexible control of synthesis to 
create a new kind of keyboard with un-
limited possibilities for musical experi-
mentation: the DSS-1Csigital Sampling 
Synthesizer. The DSS-1 recreates sounds 
with digital precision. But it also shapes 
the complexity and variety of sampled 
sources into new dimensions of sound. 

Exceptional Range The DSS-Fs ex-
traordinary potential for creating new 
sounds begins with three sound genera-
tion methods. Digital oscillators sample 
any sound with 12 bit resolution. 'fig° so-
phisticated waveform creation methods — 
Harmonic Synthesis and Waveform Draw-
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ing — let you control the oscillators di-
rectly. Use each technique independently 
or combine them in richly textured multi-
samples and wavetables. You edit samples 
and waveforms with powerful functions 
like Truncate, Mix, Link and Reverse, plus 
auto, back and forth or crossfade looping 
modes. Then apply a full set of synthesis 
parameters, including two-pole or four-
pole filters and Korg's six-stage envelopes. 

Exact Control Choose from four sae-
piing rates between 16 and 48 KHz, with 
up to 16 seconds of sampling time. Config-
ure the keyboard with 16 splits assignable 
over the full 127 note MIDI range. Layer or 
detune the two oscillators on each of eight 
voices. Then process your sounds with a 
complete synthesizer architecture and two 
programmable DDLs. 
The DSS-1's power is easy to use, so you 

can work with sound and music, nat pro-
gramming manuals. The backlit 40 char-
acter LCD display takes you through the 
total sound generation process with op-
tions and instructions at every step. Soft-
ware that talks your language and a logical 
front panel menu help you go beyond spi-
thesis, beyond sampling — without dictat-
ing your direction. 

Expression The DSS-1's five octave key-
board is velocity- and pressure-sensitive, 
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for precise touch control of Autobend, 
VCF, VCA, envelope rates and other param-
eters..Velority Switch lets you play com-
pletely different sounds as you change 
your attack. 

Unlike other samplers, the DSS-1 lets 
you access 128 sounds without changing a 
disk. Each disk stores four Systems of 32 
sounds. Wfthin each System, your pro-
grams combine up to 16 sample groups 
and/or waveforms with complete sets of 
synthesis parameters and keyboard set-
ups. In effect, the DSS-1 becomes a new 
instrument every time you call up a Sys-
tem. The library of easily available 31/2 " 
disks is already substantial and growing 
fag. Four disks — each with 128 sounds — 
are supplied with the DSS-1 to start your 
comprehensive Korg sampling library. 

By combining the best of digital sam-
pling with familiar and flexible control of 
synthesis, the DSS-1 allows the modern 
synthesist to experiment with new sounds 
never before available. 

Start exploring the fusion of sampling 
and synthesis now, at your authorized 
Korg Sampling Products dealer. 

KORg 
a Sampling 

Products 
Division 

SAMPLING IS ONLY THE BEGINNING 

F'Ir a fruo catalr,2 of Korg products, send your name and address, plus $1.00 for postage and handling, to: Korg USA. 89 Frost St.. Westbury. NY 11594. Korg USA 1986 
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IN YOU. 
Get ready br tie performance of a 

ifetrre. Noth ng turns on your talent and 
ignites your tire like TDK high-bias audio 

:--cossettes. And cnce you try them, all 
others will seem like warm-up tapes. 
Our newy ormulated SA cassette de-

liversia feeliirg of presence and realism 
that is so intelse—you'll feel he fire. 
And for tie hottest dimension of pure 

sonic fire; t-y .TDK SA-X. From simmering 
lows to sizzli.-ig ighs, 'it captures the full 
power of pelormance--without distortion. 
Next time you break out your airguitar, 

don't play ã:h cassettes that burn out just 
when the music s getting hot. Turn on to 

high- bias audio cassettes and play 
witn the brightest tire—forever. 
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of video cassettes and floppy disk products 
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CIDNTENTS 
Miles Davis has nothing to prove,. History has ratified 
his innovations, and time has cooled his rage. Now in 
winter, the lion again finds his anger provoked and his 
music inspired. 
By Mat* Rowland   82 

Elton John: "I know its not very hip to like me, but 
I'm a much better musician than people realize." 
Getting beneath the surface with the man who has 
everything. 
By Chris Salewicz     72 

Teo Macero played sax with Mingus, studied with 
Varese. and produced Elfrigton. Monk and Miles. A 
rare iinterview 
By Jerome Reese   86 

Psychedelic Furs: Richard Baer has a hard time 
with stardom; he wants it back, but he wants to hold on 
to his integrity. too. So far he's firedihalf his band, made 
some wrong rebords. andl won the lhearts of teenybop-
pers. How far should a man go? 
By J.D. Considine     62 

John McLaughlin: a new Mahavishnu with the sene 
old machine gun elegance. A meeting of the spirits. 
By Josef Woodard     34 

Benjamin Orr: Voice of the Cars 
By Rob Tannenbaum     23 
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By Randall Grass   17 
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THE BEST OF THE GREATEST 
AN IMPORTANT NEW SERIES FOR ANYONE WHO IS 

SERIOUS ABOUT THEIR MUSIC. 
Columbia Records is proud to introduce the first releases in a 

continuing series of landmark jazz albums digitally remastered for 
Compact Disc, LP and Cassette. 

The original album artwork has been retained. Ano liner notes— 

OUIS ARMSTRONG 
MILES DAVIS 

BENNY GOODMAN 
THELONICUS M3NK 

documenting the historical importance of these classic recordings— 
are based on both original material and new research. 

Columbia Jazz Masterpieces. Keeping Jazz History Alive For 
Everyone— In State- Of-The- Art Sound. 

THE DAVE BRUBECK QUAFTET 
COUNT BASIE 

DUKE ELLINGTON 
BILLIE HOLIDAY 

SARAH VAUGHAN 
ERROLL GARNER 
CHARLES MINGUS 
LOOK FOR OVER 60 RELEASES 

commr- THIS YEAR! 

COLUMBIA JAll MASTERPIECES 
A CONTINUING SERIES OF DIGITALLY REMASTERED ORIGINAL RECORDINGS. 

ON COLUMBIA COMPACT DISCS, RECORDS AND CASSETTES. 



ANNOUN:ING -E BIGGES IDEA 
IN THE HISTORY OF WIRELESS 

dbx 46732 
C1252W2 JA 617A 

sà•die 
Samson incorporates dbx noise reduction to achieve 

a new standard of wireless performance. 
Samson Concert TD Series is the first true 

diversity VHF wireless system V`,1 th dbx noise 
reduction. We've been setting new standards 
of sound and reliability in wireless over the 
years, but we're always refining our tecnnol-
ogy to make it even better. Thai's why we 
chose world-class dbx technology to solve the 
biggest problem in wireless — noise. 
dbx noise reduction makes the Concert TD 

Series incredibly quiet. It also expands fre-
quency response to deliver the best possible 
hound for vocals and instruments. And you 
won't hear it working because dbx circuitry 
eliminates the pumping and breathing that 

plagued wireless sound in the past. 
Breaking new ground with our Concert TD 

Series, Samson engineering excellence now 
takes a quantum leap forward in its ongoing 
search for the highest standard of wireless per-
formance. We are the first to incorporate dbx 
noise reduction because we want to guaran-
tee the best possible audio quality available in 
wireless today. Now there's every reason you 
can think cf to enjoy the unlimited freedom 
promised by wireless. 

Firsi we took the worry out of wireless with 
reliaUe no-dropout performance, now we're 
taking the noise out of wireless with dbx. 

SAMSON' 
WE TOOK THE WORRY OUT OF WIRELESS 

:klfY1S011 'rodkcts.Cutporuttun, }3.r ultun Akenue, len t, Vew Yu: k 

(516i 489-2203 I LX 284696 ';AM L, AX I516I 489-2418 

It Conodc Or/Ina-red.() Cœporolion Lhi, 9653 Cole de Liesse, 
Dorval, Oucbec H9P 1A3 514-636-9971 
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came after Dancing In The Dragon's 
Jaw, which was the peak of what I had to 
say about the spiritual side of thine—at 
that time. It was the best I could do. 
Then it became a question of looking at 
what that means in the terms of the 
world outside. Okay, you've got this set 
of spiritual beliefs, but what does it mean 
to live in the world with those beliefs? 
That became more the focus. And I also 
started doing a lot of traveling outside 
North America then. I saw the very 
graphic way that politics affect people's 
lives in other parts of the world." 

Of his sixteen albums, World Of Won-
ders may be the best encapsulation of 
what Bruce Cockburn is about. On the 

one hand, it contains rich, sensuous bal-
lads such as "Lily Of The Midnight Sky," 
a brooding, mostly-spoken piece filled 
with poetic imagery and suspended over 
a lovely melody line. "Berlin Tonight" 
combines an eye for poetic nuance with a 
twist of geopolitical menace: "Berlin to-
night / Tabledancing in black tights / 
Waving a silver crutch in the blue lights / 
Shapechanging over glass / On the front 
line of the last gasp." 

At the same time, both sides of World 
Of Wonders open with songs more angry 
and didactic than anything he's done be-
fore. "People See Through You" is 
aimed straight at Ronald Reagan, an un-
characteristic move for Cockburn. 

Tom "T-Bone" Wrolk-
Bassist.  1 

HALL AND OATES. 
SATURDAY NIGHT LIVE HOUSE BAND. 
LIVE-AID. 
FARM-AID. 
T-BONE'S BASS-AID? D'ADDARIO. 
1- Bone prefers high action strings. When he plays his 
Fender Precision or Jazz, St. Blues, Steinberger or 
Ampeg fretless, he always plays D'Addario. 

like to fight the bass a little.. on-stage I use D'Addario 
heavy gauge roundwounds on the E and A, and 
hal`rounds on the D and G." 
Off-stage? Well, you can be sure it's D'Addario. 

GD' 
• 

E. Farmingdale, NY 11735 USA 

HUGH ACTION BASS-AID. 

"The idea came from meetings with 
people in the Sanctuary movement, and 
hearing about the FBI breaking into their 
churches," he says. "They'd go in and 
break into files and leave the ones per-
taining to Sanctuary people on the desk. 
It's what Reagan says the 'evil empire' is 
doing, yet it's exactly what his own 
people are doing. Plus there's the almost 
amusing contrast between the incredible 
power of these covert agencies, and the 
use of that power to break into places 
any idiot could get into, and just throw 
paper around. That had to be a song." 

"Call it Democracy," a thumbnail his-
tory of U.S. economic exploitation in un-
derdeveloped countries, is remarkable 
for reasons beyond its lyrics or music—it 
was one of the first songs to bear the 
mark of the censor, in accordance with 
last year's agreement between the re-
cording industry and pro-censorship 
forces led by the Parents Music Re-
source Center. On the first pressing of 
the jacket of the American version of the 
record, the lyric was surrounded by a 
black border, and the lines "You don't 
really give a flying f**," and "IMF, dirty 
MF" are highlighted in bright yellow. 

"I think it's really stupid, and it's 
tempting to believe there's a connection 
[between the political content of recent 
music and people wanting to censor it]," 
he says. "But I haven't seen any real evi-
dence to that effect. The connection may 
go the other way, too. When you get a 
very uptight mentality trying to enforce 
itself on the rest of the population, 
people are driven to react." 

ockburn's record label agreed the 

ROCKET LAUNCHERS 

T
Ill' full-band sound of Cockburn's 
last several albums obscures his 
breadth as a guitarist. It's more 
evident in his stage show: "I use 
different tunings, and there really 

isn't time for that during a show, so I keep 
a lot of guitars with me. I've got two 
Strats, one an old '63, and the other a 
more recent model. An old Gibson 
Melody-Maker, of roughly the same vin-
tage as the old Syat. The newer Strat has 
Seymour Duncan pickups, but the other 
two are all original. Then there's a cus-
tom-made Flying V I use as well—actually 
two, but only one in the show. They're 
completely handmade, from the body to 
the pickups. I have two handmade acous-
tic guitars, a David Wren as well as one 
Yamaha that was built by their guitar-
maker. I also have an electric charango 
made by Linda Manzer, who's done a lot 
of work for Pat Metheny. And I have a dul-
cimer onstage for one song, too." 

12 



SPM 8:2 
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The SPM from Simmons is anything but a conventional audio mixer There are, however. sane similariies: Eight 
channels, each with bass, treble and parametric mid-range equalization, two effects sends, pan and level controls. Two 
effects returns. A headphone/monitor output and let and right master outputs. 

Here the similarities end because SPM 8:2 is a computer controlled dev.-ce making duplication of channel controls 

unnecessary. 
64 different mixes of eight channels, each comprising level, pan eq and effects data can be stored in SPM 8:2s 

memory and individua: mixes selected at will via IVEDI, footswitch cr the front panel. Cross-fade times between mixes 
are programmable for individual channels allowing Jade outs and ins of different instruments simultaneously Each 
channel also has a four function effects bank offering such features as variable rate auto-pan and phasing. 

With a specification and price tag tne envy of most • ` m:xing oesk" manufacturers SI'M 8:2 has only one disadvantage... 
How do you fill a page wit u its picture? 

Ísimtve-Nsj 
Simmons Electra.,rics Lonited, Alban 'ark. Hatfield Road, St. Albans, Het s AL4 OJO. -el: (072') 3 191 ('5 lines). 
Simmons Elerearics GmbH. t mil-Hoffrnan-StraBe 7a, 6000 (Coln 50. Tel: 022 366 76 6E. 
Simmons USA, 2.1917, Croftsman Road, Calabasas, C. 91302. Tel 818 884 2653. - 
SimmonsJapan, Beluna Fieights 18-1, 4-11, hiiroo 5-chome, Shibuya-ku, 
Tokyo, Japan 151. Tel 01•1440 0991  1b 
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Gary Burton Quintet 
WHIZ KIDS 

In keeping with his widely held repu-
tation as a group leader who selects 
and cultivates only the strongest 
young jazz talents, vibraphonist Gary 
Burton has chosen three of today's 
most promising instrumental voices— 
pianist Makoto Ozone, saxophonist 
Tommy Smith and drummer Martin 
Richards— for his new album, Whiz 
Kids. Together they display their pre-
cocious musical abilities in the com-
pany of two of the most accomplished 
soloists in jazz—Burton and the highly' 
respected bassist Steve Swallow. 
A digital recording 
831 110 

Norma Winston, Somewhere Called twee 

.blus 77rylor 
Tony Coe 

new record] was so computerized, that 
is somewhat a problem. Like, my latest 
single... Turn on the radio and it sounds 
great! I found myself snaldn' to it. But 
when it's time to perform it live, there's 
spaces where so much music goes. So 
what do I do? I'm not even singing. Do I 
leave the stage and make a change? No, 
there's not that much time. So, for the 
stage version of the single I've had to add 
horns where there were no horns and 
just really create a different song! 

"There aren't too many live musicians 
on anyone's albums these days. That's 
the new sound; you have to go with the 

new sound. Keyboards, computers, lead 
guitar and a little background—that's it! 
I have no real objection to that—the 
drum machine won't lose time and if the 
keyboard player's there, the whole band 
is there. But you have to duplicate [live] 
the bassline that was done on the key-
boards or you have to duplicate the drum 
machine, which means you need an oc-
topus for a drummer or you need another 
drum machine. The new sound is the 
phrasing of the keyboard bass rather than 
the bass bass. The music now is airier, a 
light sound with lots of space. The old 
music with everything live is that heavy 

New Music on ECM 

Norma Winstone 
SOMEWHERE CALLED HOME 

In her ECM debut as a leader, British 
vocalist Norma Winstone has found 
an outlet for her pure and direct vocal 
expression with a program of song-
oriented material by a variety of com-
posers Joined by reed player Tony 
Coe and pianist John Taylor, Normas 
interpretations on Somewhere Cal-
led Home range from songs such as 
the Arlen Mercer classic 'Out of this 
World" and the Bill Evans piece "Pro-
logue" to works by contemporary 
composers Ralph Towner and 
Egberto Gismonti. A relaxed, yet up-
lifting recording. 

831 107 

Available on Compact Disc, LP and Cassette 

ECM Distributed by PolyGram Classics 810 Seventh Avenue, New York, NY 10019 

sound. Then you'd have to eq it to get a 
lighter sound." 

Millie Jackson's control of the creative 
side of her music is matched by control 
of the business side, to a degree 
achieved by very few artists—especially 
black female artists. The way she tells it, 
as a self-managed, self-produced artist 
with her own production company, it's 
not so hard to gain control of one's 
career. 

"I just never gave it [control] up. 
When I read my first managerial contract 
and it said they had to place me with a 
booking agency—I already had one— 
and they were supposed to buy me pic-
tures which cost me eighty dollars a 
hundred and stage uniforms which we al-
ready had, I didn't see any sense in giv-
ing them fifteen percent of my money!" 
So there's no Svengali behind Jackson; 

every aspect of her image, sound and 
creative direction is orchestrated by her. 
And, she says, what you see is what you 
get—she's busy just being herself. 
That's meant, in the U.S. at least, lim-
ited airplay and a mainly black audience. 
She has not yet crossed over and doesn't 
intend to change to reach pop (i.e. white) 
audiences. Her take on this country's 
"apartheid radio" is matter-of-fact. 
"To me, it's not about 'expanding your 

audience.' That's on the record com-
pany. 'Cause, to me, you can sing any 
way you want to sing and if it's marketed 
a certain way and they hear it long 
enough, whites will go for it just like 
blacks. There's no difference; it's just 
where it's marketed. America is 
so... sorted out! That's what makes me 
pissed off more than anything. What hap-
pens is the black artists will start to get 
on the charts; then the white acts will 
look at the charts and say, 'This is the 
now sound.' So the white acts start copy-
ing what we're doing. Then six months 
later our music will change again. Now 
white artists are doing what we were 
doing and our music is being called some-
thing else. Like, we did rock 'n' roll but 
when Elvis Presley and everybody else 
started doing it, they became rock 'n' roll 
and we became R&B. So now we're 
'black contemporary' or something. I'm 
not sure what we are this week. Even 
disco—you have white disco, black 
disco; you got white pop, black pop." 
She sighs. "It just goes on and on. 

"In Europe, you're on the charts. I like 
being on the charts. If you're on the top 
one hundred there, you're fighting all 
the competition on the charts. It's a mat-
ter of: 'This is me, this is the way I am, I 
like what I'm doing and if you white 

continued on page 113 

c 1987 ECM PolyGram ClassIcs 
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FOSTEX RP TECHNOLOGY 

When it comes to sound, some 
people get a little funny about the 
point blank truth, in that they don't 
want to hear it. 

They've come to expect that low 
end bump around 200 Hz because 
it makes the kick drum punchier, or 
they like the phase irregularities of 
the typical tweeter because the 
highs are all tst-tst. 

At Fostex, we believe that truth is 
stronger than fiction. That's why we 
made the RM-Series. Point Source. 
Phase Coherent. Near Field. 

They are reference monitors. They 
tell you exactly what you have and 
let you hear precisely what you're 
doing. Period. With neither 
apologies nor pamperings. Just the 
point blank truth. 

What's more, when you mix with 
RM-765s or 780s, tape playback re-
mains relatively the same from 
studio mains, to home stereo to car. 

How many times have you heard 
just the right sound on a mix, only 
to find a completely different sound 
when you hear the tape on other 
monitors? 

When you work with sound, you 
need a truthful reference. One that 
lets you hear the misses as well as 
the hits. 

We encourage you to audition 
these Fostex reference monitors with 
a known source. Because we're 
confident that you'll know the truth 
when you hear it. 

Point Blank. 

RM -765/780 

Pro Sound Division 
15431 Blackburn Ave. 
Norwalk, CA 90650 

(213) 921-1112 
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Play one of the new Yamaha RGX series guitars and you've got a 
direct line from evetything you feel inside to your fingers. That's the 

difference between being just armed. And aimed and dangerous. 

Yamaha electric guitar,. and hases. At your authorized Yamaha guitar dealer. Yamaha 
International Corporaion, DGA Division, P.O. Box 6600, Buena Park, CA 90622. 



JOHN 
McLAUGHLIWS 
LIFE IN THE 
EMERALD BEYOND 
BY JOSEF WOODARD 
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GUITAR GREAT SEEKS1 
CLARITY IN CONCEPTION 

D
appearances. espite all appeances. guitar heroism is a relatively new cultural ohenomen on --a prodLct. really, of post-war ennui and manifest 

destiny for twentieth-century schizoid man. All due respect to the 

legacies of Segovia. Reinhardt. Christian. et al, the guitar didn't pick up 

steam as a significant musical tool until the century was half over: suddenly 
the world went guitar mad and the rapid glorification of this highly portable. 

sexual:y charged stringed instrument started to sweep the globe. 
This thumbnarl history is brought to you in the interest of perspective: the 

electric guitar is a young thing. That, in part. is why we love it so. You have 

to wonder then. when one of the instruments prime icons remains vital and 
undaunted over a course of time normally long enough to see the rise and 

fall of three or four such heroes. 
Johnny McLaughlin. electric guitairist. is by all reliable accounts a pivotal 

guitar hero. an innovator who struck out at an early age to find a new route 

of expression and wound up spearheading a budding generation of 
players after more than the gLick pop buck. McLaughlin—a.k.a. 

Mahavishnu—was on a daring onrarrnp of inspiration when his Mahavishnu 
Orchestra stormed onto the scene in 1971. Here was an instrumental cos-
mic fireball of a group— seizing the excitable glands .of the young rock 
crowd with the ample deposits of loud and fast. and 'massaging the 
change-starved intelllects of the post-free jazz quarters as well. There was 

a spiritual subplot. too. with McLaughlin's Eastern ideology and submis-
siion towards his guru Sri Chinnoy. McLaughlin cut an unusual, spartan fig-

ure in his white garb. cropped black hair and cumbersome double-neck 
axe. played with face ever squinting skyward in surrender and devotion. 
A decade and a half later. numerous incarnations. recantations and in-

struments under the bridge, the newl formed and more pragmatically-
scopedl Mahavishnu has released its second record. entitled Adventures 

in Radioland.. Along with his new cohorts—charismatic bassist Jonas 

Hellborg. saxist Biil Evans. drummer 1Dan Gottlieb and keyboardist Jim 
Beard —McLaughliins new band is streamlined, melodically driven. athlet-
ically interactive and studded with rhythmic fiber that has more to do with 



Brazil and urban funk than religiously 
laden ecstasy. 

Despite the fortuitous timing—lately 
we've witnessed a veritable fusion 
redux—Adventures In Radioland owes 
its melting pot moves more to McLaugh-
lin's fusing fretboard agility to mental 
muscle. Fueled by flamenco, modern 
jazz, classical music, Indian thought, 
Hendrix and other stray coordinates, the 
young Scot was shuffling around London 
in the mid-60s, making a name for him-
self among jazz adventurers. McLaugh-
lin got a chance to put his ambition to the 
test when America called; his trans-
planted Anglo pal bassist Dave Holland 
was eager to introduce the star-struck 
kid to Tony Williams and Miles Davis. 
McLaughlin may have been the only gui-
tarist for the job of spiking Miles and 
Williams' fiery, proto-fusion Emergency 
work—short, perhaps ofJimi Hendrix. 

Inevitably, McLaughlin wasn't long for 
the role of sideman. He fused. He 
grafted. This was music's great white 
hope of "fusion" at its utopian best, long 
before the stigma and the industry man-
euvers set in. 

His own early classics—the quirky, 
modal English jazz turns of Extrapolation 
with reed wiz John Surman and the con-
tinuously popular acoustic idyll of My 
Goals Beyond—announced a burgeoning 
bandleader. The early Mahavishnu rec-
ords—Inner Mounting Flame, Birds Of 
Fire came out fully formed, full of both 
quixotic compositions and an uncorked 
energy that thrashed about in mad solo-
ing frenzy on tracks obviously recorded 
extra hot on the poor VU meters. 
The band was probably too hot, in 

fact, to stay alive long. After two years, 
it was over, despite the undimming pub-
lic support. Notwithstanding a few other 
electric efforts with an expandable 
lineup, McLaughlin/Mahavishnu was al-
ready on his way to the first radical 
changeover: denying the electric outlet. 
The music world was never really ready 
to accept the acoustic group Shakti on its 
own terms. But McLaughlin's tough, 
beautiful concept was to mate Indian 
music's intimacy and musical code with 
his own Westernized compositional 
thinking and his modified guitar—with 
frets scalloped out as in a sitar. The 
band's three poorly selling albums were 
gems of ethnic esprit de corps. 
Two juicy electric projects put to rest 

suspicions that McLaughlin forgot how 
to play with pickups and beefy amps: 
1977's Johnny McLaughlin was a collage 
of groupings and loose tunes, while the 
underrated Electric Dreams made an ap-
pealing stab with the short-lived One 

Truth Band. McLaughlin then stepped 
back to regroup yet again, and came back 
with the unusual instrumental architec-
ture of his Belo Horizonte group; balance 
of energy sources was the key factor, 
with McLaughlin playing acoustic guitar 
against an essentially electric band. It 
was not rock 'n' roll, but a delicate en-
semble with an undertow of fury. 

It was at this point, four years ago, 
that Musician last caught up with 
McLaughlin. A good deal has transpired 

Learning to speak the unspeakable. 

with McLaughlin since deputized repor-
ter Robert Fripp paid him a visit in his 
French home and wolfed his chocolates. 
Even apart from the sentimental mean-
ing of Mahavishnu's renovation, their 
first album featured McLaughlin's pio-
neering use (live and in the studio) of the 
Synclavier guitar synthesizer, before it 
was commonplace. Some grumbling 
fans, enamored of McLaughlin's analog 
bite on Les Paul, were grateful to hear 
McLaughlin return to the land of the 
searing electric guitar on the new album. 
On other fronts, the ever peripatetic 

guitarist has, last year, premiered his 
first guitar concerto—commissioned by 
the Los Angeles Philharmonic—and has 
hit the big screen, in a bit role as an 
American guitarist in the jazz-hued Paris 
of Round Midnight. For one often 
deemed as a guitar hero—a dispenser of 
licks—McLaughlin saw the concerto it-
self as something of a milestone—a well-
received opus that took three years to 
write and that he is still revising for fu-
ture performance. 

In fact, pages of a revised manuscript 
are in plain view on his hotel table as we 
talk. "I listen to classical music and I have 
amongst my friends some of the greatest 
classical musicians in the world," he ex-

plains, with the dense late fall thicket of 
Central Park looming outside his picture 
window. "But I'm a jazz musician at 
heart, and I always will be. That's my 
discipline, let's say. But that shouldn't 
stop me from playing with an orchestra. " 

McLaughlin speaks in measured 
tones, veers off into related detours and 
speaks freely, but is always a gracious 
conversationalist. Apparently his sweet 
tooth is verifiable; he offered this year's 
reporter a bowl of dinner mints at regular 
intervals. McLaughlin's mind is as quick 
as his guitar soloing. He probes and de-
vours and hops tracks to other trains of 
thought. But all the while, he conveys 
the calm confidence one might expect of, 
well, a seasoned guitar hero. 

MUSICIAN: Over the course of your career 
you've gone through distinct phases. Do 
you perceive it as a succession of new con-
cepts realized chronologically? 
McLAUGHLIN: I don't even think about 
it, to tell you the truth, since I really in-
dulge my musical instincts because I be-
lieve that they won't lie to me. In spite of 
the fact that it can lead me to some 
strange avenues. 
But I believe we have to follow our 

own nature. I don't consciously think I 
should do this now or I should do that 
now. Really, music is the chief executive 
of these decisions. You're respected for 
what kind of music you play, you know. 
It's an interior enrichment, and for me 
this is very important. I continue to go 
along with these musical impulses. 
MUSICIAN: What was your motivation in 
reforming Mahavishnu? 
McLAUGHLIN: Hmmin. Probably a num-
ber of reasons. One being the fact that I 
tried to reform the original band many 
times over the years and I was never 
successful because of Mr. [Jan] Ham-
mer, who refused categorically. In the 
beginning, Jerry [Goodman] refused 
also, but they were very close and then 
they fell apart and I became pals with 
Jerry again. So then everyone was en-
thusiastic about it, but I could never get 
Jan to do it. And it was all or nothing. I 
tried for quite a few years. Maybe it was 
partly because of frustration. 
There were two reasons, really. One, 

to try to prove to myself that this petty 
bullshit has nothing to do with music— 
but I was wrong—and coupled with that, 
to show the people that essence. The 
band was much loved by people and 
there was a great spirit in it. 

That's the only reason I broke the 
band up, because the spirit had gone out. 
It was only after two years. We were re-
ally beginning to hit it big, but unfortu- P
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Mounting Flame, coming out of what you 
had done prior. It was a shock wave of 
sorts, and a real bridge between the jazz 
and rock worlds. Just before that land-
mark, you had done the relatively medita-
tive acoustic album My Goals Beyond. 
How did the transition between those two 
extreme poles transpire? 
McLAUGHLIN: Mahavishnu was already 
being planned before I went in to do My 
Goals Beyond. The thing is that... would 
you like another mint?.., dreaming up 
plans and executing them sometimes 
don't happen with due speed. It takes 
time to make them happen. As far as the 
concepts of Mahavishnu Orchestra, I 
was very clear even when we went into 
the studio to do My Goals Beyond. That 
was, however, an album that I'd wanted 
to do for a long time and I thought, "A 
good time to do it." I've been playing 
acoustic guitar all my life. Even when I'm 
touring on the road, I've got my guitar 
here (points to his acoustic at bedside). 
It's timeless. So I went in and recorded 
that album. It's my record with the 
greatest longevity. It's been recently re-
released. I wonder if it's because of the 
acoustic guitar. 

This is one of the things that I always 
liked about acoustic guitar, particularly 
the Lamb gut-strung guitar, which I've 

been playing for a lot of years now. 1 
stopped the steel-string acoustic guitar 
in '79—well, that's seven years—one of 
the reasons being that the percussive ef-
fect of the nylon-string guitar, a power-
ful, soulful sound to me, is much greater 
than the steel-string guitar. With the 
steel, instead of a percussive effect you 
get more of a slap. 
A nylon string dies. You know, that's 

something that I like. The note comes 
and you put as much expression into it as 
possible; it dies and it has a very short 
life. For me it's a little being that is born 
and it lives and dies, in the space of that 
one second or two seconds. There is 
something very poignant in that, which is 
the reverse of playing the electric guitar. 
MUSICIAN: When you did play electric 
guitar, there was something emphatically 
electric about it. It wasn't just a matter of 
gothic volume and blinding speed; you 
found some new threshold of musical ex-
pression. 
McLAUGHLIN: I think, in a sense, almost 
everything's experimental. In terms of 
the concerto—after all the years of ex-
perience, I'll sit down and write and play 
it and, who knows? Nobody knows until 
you try it, but then you run the risk. 
That's good. Without the risk, those 
nerves.., it's irreplaceable in life. 

Mahavishnu played with an edge, an 
energy that you can't get in the studio. 
It's clinical in the studio. 
MUSICIAN: How do you go about working 
in the studio? 
McLAUGHLIN: Suffering. 
MUSICIAN: Not a pleasant process...? 
McLAUGHLIN: It can be. But maybe I like 
to suffer a bit [laughs]. Actually it's true, 
if somebody came up to me and said, 
"I've got this magic pill, and your suffer-
ing would be gone forever, no after ef-
fects," I wouldn't want it. It's the salt of 
life. Strangely enough, we all try to avoid 
it. Life would be extremely boring. 
MUSICIAN: You play a lot of Les Paul 
again on this new album, after using the 
Synclavier almost exclusively on the prior 
album. What is the status of your affair 
with the guitar synthesizer? 
McLAUGHLIN: When Mitch Forman left 
to join with Wayne Shorter, I asked Jim 
Beard to come in right away. But Jim 
plays exclusively synthesizers. So we 
started rehearsing and we started one 
tune on which I played synthesizer guitar 
and it seemed to me that the two synthe-
sizers were phasing each other, almost 
cancelling each other out. I could see 
that either we do a lot of work in sound 
design, timbre construction, or I play 

continued on page 114 

"PHANTOM NAVIGATOR:' 
ONLY BE WAYNE SHORTER. 

Wayne Shorter sets sail for 
implored musical shores 

on his new album, 
"Phantom Navigator!' 

So go where only Wayne 
Shorter can lead you—to the 
exciting new world of sound 

on " Phantom Navigator:' 

WAYNE SHORTER IS THE "PHANTOM NAVIGATOR:' 
ON COLUMBIA RECORDS, CASSETTES AND COMPACT DISCS. e.-1 

Produced by Wayne Shorter Management: Deed Rohm "Columba." •IR are trademarks of CBS Inc. 0 1987 CBS Inc. 
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ALIASING: OR TOO MANY 
OVERTONES SPOIL THE STEW 

y
( )u may be wondering what would 
happen if a frequency higher than half 
the sample rate somehow managed 

to sneak into a sampler's ADC. 
"Yeah, does the Nyquist Squad come 

and pay you a little visit?" smirked Sam, 
understandably a little irritated from hav-
ing to absorb so much technical data. 
When those high frequencies undergo 

A to D conversion, you get a form of ig-
noble sonic rot called aliasing, which can 
make your nice fresh samples sound like 
they've been left out in the sun too long. 
What the Nyquist theorem comes down 
to, in essence, is this: the ADC has to 
take at least two samples per cycle if it's 
going to read the waveform accurately. 
As long as the incoming frequency is less 
than half the sample rate, that condition 
is satisfied. But as soon as the incoming 
frequency gets higher than half the sam-
ple rate, the ADC gets a mite confused 
and actually represents it as being lower 
than the sample rate. This is called alias-
ing because the high frequencies are ap-
pearing under a false identity—or alias— 
as low frequencies. (Hey, I didn't invent 
the term.) These foldover frequencies, 
as they're also called, are manifested as 
false fundamentals and/or false partials, 
which can cause several varieties of un-
palatable distortion. 
To prevent aliasing and its attendant 

problems, most sampling devices in-
clude a filter, which is placed before the 
ADC in the circuit. This cuts out fre-
quencies that are too high for the ADC 
to handle. Digital filters are generally 
preferred over analog filters for this job. 
This is because a digital filter won't add 
any colorization to the waveform, as an 
analog filter might, and it can provide the 
sort of sharp, "brickwall" characteristics 
you need if you want to stop everything 
above the Nyquist frequency dead in its 
tracks. 

Digital filters are usually top choice on 
the menu for use in the output stage as 
well. Why is a filter needed here? Well, 
consider this question. If you were given 
a choice of sliding down a splintery, 
wooden staircase on your bare behind, 
or sliding down a gently sloping, grassy 
hill in the same state of undress, which 
would you choose? Your ears are no less 
sensitive. As you'll recall from the dia-
grams above, digitally encoded wave-
forms have an angular, "steppish" qual-
ity. When a waveform like this returns to 
the analog domain via a DAC, it generally 
needs a little "smoothing out." A filter 
placed in line after the DAC restores the 
waveform's analog "roundness." 
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Recipe menu for Korg DSS-1 sampler. 

"Gosh," remarked Sam. "Just like 
puttin' lumpy gravy through a strainer." 

QUAÑTIZATION: THE LAST WORD 
IN BYTE-SIZEI) TIDBITS 

s
o now you see the importance of sam-
ple rate in capturing the full bouquet, 
of a freshly sampled sound. For our 

next lesson, we'll see how quantization 
can mean the difference between Escar-
gots à la Bourguignonne at Maxim's and 
a Bird's Eye frozen entree. Sample rate, 
you recall, is a measure of how many 
times per second the ADC takes a fix on 
the amplitude of an incoming waveform. 
Well, the system's quantization scheme 
determines how accurately those ampli-
tude readings are taken, and how pre-
cisely they're stored in memory. 
Most of the professional samplers out 

there employ a linear Pulse Code Mod-
ulation (PCM) scheme for digitizing the 
waveform. Each successive amplitude 
value is expressed as a series of binary 
digits. Each of these digits becomes one 
bit in a digital byte, or word, as it's some-
times called. Now, the more bits you 
have in your byte, the more numerical 
values you have available for zeroing in 
on the- precise amplitude. This is called 
resoltition; 8-bit, 12-bit and 16-bit resolu-
tion are the most common options availa-
ble. And this spans the entire _spectrum 
from under-a-thousand models ta sys-
tems that cost more than a few acres of 
Premier Cru Bordeaux vineyard land. 
One thing to bear in mind is that there 

is always some "rounding off' involved in 
any quantization scheme. No matter how 
many gradations you have, there's al-

ways going to be some pesky, rebellious 
amplitude value that falls somewhere be-
tween two of them. When this occurs, 
it's called quantization error. Back in 
arithmetic class you rounded off to the 
nearest decimal. That's because you 
were using the base 10 (decimal) arith-
metic system. Samplers round off to the 
nearest binary (base 2) value, or what's 
known as the Least Significant Bit 
(LSB). 

"Sounds like the part of dinner that 
ends up in the doggie bag," Sam sniffed. 
The whole situation is a lot like buying 

a new pair of pants. No matter how many 
sizes they have at the store, the unique 
contours of your body (to put it one way) 
never quite fit into any of them, and 
you're stuck with the inevitable choice 
between The Tight and The Baggy 

Here's where things start to pinch, 
though. If all samplers used linear quanti-
zation schemes, comparing their resolu-
tion quality would be a simple matter of 
counting up the bits. But, in order to ac-
commodate extremely high and low 
amplitudes (the extra-longs and extra-
shorts of the waveform world) several 
popular samplers use non-linear quanti-
zation schemes. 
C ompanding is one such technique. 

As part of the encoding process, the 
waveform is compressed down to HO 
model train scale. This lets the quantiza-
tion system capture extremely high and 
low amplitude values more accurately. 
(The high amplitude "smokestacks" 
don't get cut off when the waveform en-
ters the ADC tunnel.) Then, when the 
waveform is decoded for playback, it is 
expanded back to "actual size," and its 
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called sample rotation, which provides an 
interesting variation on the idea of trun-
cation. Rather than discarding the bytes 
that are truncated from the end of a 
waveform like so many potato peels, you 
can bring them around to the front of the 
waveform and stick them on there. Or 
vice versa. Since you can only truncate 
the back end of a waveform on the Mir-
age, rotation is absolutely essential for 
trimming bytes from the front end. 
Beyond this, the idea of using rotation to 
turn a sound "inside out" is not without 
its own demented, intrinsic appeal. 
And while we're at it, is there any 

reason why all this editing has to take 
place on a single waveform? Not at all. 

The Emulator II and many other sam-
plers provide a splice function that lets 
you take the beginning of one waveform 
and graft it onto the end of another. The 
result? A note that starts out as sitar, for 
example, and ends up as a raspberry. 

But perhaps the most important sam-
ple editing function is looping. It allows 
you to take a central segment of your 
waveform and have it repeat over and 
over again—for as long as you hold down 
the appropriate key on your controlling 
keyboard. When the key is released, the 
waveform continues to its end point. 
Looping takes advantage of the fact that 
most sounds "settle down" into a fairly 
regular sustain pattern after their initial 

New Music on ECM 

David Torn 
CLOUD ABOUT MERCURY 

Cloud About Mercury demonstrates 
that David Torn is more than an im-
pressive young guitarist on the rise. 
In collaboration with Mark Isham 
(trumpet and flugelhorn), Tony Levin 
(Chapman Stick, bass synth) and 
Bill Bruford ( Drums, percussion) 
Torn reveals his maturity as a writer 
group leader and conceptualist with a 
desire to delve into previously unex-
plored musical territory. Cloud About 
Mercury is a state-of-the-art record-
ing by four of the most distinctive mu-
sicians in contemporary music. 
831 108 

Jan Garbarek 
ALL THOSE BORN WITH WINGS 

Jan Garbarek has created a striking 
work of six pieces which unfold in an 
original and engaging manner. On All 
Those Born With Wings Garbarek in-
fuses the latest musical and studio 
technology with the warmth and hu-
manity of his highly influential ap-
proach to the saxophone. Also 
playing flute, emulator and percus-
sion, Garbarek conceives sound-
scapes which are at times texturally 
rich but elsewhere expose the direct-
ness of his saxophone playing A dig-
ital recording. 

831 394 
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attack and decay. Loops can be just one 
cycle in length, or longer to capture 
phase shift patterns and other nuances of 
more complex sounds. In bidirectional 
looping, the loop can be made to play for-
ward and backward. You can loop a sin-
gle pitch sample (which is what enables 
you to hold out those long sustained 
notes on a sampling instrument). Or you 
can loop a rhythmic event, such as a sam-
pled drum fill or spoken phrase. 
The difficult part of looping is finding 

good loop points, i. e., the beginning and 
ending points of your loop. Your loop 
may begin at a point where the waveform 
is at its peak amplitude; but it may end 
when the waveform is at a low amplitude 
point. When the loop cycles around and 
the two points meet, there will be an au-
dible glitch. (You can have the same 
problem, incidentally, when you're splic-
ing two waveforms.) (Figs. 4a & b.) 
The trick is finding beginning and end-

ing loop points that match up and that 
sound good in the context of the overall 
waveform. A visual editing system 
(which displays the waveform on a video 
monitor so you can see what you're loop-
ing) is a big help in this application. Like 
Caribbean restaurants in a gentrified 
neighborhood, visual editing software 
programs for popular PCs and sampling 
instruments are popping up every-
where. Meanwhile, looping can be done 
by ear too. And, if all else fails, many 
samplers have an "auto loop" function 
that will find the best loop points for you. 
On the Emulator II + , you use two fad-
ers to set the best loop point you can 
manage with the "naked ear" and your 
two hands. (The faders are quite accu-
rate.) The auto loop takes care of the 
rest, finding the best loop points nearest 
the points you've set. 
To add that final garnish to your suc-

cessfully sampled and edited sound, 
most sampling instruments also provide 
the usual range of analog synthesis 
sound-shaping tools—VCFs, LF0s, etc. 
So once your sample gets back in the 
analog domain, you can put some finish-
ing touches on it before your guests ar-
rive.... Bon Appetit! 

A smile of enlightenment spread over 
Sam's face as it emerged from the pages 
of Gourmet Musician. "So that's how it's 
done. I can't wait to get my own samples 
in the oven. If more regular guys like me 
took the time to find out what sampling's 
all about, maybe pop music wouldn't be 
so dismal. Maybe there'd be more on the 
menu than a bunch of empty flavor-of-
the-month calories. 'Cause too much of 
that stuff ll spoil your appetite for good." a 
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HOW THE CARVER PRO!FESSIONAL 
MAGNETIC FIELD AMPLIFIER 13M-2.0t 
SHEDS NEW LIGHT ON THE PROBILE11 OF 
WEIGHT VS. OUTPUT. 

Back in the days when heavy-duty 
amplifiers were running about a pound per watt, 
Carver Corporation introduced 450 watts/channel 
in a 21-pound chassis, caled the PM-1.5. Freight 
bills started coming down. Roadies began remov-
ing their hernia truss belts. And the rest is history. 

Now, with a solid record of reliability and 
sound quality on tours like Bruce Springsteen and 
Michael Jackson as well as hundreds of thou 
sands of hours of solid duty in smaller PA's, Carver 
has advanced to the next impressive step in econ-
omy and performance. 

A tour de force of innovative design and con-
struction, the Carver PM-2.0t Magnetic Field 
Amplifier weighs under 11 POUNDS! 

And yet delivers 465 watts per channel 
20-20kHz into 8 ohms. 600 watts RMS per 
channel into 4 ohms. Or an astonishing 625 
watts into 8 ohms in mono mode! All at less 
than 0.5% THD. While retaining all the 
speaker and amplifier protection features that have made 
the PM-1.5 one of the safest and most reliable designs ever 
offered. Without skimping on the little extras such as soft 
start- up, LED Dower monitoring and proportional-speed fans. 

VER UR P.O. Box 1237, Lynnwood, WA 980LE. 

Carver did it through fur-
ther refinements in their patented 

Magnetic Field Coil power supply system. 
Along with a remarkable monocoque-style 

chassis that's strong enough to support a bass 
bin and yet lighter than an outboard signal processor. 

In spite of Carver Professional Division's track 
record for rugged reliability, we know your credibility 
may be strained by the PM-2.0t's seemingly impos-
sible weight-to-power ratio. Suffice to say, it is no 
creampuff. 

The PM-2.0t is designed to be tumbled down a 
ramp and slammed into place. It's out on the road 
right now proving it can take this kind of punishment 

When size and weight are critical economic fac-
tors — when you need to deliver 24,000 watts RMS 
from an amp stack less than six feet high — weighing 
less than 5000 watts worth of the competition, then 
there can be only one choice. 

The Carver Professional Magnetic Field 
Amplifier PM-2.0t. The sound is magnificent! 

Hear it at selected Carver Professional 
dealers today. 

And then, take a load off your bottom line. 
*8 ohms: 465 watts RMSTchan. 20-20kHz with no more than 0.5% THD 
4 ohms. 600 wab, RMS/chan 8 c'hm mar n: 625 watts RMS/chan. 4 ohm mono. 1000 watts 
RMS/chan IM Distortion: less th.in0.1%. Re4rinse. -3dB 66? 5Hz, -3dB @ 80kHz. Gain: 29dB. 
Slem Rate: 25V/uSec. Damping: 200 Noi:;e: Better than 110dB below 465 watts. 
A-weetea Dinwsens: 19"W x 3.5"H x 12.25"D. Weight 10 lbs. 12 oz. 

POWERFUL MUSICAL ACCURATE 
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Hear Bon Joy's latest platinum; 
bound:LIP Slippery When Wean 
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waves, so that it can sound like more 
than a four-operator system. Better yet, 
it has all the multi-timbral capabilities of 
the FB-01! Now this is one thing I've just 
gotta check out. Hope we get one to re-
view soon. 
DM: Nothing like an inexpensive little ex-
pander box. I'll give it thumbs up. 
CA: I'll give it thumbs up and checkbook 
open. Our last sneak preview is of a 
product that even the Yamaha people 
didn't know much about. 
DM: Ah yes, the infamous RX-5. 
CA: Yes, Bullet Cow, a drum machine 
with something like 64 voices but no 
sampling. Well, sampling isn't every-
thing, and you can load in other FM 
sounds via cartridge. You know, some of 
these sounds are pretty good. This one 
sounds very much like a hammer hitting 
a steel floor in a castle. 
DM: Try sampling that sometime. 
CA: I'll agree that having that many 
voices offers more possibilities than 
what you can fit into a couple seconds of 
sampling time. Actually, the RX-5 is sort 
of like the ultimate analog beat box. It's 
as if one of those little boxes that used to 
sit in Schober organs and such under-
went some kind of religious experience. 
DM: Listen! There are even backwards 
sounds coming out of that drum 
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unit...just like when we used to run tape 
backwards in the old days, you know, be-
fore 1983. This box does a lot of things I 
usually expect from something like an 
SP-12 or Linn 9000. 
CA: It doesn't have those sexy rubbery 
velocity buttons, though. 
DM: Yeah, but at least you can play it 
through MIDI and get velocity. And it 
will record patterns that way. 
CA: I like the individual outputs and fad-
ers, and being able to edit and store 
voice parameters is quite some-
thing... I'm not used to seeing that on a 
drum machine. It seems like the RX-5 is 
at the same price point as something like 
a DDD-1. Not an easy choice. I guess it 
all depends on whether you gotta have 
sampling or not. Speaking of which, 
where is that fabled Yamaha sampler? 
DM: Maybe next show. 
CA: Or maybe it's in Product Limbo, a 
land of constant engineering changes and 
shifting market survey results. 
DM: If so, it certainly has a lot of com-
pany. Well, Shogun Chef, we didn't get 
any scoops on samplers or guitar synthe-
sizers. But this was quite a sneak pre-
view anyway. 
CA: If someone had told me I would get 
excited about a DX7 in late 1986, I would 
have thought they were crazy. Yet the 

Mark II is a significant advancement 
compared to its ancestor. The TX81Z is 
ultra-slick and cheap, and the RX-5 is a 
pretty serious drum machine. I'd say this 
was worth the trip. 
DM: Asahi beer, dancing shrimp, danc-
ing... yeah, I'd have to agree. Still, the 
question everyone's asking themselves 
is how much of a market is there for a 
new DX7? Doesn't everyone who wants 
a DX already own a DX? We'll have to 
wait and see. But it's interesting that 
Yamaha chose to improve the DX with-
out making so many changes that they 
alienated the thousands of people who've 
been studying how to use it. 
CA: Good point. But remember that the 
DX7 is also four years old. New people 
have come into the electromusic biz 
since then, and they might have been re-
luctant to buy "old technology." Seems 
like the Mark II is yet another step in 
Yamaha's plans to have every man, 
woman and child on the face of the earth 
own at least one FM instrument. But 
enough philosophy, I guess it's time to 
close out this edition of Sneak Preview. 
DM: If we're ever in the same place at the 
same time again, and Musician asks us 
to write an article for them because we 
spent Jock Baird's expense money when 
he couldn't make the trip, let's do it. EN 

HE BASSES COVE 

Catalog Available 
Mfg. by G.H.S. Corp., 2813 Wilber Ave., Battle Creek. Ml 49015 

MULTI•STRING 
BASS SET 

GHS BASS 
STRINGS — in 4, 
5. 6, & 8 string 
sets, in a variety of 
gauges and scale 
lengths, with a big 
choice in sound 
and feel. For 
standard, headless 
& fretless bass. 
Also available 
in singles. 

Take a tip from 
the pros — Cover 
your bass with the 
GHS Strings that 
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The man hangs with Dean Markley Amps and Strings. 
Anything else ain't Diddley. 
Now, who do you love? 



NONESUCH RECORDS. 
THE NEW STANDARD. 

JOHN ADAMS; 
HARMONIELEHRE 
TIME Top Ten of 1985 
USA TODAY Top Ten of 1985 
"The most significant new orchestral piece 
by an American composer in recent years." 
STEREO REVIEW 79115 

SCOTT JOHNSON: 
JOHN SOMEBODY 
Top Ten of 1986 
BOSTON PHOENIX 
"['John Somebody') mirrors the 
subterranean rumble, the welter of voices 
and other overlaid sounds of the city, with 
the cries of superamplified guitars hovering 
like angels above the fray." Robert Palmer, 
THE NEW YORK TIMES 79133 

STRATAS SINGS WEILL: 
TERESA STRATAS, 
Y CHAMBER SYM., 
SCHWARZ 
Top Pop Albums of 1986 
THE NEW YORK TIMES 
". . reminds us how compelling she is . . . 
a full range of experience unfolds in these 
songs . . . Few singers can use their voices 
so expressively." 
WALL STREET JOURNAL 79131 

SERGIO & ODAIR ASSAD 
"The energy and remarkable sympathy 
they bring to some unfamiliar but most 
enjoyable music is a striking delight. It's 
edge-of-the-chair playing . . . virtually 
impossible to dislike." 
PHILADELPHIA DAILY NEWS 79116 

KRONOS QUARTET PLAYS 
MUSIC OF GLASS 
SCULTHORPE, SALLINEN, 
NANCARROW & HENDRIX 
Best of the Year 1986 
THE NEW YORK TIMES & USA TODAY 
"One of the most involving and incisive 
contemporary music albums of this or any 
other year." Robert Lindstrom 
(correspondent, MUSICAL AMERICA) 
79111 

CAETANO VELOSO 
Top Pop Albums of 1986 
THE NEW YORK TIMES 
"The best songs have the harmonic 
sophistication and the introspective 
dreaminess of the work of Erik Satie or Bill 
Evans, and their lyrics are poetry." 
THE NEW YORKER 
"A record to treasure." 
MUSICIAN 79127 

A BALANCHINE ALBUM: 
NEW YORK CITY BALLET 
ORCH., ROBERT IRVING 
"... a brilliant success, and indispensable 
to anyone curious about the unity of 
movement and music in Balanchine's art." 
SAN FRANCISCO EXAMINER 79135 

STEVE REICH: 
THE DESERT MUSIC 
NEWSWEEK Top Ten of 1985 
USA TODAY Top Ten of 1985 
"Exalted, exhilarating, an urgent torrent 
. .. unquestionably his masterpiece to 
date." 
NEWSWEEK 79101 
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WORLD SAXOPHONE 
QUARTET PLAYS 
DUKE ELLINGTON 
Top Pop Albums of 1986— 
"The album is a remarkable tribute— 
virtually a collaboration between 
generations, wry and piquant and full of 
affection." 
THE NEW YORK TIMES 79137 

PHILIP GLASS: "MISHIMA" 
(soundtrack) WITH 
KRONOS QUARTET, OTHERS 
STEREO REVIEW Record of the Year 
1985: "Glass' score is much like the 
Japanese writer himself—alternately 
sensual and ascetic, martial and poetic, 
dramatic and introspective. It's a powerful 
record." 79113 

STEVE REICH: 
SEXTETISIX MARIMBAS 
"Both works are high points in the 
'minimalist' school, [with] arresting 
invention pervading every measure." 
N.Y. DAILY NEWS 79138 

JOHN ZORN: THE BIG 
GUNDOWN—JOHN ZORN 
PLAYS THE MUSIC OF 
ENNIO MORRICONE 
Top Pop Albums of 1986 
THE NEW YORK TIMES 
"Zorn's music doesn't burn down Lincoln 
Center, but it does gob on a passing 
limousine." 
VILLAGE VOICE 79139 

NONESUCH RECORDS, CASSETTES, AND COMPACT DISCS 
,17 Elektro/Asylum/Nonesuch Records, o Division of Worn, 



OUR SOLDIERS 
FACE THE MUSIC EVERY DAY. 

And it's not always something 
by Sousa. 

In fact, we draw as much 
from the hit parade as we do 
from the March King. Not to 
mention from all of the styles 
there are in between. 

What's more, Army bands 
are as varied as the music they 
play; there are stage, dance and 

concert bands, as well as combos If you'd like to face the 
and ensembles. music as often as our musicians 

Surprised? You shouldn't do, why not play for us today' 
be. After all, Army musicians (Yes, you have to audition.) Just 
perform an average of 40 times call toll free 1-800-USA-ARMY. 
a month. With that much Better yet, see your local 
playing time, you have to be Army Recruiter and listen to 
versatile. And you ARMY BAun. what he has to say. 

gn v have to be It could be music 
good. BE ALLYOU CAN BE. to your ears. 



ity (by 1950 his career seemed shot), 
emblemized as much by a quavering, off-
kilter big band rendition of "Should I" as 
the air of manly resignation which al-
ready informed his signature "saloon 
songs" and surprisingly tender ballads. 

Sarah Vaughan's appeal is considera-
bly more catholic—perfect voice, per-
fect inflections, perfect accompaniment, 
perfect songs. She doesn't gild the lily 
here with "Send In The Clowns" razzle-
dazzle, either. No innovator on the order 
of Ella, and too silky to break your heart, 
her performances here are warm, sup-
ple, occasionally irreverent (on Vol. 3's 
live rendition of "How High The Moon," 
she makes up the words as she goes 
along) and dreamily romantic—in other 
words, perfect (so is the virgin vinyl 
sound quality). Unlike the ingeniously ar-
ranged Sinatra set, which divides six LPs 
by theme, the three Vaughan volumes 
are arranged chronologically, fairly inter-
changeable sets of five to six records 
each. Vol. 3—Great Show On Stage, 
1957-59, for example, seems a lot jazzier 
than Vol. 1—The Jazz Years, 1954-56, 
perhaps because it so often features ac-
companiment from Count Basie's band. 
But these collections all exude a rare and 
timeless beauty. 

- Mark Rowland 

LYLE LOVETT 
Lyle Lovett 
(MCA/Curb) 

L
yle Lovett's first album is one of 
the strongest "creative coun-
try" debuts since Joe Ely made 
his eponymous premier back in 

1977. Lovett's tales of Texas, romance 
and human foibles invite loose compari-
son with such great songwriters as Ely, 
Butch Hancock, Guy Clark and Rodney 
Crowell. But citing such similarities goes 
only so far; Lovett stands on his own as a 
mature, original talent. 
A poetically earthy lyricist, Lovett 

applies his eloquence to a wide range of 
emotional settings. "God Will," a pain-
fully blunt confrontation, balances nicely 

with the pretension-deflating humor of 
"Why I Don't Know." The light-hearted, 
lusty "Cowboy Man" contrasts the vul-
nerability of "If I Were The Man That 
You Wanted." Lovett's Texas roots be-
come apparent in the vivid imagery of 
"This Old Porch" and "Farther Down 
The Line"; his regional sensibility shuns 
twangy clichés in favor of authentic, 
evocative details. 

Lovett is also an outstanding singer. 
He has a fine sense of suspenseful phras-
ing, knows when to throw in the occa-
sional bluesy growl, and emotes sin-
cerely without becoming maudlin. 
Lovett's rich, dark-edged voice is well 
served here by his crisp co-production 
with Tony Brown. The uncluttered 
small-band arrangements lean towards 
bright, contemporary country, but work 
equally well with rock, swing and soft-
funk grooves. The sum of these varied 
components is an honest, inspired and 
fully-realized gem. — Ben Sandmel 

PLATTERS THAT MATTER 
Lonnie Mack - Second Sight (Alligator) 
Plan 9 - Anytime, Anyplace, Anywhere (Pink Dust) 
Dagmar Krause - Supply And Demand (Hannibal) 
Fire Town - In The Heart Of The Heart Country 
(Boat Records) 
T-Bone Burnett - (Dot Records) 
Paul Geremia - My Kinda Place (Flying Fish) 

- Peter Cronin 
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FEATURING "GAUDI,"THEIR NEWEST IN A DISTINGUISHED SERIES OFCONCEPTUAL 

ALBUMS, TAKING ITS PLACE ALONGSIDE " I ROBOT" AND "EYE IN THE SKY." 

INSPIRED BY THE LIFE AND WORKS OF ANTONIO GAUDI ( 1852-1926), ONE OF THIS 

CENTURY'S MOST INNOVATIVE AND INFLUENTIAL ARCHITECTS. 

ALSO AVAILABLE ON CASSETTE AND ALBUM illJUST& 



h h 21111, 9,1, 2 1, 12 •pk, DIR1 CT 5799 

MX164 4 16x4x2x1 
$1695 List $4595 
Four 9 band EQ 5200 

24 ch. 1100w Tri-amped 4-way system w EV spks DIRECT $4999 list $9495 

1$17(1222P 400w 
$1299 List $2495 

MX1622 16x2x1 IMX622P 400w 
$1399 List $2795 $849 List $1695 

1$1X2422 24x2x1 MX822P w 400w 
$1899 List $3795 $999 List $ 1/495 

CARVIN The Professional's Choice 

8 ch. 400w with 2-woy 15" spks DIRECT $ 1549 list $2795 

CARVIN's stereo DCA800 power amp clearly demon. 
strates uncomprornsine performance. Its' 800 watts 
(bridged) output drives speakers from sub-audible sound 
to explosive levels wi:h out distortion. Features: Balancec 
inputs, thermostatic controlled fan, peak indicators, & 
fail-safe protection. DIRECT $579 list $ 1095 

CARVIN PROFESSIONAL MICS 
CM90E Condenser Recording mic $139 List $269 
CM67 Studio Instrument mic $99 List $199 
CM68 Professional Vocal mic $99 List $ 199 

- ' _ 
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EQ2029 Active Equaliaer features 29 narrow 1/3 oc-
tave bands for precise audio control. Bal 600 ohm in-
puts and outputs. Subsonic and high-end 18dB/octave 
Butterworth filters. DIRECT $289 list $495 

"Modern Recording Magazine Test" 
"Harmonic distortion for the EQ2029 was 
lower than we have ever measured for a 
similar product. In fact, it is the very high 
quality of the Carvin EQ2029 that demands 
suitable related equipment if the full benefits of 
this equalizer are to be obtained." 

Modern Recording Magazine 

CARVIN pro monitors are "studio" accurate. The 
750H model features CARVIN's own "High Energy." 
150 watt 12" woofer. DIRECT $ 199 list $389. The 
750E features the Eleero-Voice EVM-12L Pro 300 
watt 12' woofer. DIRECT $269 list $489 

Join the Pro's who use Carvin Pro Sound Gear 
• Tony Brock (Rod Stewart) 
• Brad Gillis (Night Ranger) 
• Danny Gottlieb (John McLaughlin') 
• Peter Mclan (prod. Men at Work) 
• T. Lavitz (The Dregs) 
• Musician's Institute 
• Missing Persons 
• Oingo Eioingo 
• Starship 
• Steve Vai 
• Frank Zappa 

XC1000 Electronic Crossover for stereo bi-amping or 
mono ta-amping. 18 dB/octave continuously variable 
filters. DIRECT $289 I:sr $495 

Professional audio by CARVIN 
It's what's inside a CARVIN that makes the difference; 

proven engineering, computer testing, precesion controls, 
heavy-duly power supplies, precsion speakers, 
drivers and rr.ics. 
CARVIN is known for its added value of FACTORY 

DIRECT sales. We have eliminated large dealers 
Markups. Expect to save up to 50% or your money 
back after trying for 10 days. Use your MasterCard 

ay.CV V or Visa to order by phone! Call your operator  

for our Toll Free number or call *Sot , 
619-747-1710. Factory Hours: M-F 8 to 410iike / 
4:30, Sat 9 to 3:30 Calif time. Send far Wee 
our FREE 1987 catalog. 
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Featuring the new hit single, 
"THAT AIN'T LOVE." 
On Epic Records, Cassettes and Compact Discs. 

Pre, ard‘Aloneerorser Manoyernent John Boruck Moologentn, Comp-m.(11x Ei 



RECORDS 

LOS LOBOS 
By The Light Of The Moon 

(Slash/Warner Bros.) 

if
Will The Wolf Survive?, the 
prise success of 1985 from 
East Los Angeles band Los 

Lobos, one tough act to 
follow. Drawing on a decade of experi-
ence, the Latino-American band swung 
hard on their first full-length album, of-
fering a seamless blend of surging roots-
rock and Latin folk. Happily, its sequel 
ups the band's already sizable creative 
ante: if anything, By The Light Of The 
Moon surpasses its predecessor in fer-
vor and songwriting craft. 

It's plain from the record's first track, 
singer/guitarist David Hidalgo and drum-
mer Louie Perez's "One Time One 
Night," that the dark lyrical seams mined 
in such songs from Wolf as "A Matter Of 
Time" and "Will The Wolf Survive" will 
again prevail. The new song, a catalog of 
Mexican-American catastrophe in "the 
home of the brave," is moved along by a 
deceptively bouncy beat, augmented by 
Hidalgo's sprightly accordion; as on John 
Fogerty's "Bad Moon Rising," the pro-
pulsive playing on the track disguises, or 
at least sweetens, its caustic sociopoliti-
cal-message. 

Several other potent Hidalgo/Perez 
compositions—"Is This All There Is?," 
"The Hardest Time," "River Of 
Fools"—also confront the rugged 
realities of Mexican-American life with 
uncommon force. All are hammered 
home by Hidalgo's soaring tenor voice 
and his brittle, blues-inflected guitar 
style (his solo on "Is This All There Is?" 
conjures memories of Otis Rush's Cobra 
recordings), complementing the tough-
ness and maturity of Los Lobos' vision. 

If the Hidalgo/Perez numbers are 
noteworthy for their gravity and pene-
trating viewpoint, guitarist Cesar Rosas 

THELONIOUS MONK provides requisite balance with his up-
beat dance numbers. Taking a page from 
Fàchie Valens (whose film biography is 
being set to a Los Lobos soundtrack), 
Rosas supplies a party-time element on 
such unquenchable rockers as "Shakin' 
Shakin' Shakes," "Set Me Free (Rosa 
Lee)," and "My Baby's Gone." The re-
sult is an unusually smooth blending of 
darkness and light; few American rock 
records in recent memory are quite so 
eloquently poised. 

While By The Light Of The Moon usu-
ally cleaves to a traditionalist sound, 
hinging on dual lead guitars and occa-
sional saxophone (courtesy of the 
group's sole Angio, Steve Berlin), the 
Lobos and producer T-Bone Burnett do 
experiment with a few fresh sonic fillips. 
Marimbas, keyboards, even a taste of 
electronic drums can be heard, and it's a 
tribute to the band's taste that the addi-
tional instruments don't detract from 
their romping hard-edged style. 
By The Light Of The Moon presents 

convincing evidence that there is still 
plenty of hitherto unexplored terrain in 
American roots music, and that Los 
Lobos' past achievements weren't 
flukes. On the contrary: The electricity 
and depth of this album reaffirm the ex-
ceptional nature and range of this band's 
musical gifts. — Chris Morris 

The Complete Riverside Recordings 
(Fantasy) • 

I
shouldn't, given my job, but still I 
find it odd that music has the power 
to change the way we think, that 
music can find itself reified in the 

way people walk, the way cars look, the 
ways buildings are designed, the way 

people write or make movies. But there 
is a problem with listening to historical 
recordings, since musical innovations 
(and their social contexts) can become so 
thoroughly assimilated that their original 
weight vanishes, and if music sticks 
around long enough, it picks up a differ-
ent kind of importance. But Thelonious 
Monk is still close enough for us to hear 
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and some keyboards. "My nephew practices here," he ex-
plains. More than a dozen of Miles' paintings are casually 
stacked against the base of the walls, some lying on the floor. 
(Does this guy ever sleep?) Miles picks up a couple and shows 
them to his visitor. A sketched self-portrait lies on top of the 
drum kit. He flips it face down before leaving the room. 
He puts on a concert tape recorded in Copenhagen. The 

sound is lush, beautiful. It's slated to come out on Columbia, he 
says, his last contracted LP for the label after a relationship 
spanning nearly thirty years. 
Why did he leave? "Different reasons. When we did this I 

wanted $1400 for a digital remix and Columbia wouldn't pay it. 
And then [Columbia jazz vice-president] George Butler calls 
me up. He says to me, 'Why don't you call Wynton?' I say, 
'Why?' He says, "Cause it's his birthday." Miles gives a look 
that could wither a stone. "That's why I left Columbia." 
Moments later, Miles is blasting out a particularly funky con-

cert tape. His sister looks up from her seat on the back terrace 
with an expression of recognition and delight. She and Miles 
start making faces at each other. Miles' moods are like New 
England's weather: variable and subject to sudden change. 
When I relay Teo Macero's observation that Miles' music 

can be traced to the nature of his relationships to different 
women [see interview], he laughs disparagingly: "That has 
nothing to do with it. There's worse things that can happen to 
you than a woman, you know; things that make your heart 
race. Music can help that. That's why they put it in hospitals, 
offices, elevators—why a woman sings when she puts a child 
to sleep. Somebody asked me, 'What would you do if your wife 
left? What would happen?' And I told him, 'I'd play a B-flat 
major seventh. And then I'd feel alright. — 
He turns on the TV, which happens to be featuring a news 

program about the racially-motivated attack of three black men 
by whites in Howard Beach, Queens, New York. Anyone who 
has spoken with Miles soon discovers that he's a very race-
conscious (not racist) individual. He chooses friends and as-

"What would I do 
if my wife left? I'd play a 
B flat major seventh. 

And then I'd feel alright." 

sociates on their merits, but his experiences with racial pre-
judice—including police beatings—are a lasting source of bit-
terness. He watches the news with grave attention, then calls 
his sister over. Neither speaks at first, but seem to bear wit-
ness to the account of this latest outrage. "Musically, I think 
things are a lot better," he says after a spell. "But you know," 
he gestures toward the TV screen, "this is New York. And 
then the police use that electric thing [the stun gun]... I think 
some things are going to blow this summer. Almost like it has 
to. Terrorists aren't doing their shit for nothing." 

I ask Miles if he has any personal heroes outside the music 
world, such as politicians who speak for him. He shakes his 
head no. "I listen to Jesse Jackson, Benjamin Hooks, James 
Baldwin, people like that. If they say the wrong thing, it just 
bounces off me. But I don't believe in non-violence. It never 
works; they just take advantage of us. 

"Not all the time, you understand. But I wouldn't sit still to 
see a friend hurt—be they black or white." 

excerpt from the album In A Silent Way placed on side two, or 
the brass section at the end. Is it true that album was basically 
just a jam John McLaughlin started in the studio with Billy 
Cobham and Michael Henderson, when Miles wasn't there? 
MACERO: You know, that Jack Johnson album never 
existed! It wasn't a movie soundtrack. It was a series of 
sessions done around that time which had no relation to any-
thing—including that McLaughlin jam you're talking about. 
Anyway, Miles got an assignment to do a movie, Jack 
Johnson. They were going to give him two thousand dollars 
for it, and he called me and said, "I'll give you a thousand. 
I'm leaving for California tomorrow, so go to these people 
and put some music in the picture." I took things done at 
the time and put it together. It was all splicing. Much of the 
album is very short pieces put together into one continuous 
whole. When I found a vamp I cut the vamp and put some-
thing around it. Much of the album Get UP With It was done 
that way too. I'd isolate the trumpet, find a groovy passage, 
and put it right in. I've always recorded Miles on one track 
so I could take him out and put him where it fit best. The 
musicians would go into the studio with him and just play. 
They never knew where they were going. I had to weed it 
all out. Just ask them. [Note: John McLaughlin, Billy 
Cobham and Herbie Hancock confirm this.] I even had to do 
a lot of editing and splicing on all those live albums. The only 
time we left it in was for those Japanese concerts [Agharta 
and Pangaea], because the Japanese specifically wanted me 
to leave in the spacy things. A lot of the electronic things I 
invented were for Miles albums, especially on Get Up With 
It and Big Fun. But Miles sometimes didn't want to use 
them. I'd say, "Miles, we're in the age of electronics." 
MUSICIAN: Do you like Miles' albums since 1983? 
MACERO: The producer's role is to encourage the musician 
to do whatever he wants, and to help him. You do it au-
tomatically. You don't analyze it. Miles was never content, 
and always wanted to grow. 
MUSICIAN: Why did you leave Columbia in 1975? 
MACERO: When all my friends were at Columbia I was un-
touchable. Once they were gone people were waiting to as-
sassinate me. Artists I'd had gold records with, like Ramsey 
Lewis, were taken away from me and given to someone 
else. Jealousy, power struggles, I don't know why. But I 
knew it was time to go. 
MUSICIAN: Since then, you've produced the Lounge Lizards, 
among others.... 
MACERO: They're serious young musicians. They have a 
sound of their own. I was so impressed with them that I 
spent my own money to record them with the London 
Philharmonic on my composition "Fusion." 
MUSICIAN: What do you think of the way jazz records sound 
today? Or for that matter, recorded music in general? 
MACERO: People are so brainwashed today by years of 
very dryly recorded jazz albums—very little echo. Every-
thing is isolated, recorded separately through headphones. 
Track by track, be it pop or jazz. Why do you go to a con-
cert? You hear it as a wall of sound coming at you—it's not 
all separate and clear like an album. People are so used to a 
contemporary sound now that a live sound confuses people. 

Recordings don't sound real, they sound synthetic—they 
don't have vitality. On Miles' albums there was always a bit 
of distortion—because the albums were so lengthy; but so 
what? That's why I can't stand to listen to those Blue Note 
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and they need a trumpet player who can read, and I asked your 
mother if you could play and she said okay.' School was out and 
it was only a week's work. They gave me $110. I played with all 
the trumpet players in St. Louis—Eddie Brown and Bruz 
Roberts. He had the cutest sound. He always wanted me to 
play but I wanted to hear him. They'd all tell me don't play like 
this"—Miles imitates Dizzy Gillespie—"do like this." Miles 
imitates Miles. "So that's the way it was in St. Louis. You hear 
that and it's in your body. You can only play what you hear. 

"By then all the cats had heard about me—but I didn't know 
it. They were coming into clubs where Terry and I used to jam. 
I learned real fast, though. My father's best friend—he was a 
real estate broker but they'd both worked their way through 
college playing music—heard me practice and he brought me a 
book. Said, 'See this? These are chromatic scales, and you 
can't do nuthin' till you learn that." He laughs. "So I learned it 
overnight. Robby Danson, one of my best friends, would say, 
'Check this record out,' and we'd copy the solos. When a new 
band came to town we'd watch the drummer set up, and if he 
didn't set up right, we'd leave. Robby'd just say, 'Let's go.' 

"But all the great players came through St. Louis, you see. 
Billy Eckstine had Bird and Dizzy. We heardJimmie Ltmceford, 
Freddie Webster. When McKinney's Cotton Pickers came 
they offered me $25 a night to go with them, but my mother 
wouldn't let me go. They came to the clubs where I was work-
ing, but I didn't know till much later why. Illinois Jacquet came, 
and Howard McGhee would say, 'Go on up there.' I'd say, 'You 
go up!' I always wanted to hear him play. So I knew everyone 
before I went to New York. When I told my father I wanted to 
go to Juilliard, he said, 'You can go. Do what you want to do— 
but good.' 
"When I got to New York all the bands had disbanded be-

Heavy Coleman Hawkins and hungry young Miles. 

TEO 
MACERO 

"Give the producer some!" 

By Jerome Reese 

T
eo Macero. It is a strange, exotic-sounding musical 
moniker. It sounds like something Miles Davis would 
play on the trumpet. And except for a few records 

produced by Irving Townsend, Teo and Miles collaborated 
for twenty-five years, from the late 50s until 1983, from 
Pore, And Bess through Star People—a quarter-century of 
some of the greatest records in the history of jazz and jazz-
rock. At the end of many of the tunes on those records one 
can hear Miles calling out Teo's name and rasping instruc-
tions (a wonderful example is "Summer Night" from the 
Quiet Nights album). Miles also dedicated several composi-
tions to him: "Teo" and "Teo's Bag," and there is a photo-
graph of the two together in that groundbreaking album, 
Bitches Brew. The combination of the thin, elegant black 
star and the short, stocky sound technician of Italian-born 
parents was an unusual one. Born seven months apart, both 
studied at Juilliard (though not at the same time). They 
shared a stormy working relationship, including periods 
when they weren't on speaking terms. Since Star People, 
Miles stopped calfing.... 

But there is more to Teo Macero than Miles. The artists 
he's produced during his tenure at CBS include Thelonious 
Monk, Duke Ellington, Dave Brubeck and Charles Mingus. 
He is also a highly individualistic composer and saxophonist 
who recorded with his close friend Mingus in the early 50s, 
and studied with legendary avant-garde composer Edgard 
Varèse. Teo's lush-yet-jarring works incorporated jazz and 
twentieth-century classical developments; an early exam-
ple, "Fusion" (1951), was the first time that now-dreaded 
word was used to describe a musical concept. 

Macero, sixty-one, lives quietly with his family in Long 
Island, New York; we met in the Manhattan office where he 
works as an independent producer, the walls lined with 
some of his gold records (Bitches Brew, West Side Story, 
etc.). Gil Evans, who has also worked with Teo off and on 
for twenty-five years, said: "Teo is definitely one of the 
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LEGENDARY 
or PERFORMANCE 

FOR SMALL 
POTATOES. 
The last time you checked the price of 
a new Lamborghini, Rolex or round trip 
ticket on the Concorde — it had gone up. 
Legendary performance doesn't come at a 
bargain rate, but there are some luxuries 
available at prices you may not expect. 

Performance of the Crown amplifier 
continues to improve while the cost grows 
increasingly modest. 

Listen to the Micro-Tech® 600 at your 
Crown dealer. The stuff legends are made 
of at a down-to-earth price. 

1718 W. Mishawaka Road, Elkhart, IN 46517 (219) 294-8000 
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GUITAR INPUT 

"Ovation MIDI" 
a new acoustic expression! 

Take the next step in acoustic expression and 
experience the Ovation GTM 6 MIDI system. 
Create a whole new world of tonal tem tires and 
color through the urm 6 by layering or adding 
synthesized sound to the natural sound of your 
acoustic guitar. 
Our piezo crystal pickup, that revolutionized 

acoustic guitar amplification, has proven to 
be superior in this new MIDI application, 
producing incredibly fast tracking speed. 

Visit your local Ovation MIDI dealer tbr a 
complete demonstration of the GTM 6. Play the 
Ovation GTM 6 MIDI system and create a new 
acoustic expression of your own. 

STRING SENSITIVITt 

4 

3 

2 

1 

Ov on 

GTM 6 
GUITAR TO MIDI 

Kaman Music Corporation • PO. Box 507* Bloomfield. CI' 06002 



IT'S A ROCK & ROLL KNOCKOUT! 

THE 

MDMIRDS 1 

Eleven rock & roll classics live 

including the first single, 

"The Wanderer." 

"Crawling From The Wreckage" 

"Here Comes The Weekend" 

"I Knew The Bride 

(When She Used To Rock And Roll)" 

"Girls Talk" 

"The Wanderer" 

"Queen Of Hearts" 

"Ju lu Man" 

"Paralyzed" 

"Slipping Away" 

"Information" 

"I Hear You Knocking" 

Major rock & roll from 

the man who produced 

The Fabulous Thunderbirds, 

The Stray Cats, 

The Everly Brothers 

and more... 

CAPTURED LIVE AT LAST! 

On Columbia Records, 

Cassettes and Compact Discs. 

Pioduced by Dave Edmunds. 

"lolumbia," are trademarks of CBS Inc. © 1987 CBS Inc. 





First, with the new RAM4 cartridges. 
One of these babies will store the DX7Ers 
total memory including 64 voices and 32 
performance combinations, or 63 micro-
tunings. Both the DX/11FD and DXi111) also 
come with a ROM cartridge containing 
128 pre-programmed voices, 64 perform-
ance combinations, 11 micro-tunings and 
fractional scaling data. 

But the really big news in expanded 
storage capacity is the DX7IIFD's built-in 
3.5" disk drive. One 3.5" disk equals the 
storage capacity of 40 RAM4 cartridges. 
So you can have a massive voice, perform-
ance, micro-tuning and fractional scaling 
library ready for virtually instant use 
and access. And a MIDI data recorder 
for recording and storing external MIDI 
equipment information. 

Speaking of MIDI, the new DX7TIs 
have much more complete MIDI imple-
mentation than ever before for extensive 
system control capability. Much more than 
we have room to talk about here. 

And speaking of room, the new 
larger 40-character by 2-line backlit LCD 
and two alpha-numeric LEDs make oper-
ating and programming the II a lot easier. 
You get a full status display of current 
modes and names while playing and 
simultaneous display of all parameters 
while programming. 

How about if you've ever wanted 
to explore quarter or eighth tone tunings 
instead of the usual half tone tuning? 
Play Bach in the tuning of his era? Or 
combine two voices with slightly differ-
ent tunings for a natural detune effect 
across the keyboard? The ifs new micro-
tuning feature lets you do all that and 
more. There are 10 preset alternate tun-
ings besides the standard. And two on-
board memories let you create and store 
your own. 

The II's all-new fractional level scal-
ing function lets you precisely adjust the 
output level of each operator in three-key 

groups. This gives you unheard-of control 
over volume and/or timbre. So voices 
such as piano and woodwinds sound much 
more authentic. 

Also adding to acoustic voice authen-
ticity (as well as being able to create a thicker, 
fuller sound) is the new random pitch 
shift feature. 

Heard enough? There's still more. 
In the multiple LFO trigger mode, 

for instance, a totally independent LFO 
cycle can be started for each note to create 
incredibly realistic vibrato and tremolo 
or subtle voice thickening effects.The new 
Unison Poly mode combines four tone 
generators for each key so you can detune 
to achieve a fatter sound. Assignable 
controllers now include foot controllers 
and switches, continuous sliders and 
control wheels.The optional BC1 breath 
controller adds pitch and EG bias as well 
as amplitude modulation to the original 
pitch modulation. Aftertouch can also now 
control EG bias and pitch bend. 

And both the DX'7IIFD and DX7lEED 
benefit from greatly improved fidelity 
This is a result of an all new FM tone gen-
erator system which uses advanced high-
speed digital circuitry to provide significant 
improvements in frequency response and 
dynamic range. 

So FM is sounding better than ever. 
Especially when you hear the new DX7Ils' 
very reasonable prices. Just visit your 
Yamaha Digital Musical Instrument dealer. 
And listen. 

Or if you'd prefer to do some more 
reading, write to Yamaha International 
Corporation, Digital Musical Instrument 
Division, PO. Box 6600, Buena Park, 
CA 90622. 
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xt generation DX7 
voices can be combined and played as 
one in the dual mode. Combining similar 
voices with slightly different timbres can 
greatly enhance vibrance and realism 
as well as adding thickness to the sound. 
Combining completely different voices 
can make for some very interesting and 
novel effects. Split mode, of course, lets you 
assign different voices to the right and 
left sides of the keyboard. 

The dual FM tone generators in 
the II give true stereo output. This allows 
you to expand the sound field. It also 
opens up some exciting new digital pan 
possibilities. The parameters for this 
new pan feature let you determine the 
position of the voices in the stereo field 

according to velocity, LFO and key num-
ber. There is also a pan envelope for 
reshaping the dynamics to create even 
more special effects. 

More memory was an important 
consideration in the new DX7II. So we 
doubled the on-board single voices to 64. 

But perhaps more important, we 
added 32 internal performance memories 
to the II. These memories store voice 
position data with function (or what we 
now call performance) parameter data in-
cluding modulation, pan, aftertouch, foot 
controllers and continuous sliders as well 
as dual, split and single play modes. 

We've also greatly expanded the new 
DX7IE's data storage capacity In two ways. 
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Introducing the ne 
You said you wanted a DX7 with DX71IFD (and minus the disk drive, the 

more voice memory And function memory new DX/11D) to get you out of this ad and 
We heard you.You also wanted a split and into the store to do some listening of your 
dual tone system. And much more exten- own, read on. There's more. 
sive MIDI implementation. We heard you. One of the most important considera-
Micro-tuning and a larger backlit LCD? tions in making a new DX7 was making 
We heard that, too. it compatible with the current one. So 

We also did some listening on our even though there are a lot of new things 
own and came up with improvements like going on with the DX7II, there are still 
random pitch shift, assignable controllers six operators waiting to hear the sound of 
and after-touch for real-time parameter your voice. You don't have to tear things 
changes, digital pan, two-channel design down and start over. Just build on what 
for dual and split play modes as well as you already have and know 
true stereo output, and two models, one Compatible as it is with the original, 
with a built-in 3.5" floppy disk drive, one the It has taken on a whole new personality 
without. And greatly improved fidelity Dual and split play modes give you the 

If that's not enough on the new power and sound of two DX7s. Any two 
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PSYCHEDELIC 
FURS 
THE CHEMISTRY 
OF COMPROMISE 

BY J.D. CONSIDINE 

It's well past midnight on a cool, Novem-ber Friday in Los Angeles as the Psyche-

delic Furs, resplendent in their best black 
leathers, stroll jauntily down Broadway. 
Ten minutes later, they wander by again, 

wearing the same leathers and the same 

smiles, past the sanie darkened shops. 
Then, after a brief discussion, the band 

traipses back up the block, and repeats its 
street-savvy swagger. 

This has been going on for the better part 

of an hour now, with rio immediate end in 
sight. It isn't that the Furs are fascinated by 
this particular block; the band is making a 

video for its new single, " Heartbreak Beat," 
and director Jim Shea is determined to get 

his street scenes right. Unfortunately, in 
addition to choreographing the movement 

of the five musicians, eight extras and his 
camera crew, Shea also has to contend 

with unplanned cameos by street people 
wandering oblivious through the action. 

This segment of the shoot finally takes 

just under two hours, and results in about 

three and a half seconds of the actual 
video, none of which features the band. 
No wonder rock stars look so haggard. 

It's shortly after five the following after-noon. and Richard Butler, lead singer 

and founder of the Psychedelic Furs, is 
lounging in his suite on the top floor of a 
posh Beverly Hills hotel. The subject is vid-

eos, or more pointedly, how anyone can 

stand the tedium of making them. 
"I guess the only thing that keeps you 

going is that so many people are going to 

see it," he says wearily "More people than 
will see any one concert. And in spite of the 

boredom of doing it, and in spite of the fact 
that you feel an absolute fool...." 

His voice trails off. 
Richard Butler, after all, is a man who un-

derstands the chemistry of compromise. 
On the one hand, the Psychedelic Furs are 

one of the brightest bands to have risen up 

PHOTOGRAPH BY DAVID STEWART 
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bells or whistles. Just prodigious technological design to to your sound system. Rane Corporation, 6510 216th 

give you unprecedented capability. And to give our com- Southwest, Mountlake Terrace, WA 98043. For information 

petition fits. call 206/774-7309. Internationally distributed by E and E 

Get a leg up on the status quo. Add a few Rane tricks Instruments, 714/494-0231 Telex 182291. letANE 
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II ere you go. The whole bag of tricks from Rane. As 

you can see, where innovation is concerned, we'lf stop at 

absolutely nothing. 

From time-correcting crossovers to constant-G 

graphics to ultra-flexible program mixers, each Rane instru-

ment is conceived as an aggressive ard innovative break-

through in its category. 

Nothing frivolous, useless or complicated. No trivial 



Introducing the only wireless 
that captures all a Shure mie can give. 
The new Shure Wireless System. 

Never before has a wireless system so precisely matched 
advanced microphone technology with precision RF 
electronics. The result is superb sound quality and 
performance you might expect only from a conventional 
cabled microphone. 

Most systems start with someone else's microphone. 
No wireless system can give you more sound quality than the 
microphone itself can deliver. That's why each new Shure 
Wireless features a genuine Shure microphone for more accu-
rate sound reproduction. Plus the reliability and durability 
you've come to expect from Shure. 

Designed to overcome major problems found in 
other wireless systems. 
The Shure system features our exclusive DiversiphaseTM dual-
antenna system designed to eliminate dropout and provide the 
strongest signal possible at all times. Unlike other systems, 

Diversiphase corrects reflected or direct (multipath) signals 
that are out of phase, so they won't cancel each other... and 
adds them. Result: more antenna gain. 
The new Shure Wireless also prevents interference from 

TV stations and other radio signals. Each system features a 
computer-selected frequency best suited to your area or a 
special frequency for touring needs. Individually tuned linear 
phase filters also help screen out unwanted signals, without 
adding distortion. 

Fits nearly any application. 
Choose from either W25DR Diversiphase or W2OR Single-
Antenna Receiver with compact WIOBT Transmitter. Either 
Shure system can be used with the specially designed WL83 
Electret Condenser Lavalier or a variety of other Shure mies. 
For information, call l -800-257-4873 ( In Illinois I -800-
624-8522) or write Shure Brothers Inc., 222 Hartrey Ave., 
Evanston, IL 60202-3696. G.S.A. approved. 
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MR WISH YOU 
COULD PLAY TWO GUITARS 

AT THE SAME TIME? 
You can.Wiith an FX35 Octoplus 

from DOD. 
With a touch of the pedal, 

Octoplus generates a signal a full 
octave below the input signal. So 
you can play a bass line on your 
own guitar. "Accompany" yourself. 

"7.,198/5 DOD Ele 

Or just wail away with a fatter, 
fuller sound. 
Like every product in our line, 

the FX 35 Octoplus is designed and 
crafted to play cleaner and last 
longer than any other pedal you 
can buy.. 
Check out the Octoplus ar_d the 

entire FX line frcm DOD. 

DOD 
Manufactured in the 
U.S.A. with an eNclusive 
3-rear warranty. 
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Robert Cray: No one was pre-
dicting a blues reviva:, but then this 
young upsca;e picker is no reviv-
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the present. 
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Los Lobos: Not just 
another band from 

East L.A., they've gone 
from rock to Mexican 
to folk to rock. Moral: 

You can have your biz-
cocho and eat it too. 

By Mark Rowland . 82 

Simply Red: He grew up with-
out hot water, so Mick Hucknall 
learned to bring things to a boil 
all by himself. Of course, it 
doesn': hurt to have a band to 
keep him simmering. 
By Fred Schruers  34 
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Each Zildjian A, K and Z cymbal series has 
a distinct voice, character and personality. 
Indeed, Zildjian offers the greatest range of 
sounds— for every kind of music. 

How can you mix and match the right 
Zildjian cymbals to create your own sound? 
One that sets you apart from other drummers? 

Two of rock's most celebrated power players, Kenny 
Aronoff of John Cougar Melleucamp and Tony Thompson of 
Power Station fame, have discovered the answer. 

"The only rule is that there are no rules," says Aronoff. 
"You have to experiment. Once I started using the new Z Power 
Crashes on stage I found I needed a louder and more powerful 
sound from my Chinas. So I went from 18" and 20" A China 
Boys to two 22's. Kaboom! These babies explode." 

Thompson takes a similar approach, " I switch around 
a lot. I've been using a 22" A Ping or a 22" Z Light Power 
Ride on current studio projects and with my new band, The 
Distance. And I match them with A Quick Beat Hi Hats— the 
ones with the flat bottom and holes. I might use K crashes in 
the studio, but on tour I'll go with A's and i's. I love the 
way the Z's cut through on stage. I hit hard and want my 
cymbals to be heard." 

"Music is a series of frequency ranges. 
I look for the one that isn't being saturated, 
so my cymbals stick out. For example, 
recently I was in the studio and tried an 
A Ping Ride, then a K. But for the music 
1 was playing, the Amir Ride really cut it. 
k was incredible!" says Aronoff. 

"With the A's, K's, Z's, and Amirs, Zildjian's got every 
sound covered," adds Thompson. "And they're always creating 
new ones. Zildjian's been around forever, but they move with 
the music of the times." 

"Zildjian gives me all the letters of the alphabet. I can pick 
and choose the ones l want to create the words, the sentences, 
the paragraphs, the story. The way you put your cymbals 
together is what makes you sound unique, concludes Aronoff. 

"Zadjians are the only cymbals for any drummer that's 
got a really good ear. I know, I've tried them all. But Zildjian's 
definitely happening," says Thompson. 

If you'd like to learn more about the A's, K's and Z's of 
mixing cymbals, stop by your Zildjian dealer. Chances are, if 
you hear it in your head, 
there's a Zildjian cymbal 
that can bring it to life. LIM 

The Only Serioua Choice. 

For a lamy of the new Zildjian Cymbals and Accessnries C.atalog, send e.ots to: 
C) 1987 Audis Zildjian Company Awdis Zildjian Company, 1)ept. NC. Longwater Dr.. 1%.,rwell, MA 02061. 
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1FC60 -1114pome 
Rproote Foot Controller 

MC1 
Controllor 

Immure-
DUE400 
Digit al Mul Effects 

DMD2000 
Programmable Digital Delay 

EPP400 
Electronic Patch Bay 

for special elects that help them create illusions ill 
sound. Innovative products like the EPP400 Program-
mee Midi Patch Bay and the IFC6 0 Femote 
Focitswitch have made managing effects pedals and red( 
maint processors easier than ever. 
The MC1 Midi Guitar Controller has helped bring guitar syn-

ths into the forefront of modern music. 
Reck mount multi-effects and programmable digital delays 
. Ibanez originated these ideas, and today. contirues to 

refine them, with user-oriented pieces like the DUE400 and 
DlVD2000. 
Yet through all the innovatbns, Ibanez continues to meet the 

basic needs cif musicians, with a full line of con-pact affects 
including a variety of overdrive/distortion pedals, digital effects, 
ana a complete line of pedals designed specifically for bass 

DD100 
Digital Delay 

00200 
Dual Digital Delay 

GE131 
31 Band ED 

GE215 
Stereo 15 Band EQ 

P01104 
Parametric EC) 

Compact Digital 
Effects 

Compact Bass 
Effects 

players. 
The Personal St-udio Rack Series is the newest in the line of 

processors, and we think you'll find that again, Ibanez has the 
versatility, value, dependability, and innovations that have made 
us a leader in electronic signal processing. 

For a full color catalog send $2.00 ($3.00 in Canada) to: Ilianœ; Dept. MEC, 
P C. Box 886, Bensalem, PA. 19020.• P.C. Box 2009, idano Falls, la 
93403.• 3221 Producer Way, Pomona, CA. 91768-3919. • Canada: 6969 
Trans Canada Hwy., Suite 105, St.-Laurent, Quebec, Canada H4 ri \ . 



ANNOUNCING 1 HE BIGGEST IDEA 
IN THE HISTORY OF WIRELESS 

cl6x 146732 
C125282 JA 617A 

Samson incorporates dbx noise reduction to achieve 
a new standard of wireless performance. 

Samson Concert TD Series is the first true 
diversity VHF wireless system w:th dbx noise 
reduction We've been setting new standards 
of sound and reliability En wireless over the 
years, but we're always refining our technol-
ogy to make it even better. That's why we 
chose world-class dbx technology to solve the 
biggest problem in wireless — noise. 
dbx noise reduction makes the Concert TD 

Series incredibly quiet. It also expands f-e-
quency response to deliver the best possible 
Sound for vocals and instruments. And you 
won't hear it working because dbx circuitry 
eliminates the pumping and breathing hat 

plagued wireless sound in the past. 
Breaking new ground with our Concert TD 

Series, Samson engineering excellence now 
takes a cuantum leap forward in its ongoing 
search for the highest standard of wireless per-
formance. We are the first to incorporate dbx 
noise reduction because we want to guaran-
tee the best possible audio quality available in 
wireless today. Now ti-ere's every reason you 
can think o to enjoy the unlimited freedom 
promised by wireless 

First we took the worry out of wireless with 
reliable no-dropout performance, now we're 
taking the noise out of wireless with dbx. 

SAMSON' 
WE TOOK THE WORRY OUT OF WIRELESS 

Sorrsul (_ G;puiutupn, ; 24 tun Avenue, ;;Itellp .red, Nev Yo ,l, 

5161489-2203 FLX 284696 SA1v1 UR FAX ( 516) 489-2418 

Ir. Canada: Omnirrcdo Corporoton Ltd , 9653 Cote de Liesse, 
Dorval, Queoec FP 1A3 514-636-9971 

'cfcx is cyreaistered trademark 
BSR North Amosco Ltd 

Mic Copsul ArDI /able: Elecro -Voice 
N/D 757 elemevt offered ex lus:vely:n 
wireless by Sors .on. 
Also available: BK-1, SM 58, M 85, SM 87 c 1986 Socnson Products Corporotron 
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DD(ON 

By Lou PAPINEAU 

PRODUCER/PLAYER 
TURNS 

PLAYER/PRODUCER 

1
 'm trying to figure out ways to be un-
popular so people don't ask me to 
produce their records," Don Dixon 
smiles. Every producer should have 

such problems? Well, not every pro-
ducer is also an accomplished songwrit-
er, multi-instrumentalist and recording 
artist. The time Dixon spends working 
on other people's projects is time he 

Baby For A Nickel. And his first "real" 
record, Romeo AtJuilliard, is due out im-
mediately. The thirty-five-year-old from 
Chatham County, North Carolina is get-
ting used to alternating his different roles. 

"You have to be real sensitive," Dixon 
says of producing, "particularly when 
you write and play and sing—to not take 
your ideas and jam them down people's 
throats, but to let them bounce things off 
you and help them figure out why they're 
having a problem, give them some op-
tions and let them decide which direction 
it's gonna be. If they've been signed in 
the first place based on something they 
already have, you don't want to throw 
the baby out with the bathwater—which 
a lot of people do. I've seen bands that I 
love make completely generic records 
that are lost in the shuffle with all this 
other generic crap, with producers and 
engineers that are just scratching at the 
blackboard trying to make their mark in-
stead of worrying about the music. 

"It's all tied up with being happy and 

Don Dixon hears no evil. 

can't spend on his own. Right now Artist 
Don and Producer Don are trying to bal-
ance their schedules. 
Most Of The Girls Like To Dance But 

Only Some Of The Boys Like To, a collec-
tion of demos which showcase Dixon's 
soulful voice and offbeat, catchy songs, 
was released by Enigma last August. 
The playful, funky single "Praying Man-
tis" garnered AOR airplay and medium 
rotation on MTV. Dixon contributed a 
strong vocal and guitar wo'rk to "Faith-
less Heart," a track on the Golden 
Palominos' Blast Of Silence/Axed My 

doing a good job and being creative and 
maintaining that creative energy. A lot of 
producers come in with a sledgehammer 
and think that they've been hired to be 
construction consultants. They go in 
with this idea of breaking everything 
apart and building it back together and I 
think that's absurd. The job of producing 
is to bring out the good elements and lay 
them on the table, not just take those 
elements and smash them into people's 
faces." 
The bands Dixon produces are grate-

ful to find a producer with a player's sen-

sibility. Of course, he was a musician 
long before he ever sat at a console. "Es-
sentially I consider myself a bass 
player," Dixon says with a slight drawl. 
"I never had guitar aspirations much as a 
kid. I played guitar, but there's a certain 
control to the bass that appealed to my 
compositional sense. There were two 
records that I liked and learned to play 
bass with—Meet The Beatles and the 
first Kingsmen record that had `Louie 
Louie' on it." He played bass and trom-
bone in jazz and rock bands throughout 
high school and fell under the influence of 
Jimi Hendrix in '69. "By then I had elec-
tric guitars and fuzzboxes, so I put to-
gether your classic four-piece group, 
wrote songs and did Hendrix covers. 
Then I went to college; Arrogance got 
together later in '69, when I was a 
freshman." 
The band called Arrogance—formed 

at the University of North Carolina in 
Chapel Hill—was Dixon's "primary 
means of income" for nearly fourteen 
years. They released a Dixon-produced 
and self-distributed single entitled 
"Black Death" in '69. Albums followed in 
'72 and '73—a bold move in those pre-
DIY days. "There was no network like 
you have for independent stuff now," 
Dixon recalls. "It was horrible. We had 
to educate the clubowners to the fact 
that they could get human beings to 
come in and hear original songs." 
Now it can be told: while rocking with 

Arrogance Dixon led a secret life. "The 
band played a lot but I had to make ends 
meet. I did as much session work as I 
could; I sang and played and wrote jing-
les, mostly local stuff, just $100-a-pop 
kind of singing. We were trying to keep 
it as quiet as possible, 'cause we were 
Kansas City stars, so we didn't want to 
sully our image as rockers with the fact 
that we sang on these jingles. " 

Arrogance toured extensively in the 
East and Midwest. Through the years 
the band's aggressive edge yielded to 
"what you would refer to as folk-rock, 
though we were more like Rubber Soul 
than the Byrds." They signed with Van-
guard and released Rumors in '76 (a year 
before the Fleetwood Mac album of the 
same name). 
The album swiftly disappeared. The 

quintet got a second chance with Sud-
denly, issued by Curb/Warner Bros. in 
1980. It was another frustrating experi-
ence. "The guy who produced the rec-
ord (Phil Gernhard) pushed the band in 
the coliseum rock vein and took away 
some of the pop materials, the things 
that would've been hipper in the long JI
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Come to 

"CARNAVAL': 
Celebrate the magic of 

WYNTON MARSALIS! 

The fireworks of Wnton Marsalis illuminate 

the music of "Carnaval"; a festival of show pieces 
for cornet and band, featuring the Eastman 
Wind Ensemble under the direction of 
Donald Hunsberger. The excitement of unpar-
alleled musicianship sparks this album from 
1,1* nton's spirited performance of "Carnaval 

Of Venice" to his technical tour de force on 
"The Flight Of The Bumblebee"—the fastest 
version ever recorded! 

Join W:Snton Marsalis for the most exhilarating 
musical event of the ,, ear! 

nton Marsalis 
cre_ ja jb, 419.• 

Come to " Carnaval." 
On CBS Masterworks Records, 
chrome Cassettes and Compact Discs. 

can help, whether they're so different 
from the way I view music that it'd be 
ridiculous to work on 'em. And the other 
thing is how much I like it—if I really like 
the way the guy sings and if I really like 
the songs. Because to be as blunt about 
it as I could be, if you've got two guitars, 
bass and drums onstage and somebody 
wailing, in the big picture they're all kind 
of the same. So the songs have to be 
good and the singer's obviously real im-
portant. My idea of who's a good singer 
and who isn't varies; I try not to let that 
be as important as the songs." 
Now that Dixon is finally reaping at-

tention for his own music, he is "trying 
to cut back to fewer projects so I can re-
ally concentrate on those projects and 
still have time to be a human being. My 
jones for getting to perform has some-
what abated by doing the tour (a short 
trek in late '86) and by getting to work on 
the new album. So I got my looking in the 
mirror out of the way." He can be more 
selective about his production work 
these days, "but picking and choosing is 
the most difficult thing as far as I'm con-
cerned—I hate saying no, and there are 

continued on next page 

DIXON'S FIXIN'S 

D
ixon uses three basses: "A Fen-
der Jazz, a Hofner Beatle-type 
and occasionally one of the old 
Danelectric Silvertones." His 
favorite electric guitar is a 

Framus Nashville (made in Germany). 
"Acoustic guitars vary. I use one of those 
little skinny lbanezes, the AC-410, or an 
old Gibson J-45 with the G-string tuned up 
an octave." He favors Vox AC-30 amps. 

Dixon usually works at Reflection 
Studios in Charlotte, North Carolina and 
Mitch Easter's Drive-In Studio in 
Winston-Salem, North Carolina. "Reflec-
tion has things the Drive-In doesn't that 
makes it better for some things. It's real 
high-tech, with two 24-track studios in 
one building. They're in better shape than 
a lot of studios in L. A. or New York 'cause 
the guy that owns it also has a business 
that sells studio equipment, so he turns 
the stuff over a lot more than normal 
studios can afford to." 

But Dixon has been branching out 
lately: Crenshaw's LP was done at 
Bearsville and mixed at Reflection; Jones' 
Match Game was recorded at R.P.M. in 
New York and the Smithereens' Especially 
For You emerged from NYC's Record 
Plant. At home, Dixon captures rough 
ideas with a Teac 3340 four-track and a 
Drumulator. 

In the trivia department, Dixon "sang 
several of the vocals (on Most Of The 
Girls...) into the very same Neumann U-
47 tube mike that James Brown used on 
'Cold Sweat. — 

t' BS." " Magenroorks." afe tradernM. of CBS Inc CC 1987 CBS Inc 
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WHERE ARTISTRY MEETS TECHNOLOGY 

The Chicktros Electni- Band 

Or usin1Ritenour1Hadequin 

Glenn Miller* The Digital Mood  

Diane Schuuri Timeless 

cddie coniel5 

Stsphane Grappelli plays Jerome Kern ' Eddie DanielsITo Bird, With l 
-4-

kevin eubanks 

çlr 

Kevin Eubanks face To face 

nparalleled virtuosity and technological 

perfection hare earned GRP the high1y. coveted 

title of ** The Digital laster Company." From 

the pioneers of the New Age', to the world 

renowned legends, from the innovators of 

'Fusion', to the timeless masters. GE? presents 

OITA L 
Foi a Iwo color colaiog wide it GRP Net:olds Dept. C. bbb W b ith Street hew lork tit Y 161019 

Lee Ritenour Earth Run 

the hottest names in jazz in the medium they 

were made to be heard in. Reflecting the highest 
state of the performing arts, and the most in-

novative recording stiences. 

GRP, THE DIGITAL .11.4STER COMP.411T. 

.4Iso available on Records and Cassettes. 



give tue stereo outputThey also open up 
some exciting new digital pan possibilities. 
And you can determine the position of the 
voices in the stereo field according to velocity, 
LFO and key number. 

For tnore memory we doubled the on-
board single voices to 64. We also added 
32 internal performance memories to the IL 
So you can store voice position data with 
function (or what we now call performance) 
parameter data. 

We've also greatly expanded the new 
DX7II's data storage capacity In two ways. 

First, with the new RAM4 cartridges. 
One of these will store the DX7II's total mem-
ory including 64 voices and 32 performance 
combinations, or 63 micro-tunings. 

Second, with the DX7IIFD's built-in 3.5" 
disk drive. One 3.5" disk equals the storage 
capacity of 40 RAM4 cartridges. So you can 
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e you were plafi 
INTRODUCING 

THE NEXT GENERATION DX7 
You said you wanted a DX7 with more 

voice memory And function memory A split 
and dual tone system. More extensive MIDI 
implementation. Micro-tuning and a larger 
backlit LCD. We heard you. 

We also did some listening on our own 
and came up with improvements like random 
pitch shift, real-time parameter changes, dig-
ital pan, two-channel design. And two models, 
the lDX71111) with  built-in 3.5" floppy disk 
drive. And the Milli). 

Both have dual and split play modes to 
give you the power and sound of two DX7s. 
Any two voices can be combined and played 
as one in the dual mode. Split mode lets you 
assign different voices to the right and left 
sides of the keyboard. 

The dual FM tone generators in the II 

YAMAHA 

.111171- 1:=1 
r./.11. \AMAMI. SYNT11.5.1Z. 

MODUI AMON 



ng,we were listening. 
have a massive voice, performance, micro- And an all-new FM tone generator 
tuning and fractional scaling library ready for system gives the DX7IIFD and DX7111) 

, virtually instant use and access. And a MIDI greatly improved fidelity 
data recorder for recording and storing ex- So FlVI is sounding better than ever 
ternal MIDI equipment information. Especially when you hear the new DX7Ils' 

A new larger 40-character by 2-line very reasonable prices. Just visit your 
backlit LCD and two alpha-numeric LEDs Yamaha Digital Musical Instrument dealer. 
make operating and programming the II a And listen. 
lot easier Or write to Yamaha International 

The II's new micro-tuning feature has Corporation, Digital Musical Instrument 
10 preset alternate tunings besides the stand- Division, PO. Box 6600, Buena Park, 
ard. And two on-board memories let you California 90622. In Canada: Yamaha 
create and store your own. Canada Music Ltd.,135 Milner Avenue, i The all-new fractional level scaling Scarborough, Ontario, M1S 3R1. 
function lets you precisely adjust the output  
level of each operator in three-key groups. 

The new Unison Poly mode cómbines 
.,ireeeib.,?yet2l 

100 
1887-1987 

four tone generators for each key so you can ida* 
detune to achieve a fatter sound,. Aftertouch 
can also now control EG bias and pitch bend. *YAMAHA 
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Tight (To Mention)." As an album track, it seemed a proper trib-
ute to what had already been a clubland hit in Great Britain; as 
a single, it exposed them to charges of ripping off their soul bet-
ters. "Where [Hucknall's voice] falls is in its tone," scolded the 
New Musical Express. "God devised him as an 80s Gene Pit-
ney, not aJunior Valentine. " "Hucknall is now that most difficult 
of propositions," said the Face sympathetically, "a pop star 
without honor in his own land who has found profit abroad and 
feels thoroughly vindicated." And Hucknall fences back; 
"People don't realize it here," he told one British interviewer, 
"but we're enormous in Europe." And to the Record Mirror last 
spring: "Basically, to stop pissing about, we're fucking huge in 
America." 
When his food comes, the singer is still mad with the middle 

class: "The middle-class people who pretend to be streetwise 
and poor but always go back to their bank account," Hucknall 
says, "are the people who now slag us off for having money. 
It's not the working-class people, 'cause they say, 'I'm glad you 
got out, good luck to ya." In fact, says Rashman, Hucknall is 
unheedful of the bags of money that have begun to come his 
way. "He was totally poverty-stricken when he was writing; 
he's a star now and all he owns is records. He's just bought like 
a $50,000 house, which is his idea of a mansion. He has no in-
terests that way except buying records, probably 3,000 of 
them in the last two years. He's obsessive about music, and 
when he's not listening, he's singing somebody else's songs, 
or talking about it. And that's genuine." 

"There's unlimited possibilities for this band," says 
Hucknall. "We all have a knowledge of different musical forms, 
different periods of R&B, jazz, reggae... it's as important to me 
to keep doing other people's songs as to do my own. I didn't 

know what I was gonna turn out when I first started writing— 
didn't even know if I could write. Now I might be fresh to the 
business, but I'm not fresh to writing. It's a mystery to me 
where the hell it came from. All I know is ever since I was a 
child, it's been music." 

It's time for Hucknall to report upstairs to a photo session 
with his bandmates, which he does with his usual promptness. 
"The best way of being," he says, "is almost businesslike; it 
gives you artistic freedom to find your own space. You say, 
'Look, I want some control as well,' and fight for it. And you 
get it." 
The rest of the group, used to being tyrannized by his punc-

tuality, are already arrayed. Hucknall parks himself by them 
and peers out at the inevitable couple of female lookers who 
seem to turn up for any rock—er, musical—event. He's hum-
ming something, maybe looking to cast some sort of "men and 
women" spell, and on the way out, one wonders what the tune 
will be. As it rises in volume, the choice—at least in the 
Hucknallian world—is no surprise. "I've got you," he purrs, 
"under my skin, I've got you/ Deep in the heart of me...." 71 

M.I. TOO TIGHT TO MENTION 

D
rummer Chris Joyce uses a Yamaha Series 9000RA kit 
with Ludwig snares and Paiste 2002 cymbals. Bassist 
Tony Bowers, though he's learning to play sax, still con-
fines himself to his Steinberger XL2 bass. Keyboardist 
Fritz McIntyre plays a Yamaha KX-88 electric piano. 

Guitarist Sylvan Richardson plays a Gibson ES-335 and a 
Sadowsky. Singer Mick Hucknall uses a Shure SM-58 mike with a 
Nady wireless mount. Trumpeter Thu Kellett shares a rack of 
eight Yamaha DX7s with McIntyre. Fritz controls six, Tim two. 

THE GFORGIA SATELLITES 
The Georgia Satellites debut release features the kickass cuts 

''Keep Your Hands To Yourself," " Battleship Chains" 

and "The Myth Of Love." They are the hardest rocking band 

north OR south of the Mason-Dixon Line. 

Produce' by Jell Gliaman 

On tour now! 

"The Georgias just killed me and 
my liver stone dead with pas-
sion, pride and energy. Four 
guys dressed in knee-clasPing 
faded blue jeans and bourbon-
soaked T-shirts. Four guys who 
relied upon a stack of electric 
rush amps, boiled an' tarred 
guitars and one hammer-sOrp 
drum kit. Four guys whe pro-
duced the most excitinelub gig 
I've witnessed and been thrown 
into since... well, years, dec-
ades even!" 
—Malcolm DomelKERRANG 

ELEKTRA 

Out of this world. 
On Elektra music cassettes, records and compact discs. 

1987 Elektra/Asylons Records, o D•vision of Warner CommymcatIons Inc •• 

"A raunchy, pile-driving, high-
spirited chunk of rock & blues 
& country, Georgia Satellites 
owes as much to Gram Parsons 
and the Flying Burrito Brothers 
as to those artists Baird refers to 
as the "bad personalities of rock 
& roll—the Rolling Stones, 
Chuck Berry, Mitch Ryder and 
Aerosmith. 

—Moira McCormick 
ROLLING STONE 
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GET INVISIBLE® 
AND BE SEEN. 

W • • • • 
 •\ Streamline your stage 

presence with our NEW 
Triple Tier Stand! Enjoy 
stiff, vibration-free sup-
port from Invisible's 
patented lightweight 
steel tension system. 

The stand sets up in seconds 

Lj and is compatible with Invisible's 
I complete line of accessories. 

Send for a free catalog and see 
for yourself! 

MODEL KB3 
24" Triple Tier 

Keyboard Stand 

nvisible Modular Stand Sys ems 
P.O. Box 341, Accord, MA 02018-0341 
617-871-4787 

More than 
just notes. 
EMG Pickups. 
You want more than just the 
notes you play. With an EMG, 
get the response you need 
from a pickup Get the 
performance you put into it. 

RO. Box 4394 
Santa Rosa, CA 95402 

1111111111 (707) 525-9941 

  CANADA: Louis Musical, Quebec 

gineer can't hear the benefits straight 
away he'll usually keep working on it until 
it makes a good sound." 

Alex Sadkin's "anything goes" ap-
proach to his work, and the ensuing suc-
cess that it has brought about, is a major 
factor on which he has built his reputa-
tion. Clear sonic evidence of this lies in 
the tracks of his collaborations with the 
likes of Grace Jones—Warm Leatherette, 
Night Clubbing and Living My Life— 
Duran Duran—Seven And The Ragged 
Tiger—and the Thompson Twins— 
Quick Step And Side Kick and Into The 
Gap. Noises that jar with convention ap-
pear out of the woodwork, and sporadi-
cally toy with the sensibilities of the lis-
tener. "Spot the device" is a popular pas-
time, but the finished sound is always a 
carefully laid mosaic in which no stone 
lays loose (even though some may ap-
pear to have been somewhat squeezed 
into place). 

"With the Thompson Twins and 
Duran Duran you could suggest to pull 
the ceiling down and record it and they'll 
go for it! Especially Duran—Nick loves 
to destroy a room for the sake of sound! 
We've hit every conceivable thing and 
sampled it to try to make a new sound. 
We've taken a classical harp player, had 
him play a sort of angelic sound and then 
treated this so that it sounded really hard 
and metallic, like nothing you've ever 
heard before. It had been played with the 
technique of a harp player, and it ended 
up sounding like a piece of steel being 
struck across some heavy cables, but in 
tune. All done with a lot of compression, 
a lot of eq and a lot of flanging. That was 
done for one of the tracks on the Arcadia 
album. We've also melted plastic bags, 
which make a really strange sound, and 
recorded that. There's a percussionist 
named David Van Tieghem who I've 
worked with on several things, and he 
takes his instruments and puts them in 
water and hits them, so they'll make 
strange sounds and vibrate like a gong 
and sound like a wolfman or something! 

"With the Thompson Twins you can 
sample anything that sounds like it would 
add to the mood of the song, whether it's 
a fire extinguisher, a lawn mower, cat-
tle.... There was one B-side where we 
took the sounds of sheep and lots of ani-
mals and fed those into the mix at times. 
It just seemed to work. A lot of the time 
those things become hits, just because 
they sound different. So if you just 
realize what you enjoy and start trying it, 
a lot of times it works. If you hate it, then 
probably everyone else will hate it too!" 

Apart from his ingenuity another of 
Sadkin's strengths is his adaptability, 



Introducing the only wireless 
that captures all a Shure mic can give. 
The new Shure Wireless System. 

Never before has a wireless system so precisely matched 
advanced microphone technology with precision RF 
electronics. The result is superb sound quality and 
performance you might expect only from a conventional 
cabled microphone. 

Most systems start with someone else's microphone. 
No wireless system can give you more sound quality than the 
microphone itself can deliver. That's why each new Shure 
Wireless features a genuine Shure microphone for more accu-
rate sound reproduction. Plus the reliability and durability 
you've come to expect from Shure. 

Designed to overcome major problems found in 
other wireless systems. 
The Shure system features our exclusive DiversiphaseTM dual-
antenna system designed to eliminate dropout and provide the 
strongest signal possible at all times. Unlike other systems, 

Diversiphase corrects reflected or direct ( multipath) signals 
that are out of phase, so they won't cancel each other... and 
adds them. Result: more antenna gain. 
The new Shure Wireless also prevents interference from 

TV stations and other radio signals. Each system features a 
computer-selected frequency best suited to your area or a 
special frequency for touring' needs. Individually tuned linear 
phase filters also help screen out unwanted signals, without 
adding distortion. 

Fits nearly any application. 
Choose from either W25DR Diversiphase or W2OR Single-
Antenna Receiver with compact WI0B1—fransmittu. Either 
Shure system can be used with the specially designed WL83 
Electret Condenser Lavalier or a variety of other Shure mies. 
For information. call 1-800-257-4873 ( In Illinois 1-800-
624-8522) or write Shure Brothers Inc., 222 Hartrey Ave.. 
Evanston, IL 60202-3696. G.S.A. approved. 



In light of all the rehearsing,planning, and plain hard 
work you do for a live performance, wouldn't you like to 
be seen as well as heard? Sunn thinks you would. 

So we developed the Sunn PLC 816 Programmable 
Lighting Controller to work as both an affordable and 
sophisticated member of your band. It addresses 16 
independent lighting channels and stores 102 different 
lighting scenes. And in turn, these scenes can be arranged 
into songs—your songs—which can easily be triggered with 
the "GO" button, a remote footswitch,or through MIDI. 
MIDI IN, OUT, and THRU ports allow all -PLC 816 

parameters to be sent and received. And all you need is 
one mie cable to connect the PLC 816 and the dimmer 
packs for control' of up to 32 individual lighting channels. 

So give yourself a break—to be sure that someone else 
does—and get a Sunn PLC 816 as part of your complete 
Sunn system. Because while you're out there playing 
clubs and concerts, so are thousands of other bands. 
But as everyone knows, 
stars shine briglatest in 
Sunn light. 

S174,1 Is a priiduet lint: of Fender Minneal Inetruments (lorp. 
1130 Columbia titre:titre. CA 92621 (714)990-09W 



ACOUST 
GUITAR 
STRING,' 
FROM 
GHS Oki 
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See your dealer today! 

Manufactured by GHS Corporation 

2813 Wilber Ave Battle Creek MI 4901', 

Sold Out" by putting Charlie [Watts] in 
an elevator and running the elevator up 
and down and recording it on two floors.' 
It's a great story That's almost as good 
as some true ones." 

"Andrew's idea," ABKCO president 
Allen Klein says of the CD project, "was, 
'We've got to give people what they 
heard!' We didn't try to remake a record. 
Since everyone's concern at the time 
was what the single sounded like, we 
used that as a reference." Or at least a 
starting point: "We always mastered the 
singles bright," Oldham says, and with a 
lot of compression for radio. 
ABKCO announced its Stones CD 

series (records and cassettes were 
overhauled too) in grand style. 
"THROW AWAY ALL YOUR ROLL-
ING STONES ALBUMS. NOW" trum-
peted the headline to a lavish eighteen-
page trade magazine insert published 
last fall. But Stones fans with CD players 
might already have seen compact discs 
by their heroes well over a year before. 
Atlantic Records, the former distributor 
of Rolling Stones Records, issued CDs of 
the Rewind compilation and Still Life, the 
1982 live album. More intriguingly, com-
pact discs of the Stones' 60s albums had 
been dribbling into the U.S. as European 
imports. Klein was not happy. 

"Those albums are not as good as 
ours," Klein says of the import Stones 
CDs, released by the British Decca Rec-
ord Company with an ABKCO trade-
mark. "We're both starting from the 
same two-track masters. They're miss-
ing an in-between step"—that of equaliz-
ing the master tape to yield a powerful 
sound equivalent to the vinyl counter-
part. Master tapes are original source 
material, but not necessarily the final 
word (or sound). Engineers commonly 
fiddle with multi-track masters in prepar-
ing the two-track tape that will be used 
as the source for LPs and cassettes—to 
compensate for sonic shortcomings in 
those media and/or to correct problems 
at the recording session. 
The British CDs have their origins in a 

lavish boxed set of ABKCO Stones LPs 
distributed by the audiophile-oriented 
Mobile Fidelity Sound Lab in 1984. 
MFSL, Inc. president Herb Belkin says 
his company produced a set of digital 
masters, at ABKCO's request, while 
MFSL was in possession of the stereo 
master tapes. The digital masters went 
to Decca Records in England for a series 
of LPs and CDs; MFSL itself didn't have 
CD rights. 

Belkin claims that Decca ran Mobile 
Fidelity's digital tapes through the Decca 
Digital System, "which changed the 
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sound." He was so chagrined by the re-
sult that he asked Decca to remove the 
credit line—"Analogue to Digital mas-
tering by Mobile Fidelity Sound"—from 
the CD packaging. Tony Hawkins, man-
ager of the transcription department at 
Decca Recording Services in London, 
remembers receiving the digital tapes 
from MFSL. He says, though, that the 
tapes went straight through to Hanover 
for CD mastering. (PolyGram manufac-
tured the British as well as the U.S. 
CDs.) Hawkins acknowledges that 
Decca Digital is an "in-house" system 
not compatible with the more standard 
Sony technology used by MFSL. How-
ever, "we couldn't even play [the Mobile 
Fidelity tapes] at that time 'cause we 
didn't have Sony equipment." 
There are differences between the 

British and U.S. Stones CDs, largely at-
tributable to Oldham's supervision of the 
domestic product. The awkward stereo 
separation that always marked After-
math and Between The Buttons—and is 
even more obvious on the British CD 
than on LP—has been integrated into a 
more cohesive, forceful sound. "Let's 
Spend The Night Together" sports a 
brighter, louder vocal. On the other 
hand, some instrumental parts are 
buried, e.g. the piano on "Amanda 
Jones" and the acoustic guitar on "Com-
plicated." The two electric-guitar parts 
on "Goin' Home" are melded into one. 
The British Hot Rocks I (sold, unlike 

the U.S. version, as two separate CDs) 
has stereo mixes of "Time Is On My 
Side," "Get Off My Cloud," "Play With 
Fire" and "Satisfaction"; we get mono. 
The U.S. Their Satanic Majesties Re-
quest—one of the best recorded of all the 
early Stones albums, despite its chaotic 
creation—lops off the opening two notes 
of "Sing This All Together (See What 
Happens)," and programs that cut's "We 
Wish You A Merry Christmas" finale as 
the beginning of "She's A Rainbow." In 
its defense, the CD's insert sheet in-
cludes all the cover art of the original 
gatefold album; the British CD prints 
only the front cover on a chintzy slip of 
paper. (Ditto for the British Let It Bleed, 
lacking personnel credits. ) 

Well, trivial pursuit is a fascinating 
game, and doubtless there are other 
examples. A more substantial difference 
concerns the Aftermath album: The 
British CD reproduces the cover art and 
track line-up of the fourteen-song British 
LP; the U.S. version retains the state-
side order of eleven songs, and is ten 
minutes shorter. The other British CDs, 
unlike their vinyl cousins, conform to the 
U.S. albums in song selection. 

CHRIS SPHEERIS. 

"DESIRES OF THE HEART." 

A JOURNEY TO THE LANDSCAPES 

THAT LIE WITHIN. 

Chris Spheeris describes his intimate and 

imaginative keyboard creations as 

"Interior emotional landscapes.- You'll 

discover exactly what he means when 

you experience the peacefi I pleasures 

that lie within each track of this vivid 

instrumental voyage. 

C1-1111! / PHEERI/ 

DE/ IRE/ OF THE HEART 

ON COLUMBIA RECORDS, CASSETTES AND COMPACT DISCS. !At 
COLUMBIA 411 ARE TPA: PRODUCED BY CHRIS SPHE E RIB 
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YOUNG CHANG 

Made in Korea, Germany England, 
Japan and Vermont. 

Young Chang pianos are precision crafted 
in Korea. But our search for the best materials 
in the world takes us to the ends of the earth. 

It takes us to the Royal George feltworks in 
England because only the finest felt will do 
for Young Chang hammers. 

It takes us to Germany and Japan for our 
premium core wire. From that. we make the 
finest piano strings possible. 

It takes us to the forests of North America 
for our Sitka spruce. Lightweight but extremely 
strong, solid Sitka spruce is universally ac-
knowledged as the ideal material for piano 
soundboards. And we go one better than 
most piano manufacturers by using this dur-
able wood for our keys and backposts as well. 

Solid maple pin blocks and action parts 
are another hallmark of the best pianos. And 

Young Chang's maple comes from only the 
best sources: Vermont, Michigan and Japan. 

But a great piano is more than the sum of 
its parts. Each Young Chang piano is expertly 
assembled in Korea. Our combination of 
exacting precision and cost-effective opera-
tion can't be found anywhere else. The result 
is a high-quality line of pianos without the 
high prices. And to reinforce our commitment 
to quality, we offer a 12-year full warranty on 
every piano. 

To find out why people think the world of 
our pianos, visit your Young Chang dealer. Or 
contact us at Young Chang America, 13336 
Alondra Boulevard, Cerritos, CA 90701. 

cYOUIW CHANG 
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Okay enough  economics. Here most of the fruits of his own invention. _ pop 
are some of those rugged American 
musical entrepreneurs who stole the 
limelight at Anaheim this January. Cue 
the fireworks, Ray Charles and the 
Chevy commercial—we're going to hit 
the NAMM show floor. 

M
ichael Stewart's main 
profession is not inven-
tor, but producer—he 
did Piano Man for Billy 
Joel before Joel moved 
back East. Though con-

vinced of the worth of MIDI sequencers 
and digital drummers, he felt their lock-
step tempos too rigid for the rough and 
tumble world of stage and studio. Rather 
than make his drummer play to the click 
or die, Stewart invented a box that would 
take the tempo from a live drummer and 
send it out as a MIDI sync pulse, thereby 
making the sequencer follow—gasp— 
the drummer. It was an idea as revolu-
tionary as it was simple, because it 
throws off the mechanical monkey that's 
always been on MIDI's back. Of course, 
it wasn't completely new—Dan Gar-
field's boxes use what he calls Click to 
manually send tempo, but the drummer 
has to play only naked tempo anything 
more would confuse it. The innovative 
thing about Stewart's invention is that 
once it's going, a drummer can play all 
kinds of things on the sending pad and 
the machine won't be misled. And at the 
NAMM demo, Stewart had his drummer 
do some confoundingly confusing kick 
solos and the thing never blinked. 

Michael Stewart decided to let Gary 
Kahler manufacture and sell his inven-
tion. This is no coincidence to the theme 
of this story, for Kahler's American Pre-
cision Metal Works haslong been the na-
tion's most militantly patriotic MI man-
ufacturer. It began when Kahler in-
vented and sold one of the best whammy 
bars in the world and watched in amaze-
ment as thousands of Japanese copies 
suddenly flooded the market. Ned Stein-
berger gradually converted his imitators 
into licensers, but Kahler fought—and 
took no prisoners. It was expensive and 
absorbed Kahler's natural combative 

i energes for years, but unlike many 
_ . 

American inventors, he has harvested 

Kahler underscored this last point by 
naming Stewart's wonder box "the 
Human Clock, an American Invention." 
The Clock is designed primarily for 

drummers, but has what's called a Sus-
tain mode that will work with other in-
struments if the player gives it a moment 
of silence before each one. To set a 
tempo you hit on the first beat of two 
bars and the Human Clock'll send a MIDI 
start command on bar three. From that 
point on, it'll use what Kahler calls Real 
Time Prediction to calculate live tempo. 
You can set its sensitivity to rhythm 
changes, so it will either stick to your 
change like glue or figure maybe you 
were a little off and adjust more slowly— 
sort of like an extremely friendly click 
track. It also has feel and advancement 
controls to move the sequencer ahead or 
behind the beat, excellent for squeezing 
out any MIDI lags. Stewart put the 
Human Clock through an obstacle course 
of tempo changes and it followed each 
one. It's not hard to see big implications: 

the mass humanization of MIDI'd music, 
an increase in the dignity of the drummer 
and new possibilities for using sequen-
cers in live performance. Beyond that, it 
could become a more reliable sync-to-
tape method than tones like FSK, which 
tend to disappear when the tape de-
grades. You could even add MIDI se-
quencers to existing tapes. For $600, 
that's a lot of implications. 
Of course, when it comes to come-

backs, no one's been down as long as the 
classic American guitar companies, and 
Gibson has probably come back the 
farthest. It was sad for many of us senti-
mental Gibson owners to see the com-
pany lie fallow in recent years as a corpo-
rate stepchild of Norlin, and sadder still 
to play their new guitars and feel some-
thing lacking. But Gibson's woes caught 
the attention of three young Harvard 
Business School ool roommates, Henry 
juszkiewcz, Dave Berryman and Ben 
.  

Rhodes, who had upon graduation 

Drummer-to-MIDI: 

the Human Clock 



Phi Tech's 
Translator 2 

MIDI interface 

bought a high-tech Oklahoma City com-
pany called Phi Technologies and turned 
it into a winner—among its products 
were tape recorders for defense use. 
The three then looked about for an un-
dervalued company with untapped name 
recognition, and jumped at Gibson, no 
doubt spurred on by the blues-playing 
habits of Juszkiewicz. The sale went 
down last summer, and after six months 
of new management, Gibson has gotten 
a good shot of Phi Tech high-tech. 
The first Phi Tech music product is a 

trigger-to-MIDI drum interface called 
the Translator 2. It's fairly straightfor-
ward but does quite a bit, and at $250 is 
going to put a lot of hitherto reluctant 
drummers into the MIDI universe. The 
Translator 2 will either MIDIfy any 
existing non-MIDI electronic drum kit, 
or can be matched with a new solid metal 
drum mike/trigger system that will ena-
ble a drummer to MIDIfy an acoustic kit 
for under $500. There's actually a lot in 
the box: It'll take six inputs as well as 
MIDI in, it'll control pad sensitivity and 
change the channel assignment, and it 
even has a panic (all MIDI notes off) but-
ton. The Translator 2 can also rearrange 
MIDI note assignments, but you're lim-
ited to a choice of eight pre-programmed 
sets. This is a textbook example of find-
ing a viable niche in the marketplace and 
coming up with exactly the right product. 
The new Gibson management team 

also entered into a new joint venture 
with K-Muse to manufacture and distri-
bute the Photon MIDI guitar converter 
(another American invention by Mary-
land's Bing McCoy). The Photon has 
emerged as perhaps the best of the 
under-$2000 add-on systems, but has 
had trouble meeting demand and shaking 
the K-Who? factor. The new venture is 
called K-Phi USA (rah rah!) and seems 
like a deal that will significantly improve 
the fortunes of both parties. But maybe 
most important to Gibson's new for-
tunes, whatever was lacking in those re-
cent-year guitars is back—they really do 
feel and play more like the old ones. 

Guild is another one of those seminal 
U.S. guitar firms that has seen better 
days. Although there had been no quality 
drop in their mostly acoustic of 
guitars, there was a curious lethargy in 
distribution and marketing. A year or so 

ago, a turnaround was begun, and an im-
pressive new line of electrics was 
launched, but some of the old habits re-
mained. Then in 1986, Guild was pur-
chased by a Chattanooga guitar-picking 
investment banker named Jerre Has-
kew, who saw in Guild almost exactly 
what the Phi Tech trio saw in Gibson: a 
great resource with high brand loyalty 
not being used to its full potential. Has-
kew immediately hired legendary Nash-
ville luthier George Gruhn and tightened 
up his company from shop to reps. Has-
kew feels Guild guitars are the only 
guitars in the U.S. now being made by 
union labor (a claim we were unable to 
verify), and notes that a certain New 
Jerseyite who was also born in the 
U.S.A. was impressed both by that fact 
and by the guitars Haskew sent him. 
The cream of the line has been its 

acoustic guitars, and Guild plans to get 
them into more stores. But the big push 
will be in electric guitars (without, how-
ever, the Brian May model—so it goes). 
Any company joining such a well-hoed 
field in 1987 will be asked what note-
worthy new approaches they offer, and 
Haskew came equipped with a damn 
good answer, the Ashbory bass. Be-
cause it's a miniature fretless bass that 
uses rubber-like strings (one wag called 
them "Gummi Bear strings"), it's tempt-
ing to call the Ashbory a gimmick or prac-
tice bass. It's not, and not just because 
no one would pay $500 for a gimmick. It 
plays wonderfully, has all the speed and 
grab you could want and is also perfect 
for guitarists who can't adjust to the long 
bass scale. And the active-electronics-
boosted sound is really unusual. I repeat, 
this is not a toy, a gimmick, or Son of Git-
tler. All I can say is you gotta play it! 
The most-cited example of MI corpo-

rate neglect has always been Fender 
under CBS, and it's been several years 
now since Bill Schultz and his merry band 
have been shining the firm up. What's 
most interesting about Fender's for-
tunes this January is a shift away from 
the cheap° Japanese-made Squier series 
and a new thrust into the so-called mid-
line ($700) range. Fender has opened a 
new plant in Oregon and is there as-
cemhlina two new lines of St-rats railed 

the American Standard and the Strat 
Plus. Oh sure, you may say, a Strat is a 



Guild's rubber-stringed Ashbory bass 

Strat is a Strat—how different can it be? 
Pretty different, actually. The new 
guitars use a slightly less curved neck 
(91/2-inch radius vs. the classic Fender 
71/2-inch), a new whammy bar with more 
range, all-new pickups that have less 
magnetic damping effect on the string, 
and a tone control that can literally take 
itself out of the signal path and give you 
nothing but the naked pickup without rip-
pingit out à la Van Halen. The Strat Plus 
has all this and adds a new two-pin roller 
nut and locking tuning machines that ob-
viate the need for a locking nut. Individu-
ally these improvements may not seem 
earth-shaking, but they add up to one 
giant leap of a Strat. 

Fendet is also deep into its Signature 
series, guitars made exactly for all-star 
artists. Most significant of these is a 
Yngwie Malmsteen model that may be 
the first commercially available guitar 
with a scalloped-out fretboard. Fender 
also brought out a new high-quality bass 
speaker system called the B. X. R. , 
brought in a new line of so called "Special 
Products" that includes some nice head-
phones and mixing boards, and added full 
MIDI implementation to one of its Sunn 
programmable lighting controllers, the 
PLC 816. 
Not all of the guitar news was domes-

tic: Yamaha, flush from last summer's 
reorganization into new product divi-
sions. launched an ambitious new line of 
Gibson-scale solid-bodies, the RGX 
"power guitar" series, and refined its 
Strat-like SE series. This gives Yamaha 
a guitar at every price point from $200 to 

$1000, all with whammy bars. The styl-
ing on the RGX series is swell—I espe-
cially like the "Access Angle" neck-body 
joint and the cutaway phone jack—and 
even the cheaper models have a smooth 
feel. There's also an RBX bass line, simi-
lar in many ways to the classic BB series, 
and a new short-scale Motion bass that's 
already won over Duran's John Taylor 
and Mister's Richard Page. And Yamaha 
is even intruding on the sacred soil of the 
Gibson L5, offering a superb version at 
considerably less than collector prices. 

Okay, okay, I hear the mutterings. 
What's with all these old-line guitar com-
panies hogging the stage? What about 
the MIDI guitar explosion you got so 
worked up about last summer? Perhaps 
the biggest surprise at NAMM was the 
degree to which MIDI guitar was a non-
issue. The only major innovation was the 
Stepp DG1, which really was impres-
sive. Although the strings setup is not 
orthodox, it was no problem at all making 
a transition. There may be some ques-
tion about whether the digital synth sec-
tion is hefty enough—some time de-
veloping new patches may resolve 
that—but on playability the Stepp gets 
an A. Other than that and the Photon, 
things were muted. Ibanez decidedly 
played down its controller, concentrating 
instead on some new electrics and a 
whole new line of Tama drums. Voyetra 
reportedly decided not to produce its im-
pressive prototype—for now. Charvel, 
as well as fellow IMC brand Akai, did not 
even come to NAMM, deciding one 
show a year was enough. 
That left Kaman (Ovation/Takamine) 

carrying the flag at Anaheim, with Ro-
land quietly showing the GM70 conver-
ter it debuted in Chicago, and DOD tak-
ing over the IVL system from Kramer. 
The only other MIDI guitar action 
worthy of note was a new $700 add-on 
system from Beetle, who also makes the 
PR-7 DX hardware programmer. Called 
the Vortex, the Beetle system does not 
read pitch at all but uses a "radar scan-
ning detector" to locate the position of 
your fingers (the literature claims it to be 
a thousand times faster than the compet-
ition with no glitches—hmmm). Unfortu-
nately, what they showed was so pre-
liminary, a real evaluation must wait. 
Does all this mean I'll have to calm down 

Yamaha's sharp. 
cutaway RGX axe 



and face the fact that America may not be 
ready for MIDI guitar? Could be, but 
don't count on it. 
The other big high-tech glamour issue 

of 1986 was sampling, and no such roll-
back was evident. The only totally new 
entry was the Casio FZ1, a $2200 16-bit 
sampling keyboard that adds a number of 
impressive new wrinkles to the familiar 
sampling repertoire. First and foremost 
is its display, which is actually a small 
64x96-dot video screen which graphi-
cally displays the waveform—it scrolls 
back and forth and can zoom in for close-
ups. Other killer FZ-1 extras include the 
ability to set eight loop points, crossfade, 
reverse, fade or mute on a velocity 
cross-point, do waveform or additive 
synthesis, cut samples into cyclical 
waveforms, hand draw them, and put tip 
to 64 sounds on a keyboard. It's even got 
a high-speed data interface to dump sam-
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 orne synthesis technologies 
corne and go before anyone's 
had a chance to finish reading 
the manuals, but it doesn't look 
like that's going to happen with 
FM digital. In fact, the Winter 

'87 NAMM show could have been aptly 
subtitled: "FM: The Saga Continues." 
Part of the story, of course, was Yamaha's 
introduction of their new DX7s (the DX7 
IID and IIFD) and the TX81Z tone rack. 
And to answer everyone's number one 
question, yes, all your existing DX sounds 
will work on the new machines. All it takes 
is a very simple, and presumably inexpen-
sive, adaptor called the ADP1 for your old 
DX7 RAM cartridges. (And no, the 
rumors are false! The model letters have 
nothing to do with the initials of every-
body's favorite techno writer). 

Also false, obviously, were the vile 
canards floating around NAMM to the ef-
fect that Yamaha introduced the new DXs 
to cut third-party developers of DX voic-
ing programs out of the picture. How 
could that be the case when the old and 
new units are fully compatible? And if 
Yamaha were hostile to third-party de-
velopers, how come the Bâcchus Sys-
tems IBM-PC editing program for the 
TX81Z made its debut simultaneously 
with the 81Z itself? Incidentally, if you're 
curious about what you can do with those 
seven new waveforms in the 81Z, the Bac-
chus program seems a good place to start. 

But Yamaha is now only part of the FM 
saga. Korg also introduced an FM ma-
chine of their own: the DS-8. Nippon 
Gakki, Yamaha's parent company, now 
has an interest in Korg's Japanese parent 
company, and has licensed one of their 4-

pies, and a $400 expansion board that 
takes the onboard memory to three 
megabytes. Even more provocative, it 
has changeable software, so optional 
programs could temporarily turn the FZ-
1 into a sequencer or phase distortion 
synth—yes, this'll be open to third par-
ties. Casio really did their homework on 
this one, folks. 
Shrewd readers will note I slipped in 

another Japanese company, but there 
was still plenty of American sampling ac-
tion. Ensoniq, still sitting on the most af-
fordable sampler, the Mirage DKS,' 
chose to make the point more emphati-
cally by dropping the price to $1300— 
$1100 for a rack-mount. By now, many 
techno-handicappers are asking if in this 
brave new world of 12- and 16-bit 
samplers, the good old 8-bit Mirage has 
what it takes, but the answer to that may 
be in the incredible number of new corn-

operator FM systems (with 2 algorithms) 
to Korg for use in the DS-8. It's an 8-
voice, multitimbral machine which is 
easier for some to program than the DX7 
because it translates the language of al-
gorithms and operators into conventional 
analog-related parameters and controls. 
The 40-character display doesn't hurt 
either. From what I could tell in a 
crowded, noisy NAMM display room, the 
DS-8 also has the articulate clarity of FM 
without sounding like a DX ripoff. 
Even seasoned DX owners have at 

times felt the need for some hardware 
programming aids, and a new box from 
Symphony doubles as a user-friendly 
editor panel and a 512-voice memory ex-
pander. How friendly? It has an "FM EQ" 
feature that'll turn requests like "make 
this brighter, will ya?" into the necessary 
parameter changes. It also has all kinds of 
global editing, MIDI signal clean-up and 
software update capabilities. The voice 
storage section has very hip data base 
software, which can sort voices alphabeti-
cally, by parameter, by synth or other 
esoteric criteria. It has a high-speed 
RS232 interface to work with computers, 
does printouts and works for everything 
from an exalted TX816 rack to a lowly FB-
01. The Symphony VX7 sells in the high 
seven-hundreds. The Salt Lake City op-
eration also has a new 16x16 MIDI proces-
sor. The equivalent of four MEP4s, the 
Concert Series will map, merge, process 
and do laundry, and four can be chained to-
gether to be 64x64. 
Of course, there's more to keyboard 

life than FM. Roland debuted their D-50 
digital synthesizer at NAMM. It boasts 
their latest sound-generating scheme: 
Linear Arithmetic (L/A) Synthesis. Es-
sentially, partial timbres drawn from digi-
tally synthesized waveforms are com-
bined with partials derived from PCM 

puter visual editing programs for the 
Mirage that were on the show floor. The 
vox populi seems to be saying we'll find 
ways around the limitations to get the 
price break. And the ESQ-1 is also start-
ing to get its share of editor/librarian pro-
grams. Other Ensoniq action saw the re-
lease of rack mount versions of both the 
ESQ-1 ($1000) and the SPM-1 sampled 
piano ($900). 

At the other end of the dollar spec-
trum, Kurzweil did a little price cutting of 
their own, bringing the price of their flag-
ship 250 under ten grand—this includes 
the sound modeling program for user 
sampling that used to be optional, and a 
new high-speed data interface known as 
the QLS. Kurzweil also brought out a 
new $8500 rack-mount expander ver-
sion, the 250 RMX. Both include a new 
software operating system and a 12-
track, 12, 000-note sequencer. But even 

samples to produce the D-50's sound. 
Partials from these two sources can be 
blended via a joy stick. As on-site de-
monstrations made clear, this dynamic re-
lationship among partials can produce 
much more dramatic results than simply 
stacking samples and digital synth sounds 
via MIDI. And the D-50's voice architec-
ture even includes onboard digital para-
metric eq, chorus and reverb. 

Playback-ody sample devices also 
made a strong showing at NAMM. Of 
course the concept is as old as the digital 
drum machine itself. And one of the 
pioneers in playback-only sample technol-
ogy, 360 Systems, unveiled two new 
products. One is the Professional MIDI 
Bass, a rack-mount version of 360's 
classic MIDI Bass with more onboard 
sounds, and a Modify section for cus-
tomizing samples. The company also de-
buted the new 360 Voice Module, a rack-
mount unit which can hold 128 lead and 
percussion samples, thanks to 360's Sili-
con Audio' LS! chips. 

Elsewhere, Oberheim unveiled their 
DPX-1, which can play back library discs 
for the Ell, Prophet 2000/2002 and En-
soniq Mirage. Generic playback devices 
like this could very well become the 
biggest thing since sliced waveforms. Hy-
brid Arts' ADAP digital recording/sampl-
ing system for the Atari 1040 ST, for 
example, can play back and edit discs for 
the Ensoniq Mirage, Prophet 2000/2002, 
Roland S-10/S-50, E-max, Korg DSS-1, 
and the Akai S900. 
The new developments in FM and sam-

ple technology at NAMM bring up one im-
portant point. As technologies become 
more universal—i.e., not the sole domain 
of one manufacturer—they become more 
immune to obsolescence. And that's good 
news for both musicians and manufactur-
ers. — Alan di Perna 
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more activity surrounds their under-
$3000 150 Fourier Synthesizer, which is 
based on harmonic frequencies rather 
than waveforms. Where once it only 
took ROM sound blocks, now a new 
Apple software program called the 150 
Sound Lab enables users to design and 
store their own patches. And there's 
also a Mark II version of their fancy 
home keyboard, the Ensemble Grand. 
It's been a tough last few years for the 
company, but internal restructuring, in-
cluding a public stock offering, have 
made 1987 look considerably brighter. 
One way U.S. firms are getting a leg 

up is to join forces in new product ven-
tures. Witness Zildjian's new ZMC-1 
cymbal milting system, developed in 
conjunction with Barcus Berry. The sys-
tem uses up to six box-like condenser/ 
electret mikes that go under the cym-
bals, thereby minimizing leakage. The 
six cymbals are then fed into a basic 
stereo mixer, which also has eq and ef-
fects loops. Six mikes and the mixer go 
for a grand. Considering how long cym-
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Passport Master Tracks Pro window 

displays complex MIDI controller data. 

bals have been immune from the drive to 
electrify, this seems overdue. 

Another link-up of great Americans in-
volves the latest version of Samson's 
stage wireless system. Feeling that the 
last frontier of wireless was noise, Sam-
son put a dbx noise reduction system in 
their Concert TD series, which runs 
from $800 to $1200 in price (TD stands 
for True Diversity, natch). It banishes 
breathing and pumping symptoms as 
well as transmission noise, but still packs 
a 115 dB dynamic range. The Samson 
unit is also the only wireless setup in 
which you can get the Electro-Voice N/D 
757 mike element. And Samson took 
over the distribution of the aluminum 
Hartke speaker system. 
Not all our fellow countrymen are into 

cooperation, though. Alesis and ART 
seem to be having their own private pre-
set reverb war. Digital reverbs and ef-
fects with no user-programmable patch-
es can cost a lot less and still sound ex-
cellent, as Alesis demonstrated with its 
MIDIVerb and MIDIFex units. This 
show, MIDIVerb died and went to MIDI 
heaven, replaced by the $400 MIDIVerb 

II, a 16-bit rack-mount unit that has all 
manner of reverbs (including gated), de-
lays, chorusing and flanging among its 99 
programs. Bandwidth is 15kHz, a nota-
ble improvemant on MIDIVerb. And 
Alesis got much of the same processing 
system into their $250, 16-preset Micro-
Verb, which packs three to a rack but has 
a big, big sound. Alesis also showed a 
cute hand-calculator-size MIDI patch 
transmitter, the $99 MPX. 
ART, meanwhile, was running 

straight at Alesis in ads for its new $400 
ProVerb, a rack-mount 99-preset MIDI-
accessible digital reverb unit. Should we 
set MIDIVerb II and ProVerb up across 
from each other and just let them flange 
it out? ART's other big NAMM release 
was more unique: a MIDI eq system that 
completely rethinks equalizers as we 
know them. How? A slider on your typi-
cal eq does not work in isolation—a 
"skirt" effect tends to drag its adjacent 
bands along, giving you more a rounded 
hill, let's say, than a spiky peak. What 
ART did was figure out a way to adjust 
the adjacent bands to compensate for 
band interaction, so that what you set is 
what you get. They call this Smartcurve 
and put in it a professional 2/3-octave eq 
system with 120 patch locations, then 
added a composite video output to 
graphically display the frequency curve, 
slider positions and MIDI info on any TV. 
The IEQ, or Intelligent Equalizer, is av-
ailable in a $600 master rack-mount unit, 
with controls on the front panel, and a 
$350 satellite box, up to fifteen of which 
can be slaved to one master. 

Other good Americans who were feel-
ing no pain included Sequential Circuits, 
true to their word in having their vaunted 
Model 440 sequencer/sampler/sync-
box/digital drummer up and pumping. 
Tom Scholz's SR&D showed a prototype 
of a new modular amplifier that works in 
a system along with the RockModules. 
(Scholz is also sitting on the most ad-
vanced effects/amp-switching pedal de-
sign around.) And Whirlwind caused 
quite a stir when it was learned the cable/ 
hardware firm had been importing Euro-
pean product—until it turned out to be 
two Porsche 944s for their dealer/cus-
tomer Leader cord sweepstakes, won 
by some very happy guys from Schenec-
tady, New York's Drome Sound. 

Actually, the biggest single American 
winner at winter NAMM was probably 
not a music manufacturer at all, but a 
computer maker: Jack Tramiel, the 
Holocaust survivor who turned Atari 
around. Tramiel's baby is the incredibly 
affordable Atari ST, which is so close to 
the Macintosh in operation it's known as 

Simmons' 

amazing 

flagship SDX 

the "Jackintosh." Word was out that sev-
eral established software houses were 
adapting their programs to the ST, but 
this didn't prepare us for the astonishing 
number of available music programs. For 
instance, there were five very impres-
sive pro-level sequencers (Hybrid, Dr. 
T, Sonus, Beam Team and Steinberg), a 
couple of fine starter sequencers, editor/ 
librarians for not only the familiar DX/ 
CZ/Mirage clique, but even new ma-
chines like the Akai S900 sampler and 
Kawai's R-1000 drum box. We're also 
seeing some new approaches: Beam 
Team's Xsyn, for instance, is actually a 
five-part integrated editor/librarian that 
includes a bare-bones sequencer, full 
service editing (including performance 
functions on the DX7) and even a pro-
gam the lets the computer generate 
sounds for you, all for $99. And as long 
as we're talking ST, Hybrid Arts' sensa-
tional ADAP sampling system is finally 
coming out. If 1986 was dubbed "the 
year of sampling," my call is for '87 to be 
"the year of Atari." Nice job, Jack. 

Another U.S. computer company, 
Apple, has had some recent problems 
but is now feeling its oats. When Steven 
Jobs left to build the ultimate educational 
computer (the Next), many wondered 
whether Apple chief John Scully could 
keep the Macintosh competitive. Scully 
was able to make strong inroads on 
IBM's lock on the business market and 
as a result, there are more Macs than 
ever out there. And more Mac music 
programs than ever. Witness Passport's 
new Master Tracks Pro, written by Don 
Williams, who did the non-MIDI Music 
Shop for Broderbund. This has some 
terrific features, including graphic plots 
of aftertouch, key pressure, modulations 
and whatnot, a sysex librarian, 64 tracks, 
a fine bar-graph edit window, a keyboard 
mapper that allows you to control the se-
quencer from a piano keyboard, and one 
of the most flexible song/chain editors 
going. Passport also has the first se-
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any band could wish for 

Take Soundcraft on the road, and you know you 

can rely on your mix. 

That's why the Series 800B was chosen by more 

stage further 

You'll find equally exactirg standards, and many 

of the same professional features, in the Series 500. 

While the new compact 200SR is perfect as a main 

mixer in a club system or a submixer at larger venues. 

All have the clear ergonomics, reliable perform-

Series 8000. 500. And 2005R. Technology created 

for music. 
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The SPM 8:2 from Simmons is anything but a conventional audio mixer. There are, however, some similarities: Eight 
channels. each with bass. treble and parametric mid-range equalization, two effects sends, pan and "svel controls. Two 
effects returns. A headphone/monitor output and left and right master outputs. 

Here the similarities end because SPM 8:2 is a computer controlled device making duplication of channel controls 
unnecessary. 
64 different mixes of eight channels, such comprising level, pan, eq and effects data can be stored in SPM 8:2s 

memory and individual mixes selected at will via M11)1, footswitch or the front panel. Cross-fade times between mixes 
are programmable for individual channels allowing fade outs and .ns of different instruments simultaneously Each 
channel aiso has a four function effects bank offering such features as variable rate auto-pan and phasing. 

With a specification and price tag the envy of most mixing desk" manufacturers SPM 8:2 has only one disadvantage... 
Bow do you fill a page erith its picture? 
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Something for everyone. 

Whether you're an established 
pro or just starting out, the new Fender 
Champ 12 tube amplifier has some-
thing for everyone. 

Pros use it for practice, as a pre-
amp, as a second amp for stereo, or 
as a studio amp. 

Beginners use it for its front panel 
input for hooking up to a tape player, 
a CD player or a rhythm machine. It's 
also equipped with a headphone jack 
for private practice and a line output 
jack which allows you to hook up to 
a slave power amp, a PA system or a 
recording set up. 

And teachers like it for all of 
the above. 

The Champ 12's elmsie tube 
sound is what tells you it's a 
Fender, giving you bright, clear, 

clean timbres. Plus, the Champ 12 
has a footswitch that lets you kick it 
into Overdrive and its tone controls 
shift to a different frequency range 
tailored far screaming leads. The mid-
boost-feature on the treble control 
provides even more sound-shaping 
precision and puts out a rich, fat tone 
that's great for the "stack" sound. 

It weighs only 30 pounds so you 
can pick it up easily. And it's priced to 
let you pick it up easily, too. Suggested 
retail price is only $299. 

So if you want that great Fender 
100% tube sound at a price anyone 

can afford, with all the flexibility 
anyone could ask for, see your 
Fender dealer today.Th en be pre-
pared to take home the amplifier 
that has something for everyone. 
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The Choice Starts Here. 

Choosing a new amp sound can be a 
great experience. It's your chance to 
try the newest sounds and improve 
your tone. When you make the right 
choice, your new amp will be with you 
a long time. 

When I created the Convertible ' amps 
that's exactly what I had in mind. Amps 
that were versatile, durable and would 
grow and change with your playing 
style. Maybe it's my replacement 
pickup experience, but I thought if you 
can change a guitar's tone by replacing 
pickups, why not change an amp's tone 
by replacing stages in the prearnp? 

The preamp is the heart of every amp's 
sound, the place where the seal is 
first shaped. My Convertible amps are 
designed with modular preamps. 
Change one module and you've created 
a whole new sounding amp. 

- 

More than just turning knobs, you've 
made your amp have more sustain, 
more response, or just about any 
sound that's in your head. Wl-en you 
want to change again, try a new 
moduie. It only takes two minutes. The 
tone variations are dramatic and 
endless with any of the 15 different 
modules currently available. 

I make two Convertible amps. The 
original 100 watt model is the top of the 
line. With five modules and features 
like Variable Power, it has become a top 
touring and studio amp for professional 
players. The brand new 60 Watt 
Convertible amp comes with two 
modules and has Active Tone Controls. 
It's a loud 60 watts, with the same 
great tone as the 100 watt amp. 

There's nothing like the feeling of 
playing through a Convertible amp that 

is set-up exactly the way you want it. 
Having the right amount of sustain, 
harmonics, overdrive and power really 
improves your sound. And having the 
ability to change the characteristics of 
your amp, whenever you want, is just 
that much better. 

Choosing your next amp doesn't have 
to be difficult. The choice starts at any 
authorized Seymour Duncan amp 
dealer. For more information send 
$2. 00.for my brochure to 601 Pine 
Avenue, Santa Barbara, California 
93117. 

New Amps for New Times. 

Seymour 
Duncan ® 

All Convertible amps come factory equipped with Groove Tube EL-34i. C 987 Seymoui Duncan 



1 Put 
Crossovers 
And Limiters 
In Zero Rack 
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Space. 
Mike Payne 
South Coast Sound 
LiveSound Engineer 

Three professionals whose 
careers depend on getting 
excellent sound— and though 
each has a different set of 
criteria, all agree on the 
benefits of QSC's Octal 
Accessories. QSC has pioneered the development of 
high power low-profile amplifiers of unquestionable 
fidelity and reliability. And with the new Octal 
Accessories we've also pioneered versatility. QSC's 
unique Octal socket [which is standard on all Series One 
and Series Three amps] accommodates a whole line of 
passive and active Octal Input Modules — 
from input transformers to electronic 
crossovers and power limiters— audio 
accessories that enhance and customize 
the performance of each QSC amplifier, 
quickly and easily, and at a cost far less 
than buying rack. mounted devices. 
And when requirements change, a 
d:fferent QSC Octal module can 
meet that need. In this way QSC 
is making obsolescence a tning of 

"I Got A Cleaner 
Sound With More 
Punch And Tighter 
Bass:' 
Danny Watson 
Promise Productions 
Producer/Keyboardist 

Patrick Quilter 
Vice President/Engineering. 
QSC Audio. 

"We Can 
Customize The 
Sound System For 
Each Jobs." 
Miles Kapper 
Sight-On-Scene Staging 
AV Staging Specialist 

the past. QSC Octal Products 
are space-savers too: each 
module a:taches at the rear 
panel. out of the way without 
adding rack space. All Octal 
Accessories perform to the 

same high standards that distinguish QSC amplifiers. 
combining meticulous design considerations with 
real-world durability. Octal Modules include: XH-1 and 
XL-1 Crossovers, PL-1 Compressor/Limiter. UF-1 
Universal Active Filter. T-1 Input Transformer, A-1 Octal 
Attenuator, and AT-1 Octal Attenuator with Input 
Transformer. So no matter where your sound matters — 
on stage, in the studio or in a custom designed 

Installation, QSC provides your sound 
system with an invaluable lasting benefit: 
versatility. For more information contact: 
QSC Audio Products, 1926 Placentia 
Avenue. Costa Mesa, CA 92627 
[714] 6452540. 

Barry Andrews 
President. 
QSC Audio. 

Quality 
Service 
Commitment 
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What do you do when you need to turn on all 
of your effects make sure that your sound 

is getting to the mixing board and get 
yourself louder so you can blast 

through everything for your solo 
... all in a fraction of a second? 
Step on the Commander. 

Gain Control: Up to 20 db to boost your signal. 
Dina Dux Output: The cleanest direct-signal you've ever heard. 

Loop Selector: Adjustable levels ensure that there's enough 

signa_ o hive your boxes right and make sure the 
sound coming back from them doesn't overload 
your amplifier. Plus, al the swi*.ching is totally silent 

(courtes  

The Whirlwind Commander 
Effects [Control Box 
gives you the power 
to rule your world. 

COMMANDER 

IN LOOP 

whirlwind 
RO 12413 ' 075 Rochester NY 14603 

history that seems completely contrary to the shy reserve he 
shows when the reporter's not around. It's almost as if Robert 
Cray, Professional Musician, takes over when the reporter's 
tape starts rolling, while the Robert Cray who worries about 
getting his heart "busted up" waits inside until the work is over, 
or the music's about to begin. 

Robert Cray may look like a friendly, easygoing guy, but 
don't let that fool you. Deep down, he's even nicer than he 
looks. 

"Robert is a very shy guy, and he's a man of few words," 
Boe assesses. "I like that about him. He's not the kind of guy 
who will say something before he has something to say." 

"Robert is a genuine guy," says Olson. "I've spent a major 
part of my adulthood, growing as a musician, with this band. I 
can come to these guys and talk to them about problems, per-
sonal and musical. It's a nice feeling, to have people in your 
-corner." 

"Even in the songs where Robert's cheating," says Cousins, 
"you feel bad for him, too." 
Add in the fact that the Cray Band is, in Boe's phrase, "a 

checkerboard hand—black, white, black, white," and you're 
left with a very hopeful image for the future of American music. 
Ironically, Kaihatsu—the fifth player added for the arena 
shows—preserves the racial balance by virtue of his being 
Orienta. Unfortunately, reality has a nasty habit of intruding 
upon even the cheeriest circumstances. 

Back on the bus, Kaihatsu is explaining how he wound up on 
-crutches for the tour. In Atlanta, Kaihatsu wanted a beer after 
his first nighton the road with the band, and the only place still 
serving was a topless joint across from the hotel. 
It was amazing," he says. "It was an all-night titty bar. The 

idea was to get a round of beers. But gee, there was an as-
toundingly beautiful girl on the runwa)t So I figured, 'I'm siting 
back; I'm gonna dig this." 

Kaihatsu enjoyed it even more when, with no prompting on 
his part, the dancer sat down next to him and began to chat. 
Things were definitely looking up, until Kaihatsu felt a hand on 
his shoulder. "Next thing I know," he says, "a couple of good 
or boys, one on either side, escort me out of there, telling me 
how I should not touch any white women in this area. So I fig-
ure, okay, they got my ass out of the club all of a sudden, 
boom! I get one in the kidney, boom! I get one in the back of the 
wadi, and I'm sprawling out on the parking lot. And I tore up 
my knee. Welcome to the Deep South...." 

Cray, listening in silence, shakes his head in cisgust. 
"I don't think guys like me much think about it anymore," 

concludes Kaihatsu. "And to have it come up on me like that is 
weird, real weird." 

Which may be why Cray so cherishes the down-to-earth as-
pect of the tour. Like this story: "This morning, man, I saw 
this lady walking. She's got to be in her mid-forties, wearing a 
nice red windbreaker, and she's going back and forth outside 
my room, all morning. 

"Finally, my breakfast came, and I was yelIng out the door 
to my girlfriend, Patsy, and this lady goes, 'Mr. Cray, can I have 
your autograph?' 

"I felt really cool. We sign a lot of autographs, but when 
somebody older comes up and asks, that makes me feel good. 
Because they may not be the ones out there screaming, but I 
know they're paying a lot of attention to the lyrics. And that's 
nice." Cray pauses a second, collecting his thoughts, and adds, 
"It's. nice to be understood." IB 
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You can't say Los Lobos is special just 
because they've been together thirteen 

years, or because most of the band has 
known one another since junior high. 

You can't call them principled simply 

because they got together to play 
Mexican folk music, spent years learn-

ing how to play specialized instruments 
and obscure norteña tunes, then cave it 

up because they fell their niche was 
becoming too commercial. 

"People think 
we do things the 

hard way. 
For us, though, 
it's the only way 

that makes sense." 

You can't say they're musically gifted 

just because some members have 

recorded with Bob Dylan and Elvis 

Costello while collectively scoring the 

soundtrack to an upcoming film about 
the life of-Ritchie Valens. You can't 

assume they're regular guys just be-
cause they're all married and have kids, 

and wear pretty much the same clothes 

onstage as they do in the backyard. 
Maybe it's a little early to call them 

stars—just because a song from their 

first EP won a Grammy, their next record 

went gold, and their latest effort (By The 

Light Of The Moon) is leaping up the 

A Story of Survival 

by Mark Rowland 



charts while garnering critcal kudos as 
the first great pop album cd 1987. 

Ancil maybe its a little early to start 

callinc Reagan senile. too So let's lust 
sa i the evidence is mcunting. 
The five members of Los Lobos— 

drummer. guitarist and songwriter 
LoJie Perez: bassist and cuitarrónist 

Conrad Lozano: saxophonist Stave 
Berlin: guitarist, songwriter and balo 
sextoist Cesar Rases; and singer and 
songwriter David IHida go, who plays; 

too many instruments to list— ara 
gathered one evening in their man-
awr's living room. The menu features 

pizza and beer. 'Aith a r.ew record just 
hittirg the street and a Eu -apean tour 

looming within days. yo.fd think this 

group wciulc oe a little excited. At first. 
though, tie oeral mood sirelaxed. 

ever sleepy. Everyone is ccridi, re-
sponding to questions abour the tour 

and * heir new record poiitely bLtwirirout 
mucn apparent enthusiasm. Atitan-pts 

to draw cut wore detailed responses 
seen to hit a wa:l.. 

FiriallyCesar Rosas breaks the un-

easy Silence: -Say. are you the guy from 
Mus/can magazine?" When l say sure, 
the room erupts in laughter. -We 

cou dint understand why you kept 
asking us all these questions." Rosas 

explains. -We Thought you were one of 
the neighbors coming over for a pizza." 



Hidalgo having the honor of singing Valens' parts. 
Then there was the Paul Simon experience. 
Back in Los Lobos' folk days, Rosas had become a fan of the 

South American group Los Incas, whose "El Condor Pasa" be-
came famous through Simon's rendition on the Bridge Over 
Troubled Water LP. One decade later, Simon invited Los Lobos 
to play on his new record, Graceland. 
"He said he'd been a fan for a while and would we be in-

terested in getting together," Rosas says. "We said sure; we 
thought he'd have a couple of songs or something. So we got 
into the studio, but there were no songs. After a while we 
started feeling like idiots; 'when is he going to show us the 
song?' By the last day there was this weird tension in the air. 
He asked us if there was anything wrong, and we said no, that's 
what we want to know." 

It turned out that Simon wanted Los Lobos to "create" some 
music, perhaps in the manner of the African bands he'd con-
tracted to play extended jams on old folk songs. "He thought 
we were this caged jungle beast," Perez says, "that we just do 
what we do." Rosas and Hidalgo decided to put a tune together 
from parts they'd written earlier. The band recorded it, Simon 
took it home, wrote lyrics, and stuck the now-completed track 
on his album—with no songwriting credits for Los Lobos. 
Graceland has now sold over a million copies. 
And so, back in the studio to make a new album for which 

they had written zero songs, the members of Los Lobos found 
themselves in a familiar position: up against the wall. Rumors 
of a sophomore (or perhaps a sophomore-and-two-semesters) 
slump swirled about the corporate corridors. Even Burnett ex-
pressed concern. 

"At that point, what I thought they ought to do was writ& 

songs and go to a club up in Santa Rosa to play them for about 
three weeks. That was my big idea," he drawls. Instead Los 
Lobos dug in, eventually grinding out some of the best music of 
their lives. 

It wasn't easy. "At first, a lot of songs we wrote just didn't 
work," Rosas says. "Actually, they stank. T-Bone was having 
a tough time. David and Louie had their idea about the way 
their songs should be, and then 1-Bone had his idea... we'd re-
cord and then have to do it all over again." 

"But there are certain advantages to working this way," 
Burnett points out. "A lot of songs sound great onstage but are 
horrible in the studio. You have to completely disassemble the 
pieces and try to put it back together. That's no fun either. And 
I'm not the producer who goes in and says, 'Your bass drum 
sounds like this,' and tells the singer what licks to sing. That's 
not being a record producer, that's just being a meddler. My 
primary role was one of support and encouragement. 

"I fought for their purity as a band. But sometimes, that 
would mean fighting against them." 
One particularly sensitive decision was to bring in several 

drummers (including Anton Fier) to augment Perez. "That was 
the most painful part of the record," according to Burnett, who 
declined further comment. Perez claims he wasn't upset, how-
ever, noting that Hidalgo played drums occasionally on their 
previous records. "And I think it's kind of neat that we've got-
ten to a place as a band where we can ask other musicians who 
we really respect." 

Such unerring instincts for the silver lining underscore Los 
Lobos' resilient spirit. "One of the best things about taking so 
much time to make a record," Hidalgo contends at another 
point, "is that we had the time to live with it for a while, even 
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D 
"...pick up this powerful new album and know 
something radio doesn't. Blades' music is crossover in 
the full sense of the word:' 

—David Hinckley1Sunday New York News 

- --

" ...Agua De Luna  Reco I 

(Moon Wa ter), his third and best 

album tor Elektro rds...n translation, , ents 

the lyrics 

impress as powerful, plain-spoken poetry while the 

bond's higti-synth, hot-rhythm support repres 

mo¡or musical progression:. 
—Don MeeeselChicago Sun-Times 

' Sting's " Blue Turtles" meet Springsteen epics backed 
by Jackson Browne principles with Peter Gabriel 
strength.. this is one of the albums of 1987. This year's 
"Graceland," if you will.. powerful stuff..." 

—Pablo Guzman/New York Daily News 

AGUA DE LUNA (MOON WATER), 
the new album from 

RUBEN BLADES Y SEIS DEL SOLAR, 
features 

"Claro Oscuro (Twilight)," 

"No Te Duermas (Don't Fall Asleep)" and 

" Ojos De Perro Azul (Eyes Of A Blue Dog)." A 
THE CUTTING EDGE IS ON ELEKTRA MUSIC CASSETTES AND RECORDS. 

!87 Elektro/Asylum Records, o D. Wormer Cornmunocorlons 1,1‘, 
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for today's 
players! 

From creative inception 
through playing and re-
cordli-Ig, to management, 

marketing radic anc 
video, MUSICIAN covers 

the corr plete p-ocess of 
mak ng music. Every issue 

prov des essential music 
information by going di-

rectly to the source:: 
MUSICIAN is where the 

players do the -_alkirg. 
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right now. 

Save 
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difference! 
There's nothing better than 
a $1,000-plus condenser 
microphone to capture every 
performance detail. If you 
can afford it. But what if you 
can't? 

Listen to some very tal-
ented musiclans and mixers 
who recently tested the new 
ATM33R condenser cardioid 
from Auclio-Technic.m. They 
told us the sound was almost 
identical to their bra-bucks 
favorites. They liked the 
wide dynamic range and 

II a: 4 I I I .Ç AIP 
ma 0 . ie 

uniform off-axis response. 
The ability to use any stan-
dard phantom-power source 
from 9V to 52V, and the 
famed Road Tough construc-
tion were also definite 
plusses. 

After comparing the 
ATM33R, several testers 
suggested they could now 
duplicate their studio sound 
on the road, where studio 
condensers were too expen-
sive to risk. Others could see 
the advantage of four or 

audetechnica 
1221 Commerce Drive Stow, Ohio 44224 

(216) 686-2600 

go 

more ATM33R microphonas 
in a demo studio, at no 
more investment than one 
expensive condenser. 
Compare the new 

ATM33R with any other 
condenser cardioid on the 
market. At ANY price. Check 
it for sound quality, rugged-
ness, and affordability 
Whether you are MIDI 
sampling, cutting demos:, or 
on stage every night, the 
ATM33R can make a big 
difference.. for far less! 

ATM33R 
Condenser 
Cardioid 
Microphone 



optimum balance between intelligence 
and brain damage. Killdozer's howling, 
out-of-tune cover of "Sweet Home 
Alabama" is one of the funniest things I 
ever heard on a record. And the Butt-
holes are my favorite band in the univer-
se, which I shall elaborate on at a later 
date. I'll be very surprised if this isn't the 
best anthology of the year. 

Faster, Frightwig, Kill! Kill! shows 
great improvements over Frightwig's 
previous Cat Farm Faboo. They've al-
ways been funny and honest, but have 
here climbed out of a pure primal scream 
and kindergarten rhythm band to occupy 
a slot halfway between Scratch Acid and 
the Runaways, and uniquely their own. 
Only band of females I know of who have 
achieved the above-mentioned optimum 
balance of brain damage and intelligence. 

Rock 'n' Roll Juggernaut is slightly less 
gross than the class We're The Meatmen 
And You Suck!, but only slightly. The 
Meatrnen would never release flaccid 
product, and it is heartening to hear 
them so uncompromised in these rep-
ressive times. Singer Tesco Vee writes 
lyrics like S. Clay Wilson draws: If it's 
taboo, he'll rub your nose in it. Led by 
guitarist Lyle Pressler, the rest of the 
Men have evolved into a serious metal/ 
punk outfit that doesn't skimp on produc-
tion value. Particularly recommended 
for those into sodomy jokes. 

Rollin' Through The Night is ace rock-
abilly, updated Duane Eddy with plenty 
of snarl and crunch. Unusual for Alterna-
tive Tentacles because Evan Johns ain't 
political or gross. Nonetheless, it's been 
my favorite thing to slap on the turntable 
when I need adrenalin in the past couple 
of months. Title song is perfect. 

Hailing from the anarchist end of punk, 
the False Prophets are distinguished by 
Stephen Ielpi's quite listenable voice, 
and arrangements that show more imag-
ination than do most other bands equally 
interested in denouncing established 
evil. Cover of "Marat/Sade" should be a 
big hit with those unenamored of the rul-
ing class, and I like Ielpi's rhymes: 
"When does the sexual become the fric-
tional/ The satisfactional become the 
fictional?" 

Pollœcide consists of guys with names 
like Dudzo Wartniak and Bruno De 
Smartass who wear crotchless lederho-
sen, stick tacks in their heads and—as-
toundingly—play straight polka music. 
Since polka sorta evolved as an Eastern 
European antidote to existential despair, 
it sorta works. I give them the Elvis 
Kierkegaard Bronze Bible for the deep 
musico-theological insight of "In Heaven 

"Freedom" is the album that reult-e- t 
classic guitar sound of Carlos Santana with 
the high-powered vocals of Buddy Miles 

Share the spirit of San:ana's 
"Freedom," featuring the new single, 
"Veracruz" There's no feeling lika it. 

On Columbia 
Records, Cassettes and 
Compact Discs. 

Produced by Canes Santana Olin Cnester Thompson and Staffing except -Veracruy ' -She t tan I Ile Go' and Once de Gccna- produced by Jeffrey Cotton and Carlos Santana 
Management Ray Deer Management asseclated went Br Grattan, M.tnagement 

CoIumbta " et are trader-tents o, CBS Inc e 1961 CBS Inc 
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GREGG 
ALLMAN 
LIVES UP TO 
HIS LEGEND! 

"I'm No Angel." 
Gregg AIIrnan rccks the hell 
out of his ferocious inew 
album,"I'm No Angel." 
From haunting EaBads to 
bolts of lightning, the music 
electrifies you with classic 
guitar leads, thundering 
percussion plus the Hammond 
B-3 power surge and vocals 
that could only be Gregg 
Allman. " I'm No Angel" 
rocks like a demon. Grab it 
fast and hold on tight! 

The Gregg Allman Band. 
"I'm No Angel." On Epic 
Records, Cassettes and 
Compact Discs. 

GHE66 
\ AMIN 

Produced by Rodney Mills. "Epic," are trademarks of CBS Inc. 01987 CBS Int 
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OUR SOLDIERS 
FACE THE MUSIC EVERY DAY. 

And it's not always something 
by Sousa. 

In fact, we draw as much 
from the hit parade as we do 
from the March King. Not to 
mention from all of the styles 
there are in between. 

What's more, Army bands 
are as varied as the music they 
play; there are stage, dance and 

concert bands, as well as combos 
and ensembles. 

Surprised? You shouldn't 
be. After all, Army musicians 
perform an average of 40 times 
a month. With that much Better yet, see your local 
playing time, you have to be Army Recruiter and listen to 
versatile. And you Andy BAND. what he has to say. 
have to beIt could be music 
good BE ALLYOU CAN BE. to your ears 

If you'd like to face the 
music as often as our musicians 
do, why not play for us today? 
(Yes, you have to audition.) Just 
call toll free 1-800-USA-ARMY. 
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The man hangs with Dean Markley Amps and Strings. 
Anything else ain't Diddley. 
Now, Who do you love? 



CARVIN 
Presents 

The LI390 
The High Performance Bass 

With A Straight Ahead Design 

The LB90 has a blend of traditional styling along with 
improved features such as a glued in neck that is contoured 
into the body, an ebony fingerboard, a graphite ntr_ and 
the compact V-shaped head pate .with its straight string pull. 
The new Carvin high performance 1-111B stacked hum-
bucking pickups, wiel their wide dynamic range and bell like 
tone deiiver the hot bass sounds of the 80's. 

All LB90's are handmade at the Carvin facilities. in 
Caifornia and they are available with many standard options 
such, as a maple fingerboard,, black chrome hardui.are, left 
handed models, Kahler tremolos and ten different color 
choices. Because we build our own instruments and sell 
DIRECT, we are able to fill many so?.c:al needs for customized 
guitars and basses. Please let us know what your dream bass 
is made of. 

-The LBQO Koa bass feeLs fantastic. 
The neck is amazing, with big frets that make. 
it easy to, finger. The HI IB pickups have great 
top end with a. very even response The sound 
is right there!' 

—Scott Thunes Frank Zappai 

TOLL FREE 800-854-2235 
Calif.800-542-6070 

Send for your free $4 page color catalog or 
include $ 1 for 1st class mail. $5 fa); foi eign. 

17_ FZVIN 
!Dept. MP76 1155 Industrial Ave. 
Escondido, Calif. 92025 
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Turn It Down!!! 
By Greg Reibman 

HEARING LOSS: 
ROCK'S UGLY 
LITTLE SECRET 

T
hey are the most essential— 
and the most abused—of all audio 
components. Without them dec-
ades of technological advances, 

the finest of sound systems and state-of-
the-art recording studios become obso-
lete. And unlike other audio hardware, 
these components—human ears—are 
not sold in stores or by mail order. If 
damaged, for the most part they cannot 
be rebuilt or replaced. 
Damage to the ear is a common twen-

tieth-century problem and one that par-
ticularly plagues folks working in the 
music business. But surprisingly, in re-
searching this article, many profession-
als who depend on their ears both to 
make their living and to enjoy their craft, 
either said they had no opinion about 
their ears or were reluctant to speak. 
One established record producer, who 
spoke only on the condition that he not 
be quoted directly, offered this explana-
tion: "It's a very sensitive question. 
After going to shows for more than 
twenty years and having spent half my 
life in the studio I'm sure I've experi-
enced some hearing loss. But I wouldn't 
ever want to admit it, because if the 
word got out that I was hard of hearing 
nobody would ever want to hire me to 
produce their records." 

According to Dr. Wayne Kirkham, an 
ear, nose and throat specialist based in 
Dallas, many of his patients—who over 
the years have included Mick Jagger, 
Prince, Joni Mitchell, Patti LaBelle, Joe 
Cocker and Dan Fogelberg, as well as 
producers, engineers, d.j.s and, yes, 
rock critics—typically come to him with 
throat or sinus troubles. But it often 
"turns out that what they really have is 
hearing trouble. That's because one of 
the causes of voice problems is an inabil-
ity to hear oneself properly. You then 
push your voice inappropriately to try to 
make up for the hearing loss." 

Typically hearing problems begin 
with, and are most commonly affected 
by, high frequencies starting at around 
four thousand Hertz. Sometimes the ear 
will feel full—as if it has fluid or wax in it. 
But other frightening side effects—such 

as an inability to understand speech— 
are possible too. Just as disturbing is a 
condition known as tinnitus, a nagging 
ringing or whistling in either or both 
ears. In certain situations (such as a loud 
concert) the problem can be temporary. 
But damage from continued exposure is 
almost always permanent. 
"The ringing can have varying de-

grees of severity—it might be worse 
when you have a cold, for instance—but 
it is always going to be there," Kirkham 
says, dismissing the myth that ears heal 
with time. "We can make new ear drums 
and new ear bones but ringing in the 
ears, or even that full waxy feeling, is 
caused by nerve damage. And once the 
nerve is damaged it will never fully heal." 
The nerves (actually tiny hairs) inter-

pret tones. Under normal circum-
stances, when a sound comes in the hairs 
are gently pushed over, sending the 
brain an impulse. But damaged nerve 
hairs are permanently knocked over, 
sending abnormal messages that are in-
terpreted as ringing. 

Kirkham's never gone so far as to rec-
ommend that a patient forsake a career, 
but he has been the bearer of bad news. 
"I once worked with one of Journey's 
soundmen whose hearing trouble was af-
fecting the way he mixed the sound, and 
in turn, affecting Steve Perry's singing." 
And three years ago, Roger Miller, a.. 
thirty-four-year-old Boston-based per-
former, had to make the tough decision 
to quit his band Mission of Burma be-
cause of excruciating tinnitus. 

Kirkham says all he can do for tinnitus 
sufferers is recommend ways to minim-
ize further damage. This includes being 
particularly careful about how p.a.'s are 

set up, and sometimes wearing ear-
plugs. In quiet situations, Kirkham 
suggests keeping a radio or fan on in the 
background to alleviate some problems. 
There are also hearing aid-like devices 
which create a different, less annoying 
sound to cover up the ringing. 

Robert Medley, a former soundman 
who now works for Stone City Promo-
tions, a San Antonio-based concert 
promotion company that produces many 
large concerts in the Southwest, agrees 
that much of the hearing damage he's 
known among musicians and crews oc-
curs in one's early years. "Almost ninety 
percent of all indoor arena shows now 
hang speakers, keeping the most 
dangerous high ends out of earshot. And 
the monitors don't have to be blasting." 

On.the other hand, Rick Harte, a pro-
ducer and owner of Ace of Hearts Rec-
ords in Boston, says he has worked with 
many artists on the club circuit (including 
Miller and Mission of Burma) who have 
aural problems. "I think that many 
people who are onstage every night have 
definite problems," he says. "I can tell 
when somebody has hearing trouble by 
the way they boost their eq's on their 
home stereo." 

Insisting that loud volume is aestheti-
cally essential—but a hazard—Lou Gior-
dano, the live sound engineer for Min-
neapolis' power trio Hüsker Dü, says he 
takes special precautions to minimize 
detrimental decibels. "I want Hüsker Du 
to be loud," he says, noting that he has 
metered them as high as 118 dB. "But I 
don't want them to be deadly. We insist 
in our technical rider that the p.a. is set 
up so that the mid-range and high fre-

continued on page 110 
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Why should anyone else listen 
ifyou can't hear yourself? 

A good monitor mix lets each member of 
the band hear exactly what he or she needs to 
hear. And that can be critical in helping any band 
play its best. 

It's with this in mind that Yamaha designed 
the new MC monitor mixing consoles, the 16-
channel MC1608M and the 24-channel 
MC2408M. 

Both offer eight independent monitor mixes 
via eight outputs. And two auxiliary sends 
which can be used to patch in signal processors 
or tape recorders, as well as provide two addi-
tional mixes. 

Each channel has a phase reverse switch, 
20 dB pad, gain control, peak LED, three-band 
equalization with sweepable mid-frequency, 
two auxiliary send controls, eight rotary level 
controls, channel on/off switch, and channel 
cue switch. 

The Input Channel Cue Priority System 
makes the monitor mix engineer's job a little 
easier. By pressing the cue switch on one or 
more input channels or auxiliary inputs, the 
master outputs being monitored are muted. 
So he can monitor only the selected input sig-
nal through headphones or speakers. 

The MASTER section cue function permits 
the engineer to monitor an individual per-
former's monitor mix through his own head-
phones or near-field speakers without affecting 

the overall monitor mix. 
The MCM consoles' communication facili-

ties include talkback assign switches, XLR 
talkback mic input, and COMM IN jack and level 
control. So the monitor mix engineer can com-
municate with the house mix engineer as well 
as with the individual performers. 

All primary inputs and outputs are electron-
ically balanced with XLR connectors. And there 
are insert patch points on all input channels as 
well as the master outputs. 

Yet with all this flexibility and these fea-
tures, both the MCM consoles are lightweight 
and compact. And at $2,895* for the MC1608M 
and $3,995* for the MC2408M, surprisingly 
affordable. 

So now that you've heard us, it's time to 
go to your Yamaha Professional Audio dealer 
to check out an MCM mixing console. And 
hear yourself. 

For a complete brochure, write: Yamaha 
International Corporation, Professional Audio 
Division, P.O. Box 6600, Buena Park, CA 
90622. In Canada, Yamaha Canada Music Ltd., 
135 Milner Ave., Scarborough, Ont. M1S 3R1. 
US A. suggested retail price. Prices will vary in Canada. 
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