














66 VICTORIA ROAD+-ROMFORD
ESSEX-ENGLAND
TELEPHONE: ROMFORD (0708) 25919

After four years of specialisation in the PA field
: we can now reveal a new range of high power
professional PA stacks available direct to you at manufacturers

prices. These stacks are not toys — they are made from heavy duty

plywood and are fitted with crossover networks where appropriate. Qur

experience and reputation in this field speaks for itself (ask our many satisfied customers)
and our prices are unbeatable.

WHY HlRE? WHEN YOU CAN BUY YOUR OWN PA FOR ASLITTLE AS:

TKILOWATT, 12-Channel Rig Complete — £21.00 per week, 2 KILOWATT, 16-Channel Rig Complete — £29.00 per week
2KILOWATT, 16-Channel Rig with RSD Mixer and Amp — €37,00 per week {a/so see rates below)

{2 years repayment; Subject to Hire Purchase acceptance)

SOUNDWAVE PA & LIVE
SOUND CATALCGUE

Bl STILL THE MOQST COM-
ML PREHENSIVE CATALOGUE

L, OF EVERYTHING YOU
NEED IN PA, Now with
supplement giving details of
new rigs. Send a large
stamped addressed envelope
(17p) or 3 Iinternational
reply coupons.

SHORT THROW

RIG N/400 Palr of Fuli Range Cabs
Total 400 watts

£445 inc vat (£5, 78 per week)

RIG N/700 Pair of Full Range Cabs
Total 700 watts

£565 inc vat (£7.34 per week)

RIG F/600

Pair of 3-Way Full Range Cabs
Total 600 watts

£585 inc vat {£7.60 per week )
RIG F/1000

Pair of 3-Way Full Range Cabs
Total 1 Kilowatt

£715 inc vat {£9.29 per week}

-

NEW SUPER ECONOMY RANGE

100 watt H/F CAB
cen an

{£1.17 per week)

100 watt MID CAB
-5-£90.00
(£1.17 per week)

LONG THROW
RIG L/400 Pair of Full Range Cabs
Total 400 watts
£445 inc vat {£5.78 per week)
RIG L/700 Pair of Full Range Cabs

RIG G/1100
Pair of Mid/high Cabs Pair of Bass Bins

150 watt BASS BIN
£170.00

Total 7.00 watts Total 1100 watts (£2.21 per week)
£565 inc vat (£7.34 per week) £760 inc vat (£9.88 per week)
RIG G/2000

Palr of Mid/high Cabs Pair of Bass Bins
Total 2 Kilowatts

£1085 inc vat (£74. 10 per week)

*FREE DELIVERY ANVWHERE IN THE UK MAINLAND * JESYEEEEEER

MIXERS, MIKES, POWER AMPS, By
CROSSOVERS, EQUALISERS, MONITORS—- KN
AT LOW PROFESSIONAL PRICES—ALL ON
PERMANENT DEMO AT OUR SHOWROOMS

RING NOW OR SEND A LARGE 17p SAE FOR DETAILS










8 TRAGK SENSATION!

LY T TENRT - ST

For & lmited pericd, ITA
offer an unbeatable 8-track packape 24%
below normal price list.

iTAM 808 8-track recorder,
inG. wide range Varigpead 4
Studiomasler 16X 4 Mixer,
with Diract Outputs.

£2600

+WAT

i.tElI'"I+._9gM

nm 1-7 Harewood Avenue, Marylebone Road, London NW1 .
Tel: 01-724 2497, Telex: 21879.
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How did you get invoived with the
Slits?

Bg: When ) was with the Spitfire Boys
we came to London and supported the Slits
a few times and we used to sleep on thair
floor. When Palmolive was kicked out or
she left or whatever they asked me down
because | was helping them with some
demaos and ended up doing a tour with
them. People have always asked me “why
did you leave’, it was because half way
through the tour ) just really couldn’t get on
with them. It was great on stage but off
stage | was thinking that | wanted to do
something else. Then there was a period of
nothing, | was playing with Glen Matlock
and Danny Kustow and Steve New, and
the four of us were just sitting around and
they were having hassles with EMI, so we
just did four gigs.

Then | got a phone call from Nils, the
Banshees manager, saying 'I’'m looking for
a drummer’, | thought he must have a new
band. And he said the split had happened,
so | went down and met Steve and Sue.

The drumming you did with the
Slits was very different to your
drumming with the Banshees. Were you
very reggae influenced there, have you
listened to a Iot of reggae?

Bg: At Eric's there was a lot of reggae
knocking about, a lot of heavy rockers and
heavy dub stuff and | listened to a lot of it.
There were always bands playing reggae-ish
beats without really knowing that much
about it, and with the Slits signed 1o Island
people were literally walking off planes from
Jamaica and walking in and playing tabla
drums saying, ‘“play this” and I'd say
“OK’.

People would say, “‘You haven’t got the
feel” and I'd be really annoyed and I'd try
even harder. Then choosing Dennis Bovell,
who plays with Matumbi, to produce the
album, it was going more for feeling and 1
was left a lot to my own devices. Also,
Dennis being such a really talented ali
round musician, he was really teaching me
things.

When you joined the Banshees it
sounded like you had been playing with
them a long time. Your style sounded
not radically different to Kenny Morris,
but with perhaps more power.

Bg: I'd seen Kenny, |'d seen the band
before and | don't think | liked his

drumming that much, but you don’t have
to like it to respect it. There were a lot of
things on like Join Hands songs where |
had to learn beats, but then | found ways
of stepping away from it a little bit, putting
myself in there. It's like we were saying
befare, it's not a conscious change of
direction, it's inevitable ‘cos it's different
people.

. Can you tell me a bit about your
background, Steve? When you played
that infamous first gig at the 100 cluh
could you actually play bass?

SS: I'd played it for about half an hour
the day before.

So you just played a continuous
drone?

S$S: | can’t remember! | don’t know to
this day if | was plugged in! Peaple tell me |
was but | don't know. We just got up and
did it, | don’t really remembker anything of
it.

It was presumably a direct product
of being into the Sex Pistols?

S$8: Sort of. . .it was that | always really
liked "'Sister Ray'" (by Velvet Underground).
| thought the idea of a 20-minute load of
noise was really appealing at that time.

Did you play much after your first
gig?

$8: We didn't da anything for six
months, we broke up when we left the
stage, that was the idea. We met Nils that
night and he persuaded me and Sue to
work on what we’'d done and we just found
a friend to play guitar {Peter Fenton) and
while the Pistols were in Amsterdam we
used their rehearsal room. That's where we
started writing our first songs, things like
“Love In a Void'’, that was the first ever
Banshees song.

Just prior to the Pistols were you
pissed off with the stuff that was
around at that time;

SS: I'd always been into music. Right
from the Beatles — well, actually the
Stones.

What sort of bands were you into?

S§8: Roxy Music, Can, before that
Beefheart. The only albums that were any
good were up to Decals, that's my favourite
one. It’s funny, nearly all my favourite
things are about 20 minutes long, like
“Mirror Man'’ by Captain Beefheart, ‘’Mind
Train” by Yoko Ono.

Going back a bit 1o just after the
split when Robert Smith deputised on

the tour, he didn’t have very long to
learn the songs, did he?

SS: No, he had about two days. He
knew the material, but he didn’t know how
to play it. We just spent a couple of hours
sitting down with the tape of both albums
just slowly going through. The first three or
four gigs that we did he was actually
playing with sheets of music.

BG: Well, his music, he'd scrawl all over
these pieces of paper, he had these chord
shapes written out, which nobody else
could understand, we found aut later.

Did you actually offer him a
fulltime job?

SS: No, not sitting down and saying ‘will
you join the Banshees?’ specifically. There
was one night on the tour when we were
ali exceedingly drunk when he asked me if
t'd like him to be a Banshee, and [ said
‘ves’, and he said ”’I would have liked to
have been if | wasn’t in the Cure.’ But it
was obvious from the beginning that there
was no way we could break up the Cure.

BG: It happened that straight afterwards
they threw their bass player out!

Then you had all those auditions.
How many people did you see?

SS: Forty, fifty, something like that. And
that got us just up to Christmas. We were
supposed to be auditioning somebody the
day before Christmas Eve and he didn’t turn
up and Steve Jones did instead! He came
down for a drink and fancied playing, so we
had an afternoon which was just playing
with him, which was really funny. it was
also really good, so when we came to do
the album we just decided virtually at the
last minute in the last week of recording to
get Steve down to do a couple of tracks.
We'd been trying to get Robert to da some

“but he's been so busy he didn’t have time.

For same reason everybody we thought of
was on Virgin, and it was just too many
legal hassles. We would have liked about
four or five guitarists, but we didn’t need it
in the end.

Without committing yourself an
John McGeach, do you want to work
with a permanent quitarist, or do you
think you’ll stick to using different
peaple?

SS: Well | think the Banshees that
recorded the first two atburmns was the best
group ever. |'m not partiuclarly interested in
groups any more. It's just much healthier to
wark without thinking it's a band with a
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career doing the next album. It’s been so
refreshing doing this album like that, that's
probably the way to carry on.

What gave you the idea of using
John McGeoch. were you fans of
Magazine?

S$8: No. | told him straight out that
neither me or Sue were fans of Magazine.
Me and McKay were definitely McGeoch
fans. I'd seen them a couple of times and
the only thing | liked was John's guitar
playing and his sound especially. As soon
as we broke up he was one of the people
we tried to get in contact with to help us
put the tour back together again, but he
was in the States at the time. It took us
ages to get in contact with him,

On Kafeidoscope it sounds like
John McGeoch all the way through, |
didn’t racognise Steve Jones, who has
got a distinctive “wall of sound”
usually. How did it go when he was
playing with you, did you ask him to
play in a certain way?

SS: No, what happened was that Steve
gets his guitar sound in a certain way using
certain equipment.

BG: In all the auditions we had the same
equipment set up, so guys started from a
Fender amp and a Gibson guitar, and
averybody was complaining at our shitty
equipment, and Steve came down that day
and he sounded really good.

SS: That's the stuff he plays through
anyway, a Les Paul and Fender Twin. It
was really interesting, because he had the
distortion full on, he got this really weird
effect that's on “‘Paradise Place” where it's
distorting between the two speakers so it
sounds backwards.

BG: It's not tampered with at all.

On **Skin" he's virtually playing
one chord all the way through, which
sounds different to his normal sound.

S8: That's bacause we only let him put
two {overdubs) on instead of the 20 when
he does his own style!

That place Surrey Sound in
Leatherhead where you recorded the
album, what's it like?

'SS: Well it's only got cne studio. Nigel
{Gray) just sort of built it himself and it's
totally different from somewhere like Air,
where we did Join Hands, which has got a
recaption, is nicely laid out and carpeted
and that. It's all a bit in disrepair. It's got a
really nice atmosphere. There ware just
loads of things lying about whereas if you
were in ancother kind of studio it would be
much more rigid, you’d have to hire
everything, s0 you'd have to think about it
beforehand. That's basically why we had
the sitar on it, just because it was knocking
around and we started playing with it.
Different kinds of synthesizers were laying
about,

Have you actually bought synths
for the band?

S$S: Well I've got one at home, a small
Yamaha, which is on the album on “Red
Light".

Did you buy that after you'd
played them in the studio?

S85: Me and Sue went into our publishers
a couple of times, Chappells, where they've
got a little room with a Teac 4-track, a
Revox and a drumbox and an ARP
synthesizer and we started writing songs on
that, and because of what was around, that
in a way determined the way we
approached it. But then | bought a
synthesizer before we did the album so |
could actually write sorne things on the
synthesizer,

A good thing about synths is that
you don‘t neaed to be a keyboard
wizard to get some interesting effects.

B@G: That's the thing about instruments,

you don't have to be a wizard to get good
sounds out of them, not just synths,

That almost seems to be the
Banshees’ philosophy.

§S: ] think it's consistent with the way
we kind of started in that we didnt know
how 1o play. | always think that we're really
professional amateurs. | never practice.

I've never played along with a record in my
life, I've never wanted to. ) don’t
particularly listen to bass players at all. |
don’t tind them very interesting except for
one or two people.

BG: People say ‘who's your favourite
drummer?’, I'm listening to guitarists and
things.

Are there any drummers you do
like?

BG: | really like Dennis Davis {with
Bowie). it's just a feel — | never liked Billy
Cottons and Buddy Riches. | guite like
Copeland {of the Police) on certain things.
It's like sometimes you hear records where
the drums are prominent, and sometimes
where the guitar is prominent and | just
pick up on that as well.

Do you like the Police at all, or
just the drumming?

BG: Yeah, | like ‘em, they're alright
(unenthusiastically), but | mean I've not got
any of their records or anything.

SS: They're nothing special really. The
best thing about the Police is the way Nigel
{Gray) produces them. That's why we
wanted to work with Nigel — the clarity of
the sound, and the space that he gets on
the records. He's very easy to work with,
he’s easily the best person we've ever
worked with as far as translating your ideas
into actual sounds. He’s sort of got his own
sound but in a way that is compatible, |
think, whereas {Steve) Lillywhite {who
produced The Scream). is developing a
sound that he started with us, and in that
respect half of that is our credit because
that was the sound we were going for. |
think he's got really good. He’s taken that
kind of sound and he’s making it better and
better.

The sound on that Psychedelic
Furs album (produced by Lillywhite) is
definitely influenced by the Banshees.

SS: | don't want to say anything about
that! {laughs)

What do you think of what he's
been doing with Peter Gabriel?

$S: 1 really like it. | know that he really
wants to work with us again at some point,
and I'm sure we will work on a single or

something with him. He’s such a young
producer anyway that he’s bound to get
better and better. We'll never work with the
guy who did Join Hands again, that's for
sure.

How do you feel about the Join
Hands album?

§8: ) think it's a masterpiece.

Despite you not being happy with
the production?

$8: Oh, eventually, the end result, I'm
happy with the production. I'm just not too
happy with the way it was recorded. The
production’s good, but it was such hard
work and it took so long and we spent so
much money on it. We took a very long
time doing overdubs, getting different
sounds on the guitar, much too long. |
think we must have spent a whole day
doing the bell at the beginning of the
alburmn. Simply because of his attitude,
basically, ‘cos he was an American and he
liked working that slowly, So every night
we'd go in and do a “Lord’s Prayer”’, we
had about 10 “Lord’'s Prayers” that we had
to choose from at the end and they were all
completely different. We just settled on the
one that we thought would sound good on
vinyl and last. All the rest were like the
day’'s jokes thrown in with the lyrics, 20
minute pissed up versions. '

Presumably if the Banshees had
signed early on you would have
produced a very different record to 7he
Scream.,

SS: We were very conscious of that, the
fact that we had to get material that we'd
be proud of. So that's why even when we
went in to record The Scream what |
consider to be the two best songs on it,
*Jigsaw Feeling’ and "Switch”, weren’t
written until a week before we went in to
do it. We could have done two albums at
that time, but we just left out the first
year's material,

| remember reading that you
weren’t particularly happy with parts of
the Scream, why was that?

SS8: We weren't particularly happy with
the production on The Scream. It was a
very new sound that we were going for and
we didn’t get it quite right. It would be
better now, There’s just basically some
things that annoy me on that album,
basically because we'd waited so long to do
it, and the material was so well known to
us, we had a very set idea as to how it
should sound. It was just that the
production on a couple of things like
“Metal Postcard'” didn't capture it. And
that was one of the reasons why we
wanted to do it as a German single so we
could get a different kind of sound on it.

Was that single closer to what you
wanted?

SS: No, not really.

It sounded like it was done really
quickly to me.

S8: Yeah, it was. Basically because we
were playing it and the new melody Sue
put to it sounded really good, so we just
quickly did it as we were doing Join Hands.

Do you think that the whole
energy thing unleashed by punk has
burnt itself out?

S8: [ think the energy’s still there but
there's not much talent. | think there are so
many bands that should get together and
mould into 10 bands instead. So many of
them have oniy got half ideas. There’s quite
a bit of potential but I've always felt people
are making records too early, even though
it's a good thing that there are independent
labels and stuff like that. It just seems to
me that a lot of people just rushed in and
made a record before they were ready.
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“There have been two strong dreams
in my fife but I've never written
anything about them because it's hard
to get across the language of dreams.”
- Tom Verlaine

“I'm a bad judge of my own work.”
— Tom Verlaine, twenty minutes fater.

Tom Verlaine’s guitar work is the stuff
dreams are made of. Not that they're
ethereal or indefinite or any of those
qualities we impose on dreams.
Rather, the isolation, the internal self-
absorption, and the mysterious allure of
“the language of dreams” is what
Verlaine’s playing can offer. As lead
guitarist of Television until their break-
up in the Summer of ‘78, and now on his
own as a solo artist, Tom Veriaine
represents the guitar hero as a romantic
figure. A category all too rare in this age
where guitar maniacs have to put up
with the moronic fog-cutting heavy
metal of Van Halen, the reupholstered
latino rhythms of Carlos Santana, the
excessive repetition of the Outlaws ilk or
loads of tired old sixties blues-based
hold overs.

Instead, Verlaineg’s Television gave us
hefty doses of purposefu! six-string
work and a band attitude totally
centered around the almighty guitar.
Sadly, even many of their small cult
following didn't recognize this. The pro-
blem has something to do with the set-
ting. In late ‘73, Verlaine formed his
band {with short-term member Richard
Hell} in order to ‘tell-a-vision'’; debuting
in ‘74 at arty outhouses like Max's and
CBGB’'s in New York. Playing on the
same historic bills as the more lyrically
oriented Talking Heads and Patti Smith
in the early days of “‘punk”, Television's
guitars were viewed by some as simple
backdrops to their symbalist lyrics and
remote, brooding stage persona while
the trendy “artiness’’ imposed on the
scene stole a tot of attention from the
real work of Verlaine and his more con-
ventional second lead, Richard Lloyd.

And as some downplayed the guitars,
others overplayed them. Several com-
plained about the long, drawn-out solos,
even though most of Television’s guitar
work was brilliantly choreographed. If
you listen to Television's two albums
{Marquee Moon and Adventure) or
Tom’s solo L.P. {released last
September), you'll see that, in many
ways, everything is a solo and nothing is
a solo, There are lead lines running
through all of the choruses and verses,
mounting the guitar work vertically,
while even in the few recorded horizon-
tal moments (like the guitar extention in
“Marquee Moon™} the tones develop in
a logical /iterary manner; delivering a
sense of built-up tension as tightly con-
structed as a top forty pop tune. Even in
the more extended live movements,

EQUIPMENT

When it comes to choosing
guitars, Tom Verlaine is truly long
suffering. His favourite six-string is
the one that causes him the most
problems — a vintage Fender
Jazzmaster which offers lots of
string buzz, horrible hissing in the
studio and other troubles to test
your faith. For the string buzz,
Verlaine suggests taking the
bridge out and wrapping masking
tape around the poles to keep it
from rocking. And because of the
hissing, he says you can't jump
around while doing a solo in the
studio. You've gotta be at a cer-
tain angle to the amp where it
hums the least.

Verlaine has less problems with
his favourite strings (Ernie Ball and
Gretsch) and his amps, which
since the final days of T.V. have
been Ampeg SVT's, which he
claims, “totally changed my
sound. They fattened up the lead
guitar so I'll probably use them
next time in the studio.” On the
two Television albums Tom used
Fender ‘Super Reverb’ amps, and
on his solo LP he favoured cheap
$57 mikes, which he claims “take
more punch. It gives it a slappy
effect.”

Verlaine generally prefers
cheaper equipment, asserting the
main problem with guitarists to-
day is, ““they all go for those $3000
Les Paul's and Marshall amps.
There’s really a lack of the in-
dividual with that stuff.”

Verlaine has proved to be one of the few
guitarists {along with Neil Young, Jim-
my Page, Jeff Beck and others}, who
can solo for more than a few minutes
without losing the point. Of all of them,
Verlaine’s work seems to have the
greatest sense of ‘‘telling a story;” of
bringing you somewhere and coming
back with a vividness as insistent as a
recurring dream. )

But beyond tight focus of Verlaine's
work, there is the uniqueness of his
tone; an almost anorexic sound — thin,
piercing, brittle and vulnerable. I term
that sound shinny,"” Tom asserts. “You
can get that with Gibsons, On the solo
record, | used an Epiphone “'Al Kaiola.”
It's got six switches on it and every one
makes the sound even thinner.”

Verlaine's sound actually developed
somewhat by accident. ‘“When | was in
high school in Delaware | had a different
sound,” Tom explains. ‘'l was using an
old tape deck — you take the pre-amp
out of it, which gives you the same
sound ! later heard when | first saw Clap-
ton play live. He had this little thing on
top of his amp, which | bet was a tape
recorder with the pre-amp taken out. A
lot of people did that in those days —
Jeff Beck, Jimmy Page. It gives your
guitar a lot of volume before it hits the
amp itself. Then the amp distorts it and
gives it an edge. When | got to New
York my sound changed because | didn’t
have any of that equipment. The new
equipment | bought in New York was a
Fender Jazzmaster, which in those days
was $95 because nobody wanted ‘em.
Now they're up to $400, probably
because Elvis Costello had his picture
taken with ‘em so many times.”

Verlaineg labels the new sound he
came up with for Television as a “‘crank-
ed up surf sound. It's basically a com-
bination of Fender surf guitars and
Fender amps cranked up.”

Interestingly, when Verlaine was
growing up as Tom Miller in Delaware
he claims not to have liked guitars at all.
“In the early Sixties | listened to jazz and
when a guitar would come over the
radio | would literally turn it off. When |
heard The Stones, that's when | started
to like the etectric guitar sound. Also on
Dylan’s Highway 67, Mike Bloomfield’s
stuff.”

“19th  Nervous Breakdown” and
“Tombstone Blues” may have inspired
Tom to throw in his sax and piano for a
guitar, but his style developed on a track
far outside of Bloomfield's or Keith
Richard’s blues-based licks. Listening to
early Television, one might more closely
associate him with the psychedelic San
Francisco sound; Jorma Kaukonen with
his vibratoe hooked on speed. | never
liked San Francisco music,” Tom
counters. ""People still associate me with
that. But the tones ! liked more in those
days were The Butterfield Blues Band or
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landlords and promoters had to say.

After two years of hard graft,
however, building up a hard core fan
following, the Stranglers secured their
recording contract with United Artists
in the Autumn of 1976. But they hardly
had the respect of London’s rockbiz
clique. There were fights here and
bans there and the Stranglers found
themselves well branded as a group
who refused to play the game.

And then their debut album ‘Rattus
Norvegicus’ rocketted into the Top
Twenty in April 1977 and ‘Peaches’
proved the first of many hit singies.
But if the Stranglers were suddenly
Big News they were hardly any more
amenable. In fact they showed even
less interest than before in the music
business’ caste system and its
complicated protocol. And when they
openly ridiculed all the fond theories of
the Punk politicians they lost what few
friends in the media they had left.

Which means that whenever
something untoward happens to the
Stranglers, sympathy is the last thing
that comes to a reporter’'s mind as he
sits at his typewriter. [n fact most
believe that the Stranglers only get
what is coming to them and if they've
ended up in prison twice in the last
few months. . .welt, they probably
deserved it.

Hugh Cornwell doesn't see it
quite that way. The Stranglers lead
guitarist is often portrayed as a dour
and taciturn individual with a touch of
the George Orwells about him. He
seems to take things very much in his
stride and speaks in a dry, matter-of-
fact, even dispassionate tone of voice
that rarely shows signs of humour or
emotion,

1880 has not been the easiest of
years for Hugh Cornwell. First of all he
was canvicted under the Dangerous
Prugs Act in the early Spring and
sentenced to two months in London’s
Pentonville Prison.

“Pentonville is only a short-term
prison. The maximum sentence there is
six months so it’s full of ordinary guys
who haven’t paid fines and alimony
and such. But because it's only a
short-term prison doesn‘t mean that
it's any easier. In fact it's one of the
toughest ‘cos the longer you're in for
the easier they make it for you. TV
every night. Painting. Books. But if
you're only in for a couple of months
they don’t let you do anything at all.
It’s the short sharp shock routine.

“Mind you, everybody ought to have
a spell inside. Its like when you're
healthy you don’t appreciate your
good health but when you're ill you
suddenly do. | never appreciated my
freedom until they put me away. It
really hits you when they take all your
clothes off you and you suddenly
realise that you've got absolutely
nothing left of your own. But after
you've been in for a month or so you
could be in for any jength of time. It
sort of doesn’t matter any more.”

Prison in France was something
altogether different. Almost as soon as
Cornwell was released in Britain the

Stranglers were all arrested in Nice.
They quit the stage after the third
power failure at the University there
and the crowd went berserk, causing
thousands of pounds worth of
damage. The local authorities claim
this was a direct result of words
spoken by the band, but the first the
Stranglers knew of the riot was when
the police burst into their hotel and
bundled them off to the local jail.

“It was all a bit iike ‘Midnight
Express’ to begin with because none of
us had the faintest idea what was
happening. The police were very brutal
and didn't let us see a lawyer for days.
We honestly thought we might be
locked up for months and nc one
would know where we were. It was
really quite frightening. But after a
couple of days they transferred us to a
proper prison and then we knew it
would only be a matter of time before
they let us out. But | can't feel
guilty about it. 1 didn't feel like we'd
committed any crime. It was all a big
misunderstanding really. We said
nothing more than we've said before in
similar situations. [t could have
happened anywhere at any time and it
could just as easily happen again. |
mean, you go out of your way to put
on the best possible show like we do
and then the power keeps going off
because the guys running the gig don’t
have the faintest idea what they're
doing. . .you're bound to say
something about it, aren’t you? You're
bound to say what you think is right
for the moment. You never think about
the consequences.”

“Everybody

a spel inside”

When he chooses Hugh
Cornwell is certainly one of rock’s
more lucid and outspoken personalities
but what is too frequently forgotten is
that he is also one of the most
inventive and skilful guitarists to
emerge in the last five years. Initially
he was overshadowed in the Stranglers
by Dave Greenfield's immediately
distinctive keyboards. But Cornwell's
playing has matured quite remarkably
over the last couple of years and his
work on the Strangler's most recent
album The Raven is quite stunning in
its precision and imagination. Hugh
Cornwell is a craftsman far in advance
of the majority of his peers.

Needless to say he did not learn to
play overnight!

“l must have been about 13 when |
first got a guitar, My brother gave it to
me, It was an old Spanish acoustic, |
think, but it got stolen years ago. |
learned like everybody else does,
playing along with what was on the
radic. The first things | learned were
Eddie Cochran's ‘C’'Mon Everybody’
and some Hank Marvin stuff with the
Shadows. There must be a whole
generation who learned how to play
‘Apache’.”

If you listen to the Stranglers either
live or on record it wen't surprise you
that Hugh Cornwell cites Hank Marvin
as a major influence. Long, fluid,
melancholic guitar themes are at the
cornerstone of classic Stranglers’
songs like ‘Down In The Sewer’,
‘School Mam'’ and ‘Toiler On The Sea’
and they're all pure Hank Marvin —
part of a British rock tradition that
stretches back 20 odds years to ‘The
Frightened City’ and ‘Man Of Mystery’.
The more psychedelic influences on
Cornwell’'s style — the perverted
innocence of Arthur Lee's Love, the
eerie romance of the Doors and the
metallic discordant crossrhythms of
Captain Beefheart’s Magic Band —
were all to come later, after the
teenage Cornwell had learned to R'n’'8
it with the rest of the nation’s youth
during the Beat Boom of 1964.

“My first group was at school in
Muswell Hill. Richard Thompson was
in it, before he went ‘folk” and started
Fairport Convention. So was Nick
Jones who now runs Faulty Products
for Miles Copeland. We went through
a lot of different names. In the end we
called curselves the Germs which is
funny really ‘cos there’s a band just
come out in the States called the
Germs. We weren’t writing our own
stuff, we were doing cover versions of
Rolling Stones numbers and these
obscure Blues things that Richard
would dig up. He was really good in
those days. Much more of a rocker
than he is now.”

But the Germs folded as exams
loomed on the harizon and Hugh
Cornwell spent the next few years in
pursuit of Higher Education. He
remembers a little busking and folk
club playing while he was reading Bio-
Chemistry at Bristot University but little
else of musical note until, upon
graduation, he was offered a research
post in Sweden. There his gradual
slide into Stranglerdom began.

Experimenting on rats during the day
he joined a Swedish band called
Johnny Sox and played by night. It
was an arrangement that could not
last. After an argument with his
employers about some missing
chemicals Hugh Cornwell decided that
enough was enough and, with a year
of gigs already under his belt, packed
his bags and headed back to Blighty
with Johnny Sox in tow,

“That was in 1973 and we did three
gigs which were all in London. We
played the Brecknock, the Cock in
Kilburn and the Lord Nelson on the
Holloway Road. | remember the night

we did the Lord Neison because lan
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mounted just below the con-
trols and comprise {in addition
to the hi and lo inputs} over-
drive jack, reverb on/off jack
and effects loop send and
return,

The back panel of the amp
has a single jack connector for
the internal speaker with two
more jacks for pre-amp outand
power amp in.

Altogether a very smart little
package, so how does it
sound? Well, firstly, the range
of control offered by each of
the tone controls does seem to
be a bit lacking when com-
pared to many transistarised
amps. However, for a tubeamp
they are not to bad and, of
‘course, the basic flat sound is
pretty reasonable.

Running a guitar through
the normal channet produced
some nice sounds when un-
distorted and when turned up
loud some nice stage distor-
tion. It did seem to me,
however, that there was a
slight edginess or harshness to
the sound when pushed hard
which tended to detract slight-
ly from the warm tube sustain
that could be obtained.

As mentioned above, there
is an overdrive section which

can be switched in, in place of
the normal section. On Volume
1, a switched pot is provided
so that when turned up the
overdrive section is in circuit
and when turned full down the
normal section is in circuit in-

stead. {Two LED’s indicate
status for these two condi-
tions. Howaver, a footswtichis
connected to the overdrive
jack, switching can be done
remotely — which, of course,
allows distorted and clean
sounds to be set up and their
respective volumes balanced
correctly.

Setting up a sound on the
overdrive channel is fairly easy
but | did wonder why three
volumes were provided when
normally just pre-amp and
Master vols are necessary. |
think the reason is that Vol 1
adjusts overdrive level and Vol
2 is required {when overdriv-
ing} to attenuate the signal so
that the master volume control
does not have to be operated
at the bottom end of its travel,
which does not have to be
operated at the bottom end of
its travel, which could make
life a little difficult.

Also in the non-overdrive
condition on the overdrive

channel it is necessary to keep
Vol 2 fairly well up and Vol 1
down to ensure a clean sound.

Hopefully, now you can
understand the basic operation
of the &mp. Anyway, when it
was actually used in a live
situation we did not have a
footswitch suitable for the
amp, so the possibilities of
channel switching were not
tried out.

. It does seem, however, that
it takes most guitarists a little
while 1o get to grips with this
sort of facility and most just set
up the amp one way and leave
it. The amp sounded im-
pressive when used at volume
and was certainly loud. The
slight edginess didn’t appear to
be noticed when used with the
full band but there was still a
hint of something just making
the sound slightly woolly.

It was when the combo was
used in a recording sessions
that it was possible to be a little
more precise in pinning down

Dave Mann gained an honours
degree in Electronic Engineering
at Southampton University in
1972.lSince then he has been
working in tefevision and sound
studios with more recent
involvement in the design of
guitar amplifiers.He is also a .
member of a regularly gigging
band.

3 Tone controls

4 Power output

TEST REPORT

1 input sensitivity hi-overdrive BV
lo-overdrive 1.6mv
hi-normal 18mv
lg-normal 54mv

{for full output}

2 Max input hi-800mVv

{0-1.3bv

Treble @2kHz 12.5dB

Middle @400Hz 13.1dB

Bass @70Hz 23dB

62 watts r.s.m. into 8ohms

45 watts r.m.s. into 4ohms
just prior to clipping 1kHz
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These two products have been
grouped together for the simple
reason that they are really the
same product being marketed
under two trade names. Suspec-
ting that this might be the rase, |
made some enquiries to discover
that these are in fact manufactured
by the Foster Corporation in
Japan, one version being sold in
the States by Integrated Sound
Systems Inc. of New York, under
the Vortec trade name and im-
ported into the UK by J&C Sound
Systems of llkely, while the other
version is imported direct from
Foster by Unit 8 in Isleworth, Mid-
dx and marketed by them as modsl
Unit 8-11. The fact that this is
one and the same unit is further
substaritiated by the similarity of
the results obtained under test
which differ only by what would
easily pass as manufacturing
tolerances. However, the publish-
ed specifications for the two
drivers are different in many
respects and this is due to the fact
that the Unit 8-11 version has been
re-specified in the UK by BiIll
Woodman of ATC and ) confess
that | personally would rather go
by Bill's figures than those publish-
ed by Integrated Sound Systems
Inc in respect of the Vortec unit.

Having sorted out the pedigree
for these units, it must immediate-
ly be stated that they are very nice-
ly made and presented indeed and
have a substantial ‘feel’ about
them. They consist of a large, flat,
ceramic magnet with the front face
drilled and tapped to couple direct-
ly to a JBL pattern one inch flange
horn flare and the rear face carry-
ing the diaphragm assembly
behind a particuiarly businesslike
phase correction plug. The voice

coil and diaphragm are only 40mm
in diameter and are contained
within a moulded phenolic ring
with self contained pressure cover,
and the whole assembly is
replaceable with care and two
sizes of Philips screwdriver,

Over the back of this, is a very
large, elaborate, and superbly
made cast alloy cover, which
seems to me to be totally
superfluous and must add con-
siderably to the cost of manufac-
turing the unit! Its only purpose as
far as | can see, is to enclose a
large volume of fresh air and to
provide somewhere on which to
mount the superb quality spring
terminals! Seriously, it is obviously
only there far cosmetic reasons
and serves to give the appearance
of a large and rugged driver, in-
stead of a flat ring magnet with a
hole at one end and a diaphragm
attached to the other.

The performance is good as
well, with about average sensitivity
for its type, nicely uniform fre-
quency response curve and only
moderate levels of distortion, It
can be seen that while the output
lavel falls below aur reference level
of 6dB below the average sensitivi-
ty figure atabout 14kHz, the unit is
still delivering useful output to
about the 17kHz figure claimed by
both specs. From our results, |
would recommend a minimum
crossover of 1.2kHz for both units
and would suggest that the Unit-8
spec is more relevant than that
given for the Vortec unit.

These ara certainiy nice drivers,
very well made and with a good
overali performance — if
somewhat pretentious in respect
of that huge rear cover full of fresh
air!

on horn of @=7

Power for 110dB
SPL@1kHz@1m
THD@110dB SPL

Not stated

‘surpasses all known
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= A . | ’ Rating
! . Frequency Response  S500Hz-16kH2 600Hz-14kHz2@ — 6dB
j Sensitivity 107dB@ 1w@4ft 110dB@ 1w@ 1m av.

800Hz-5kHz on stan-
dard laboratory horn
0.6w RMS sine wave

3% worst@3.5kHz

driver specifications

THD@20w RMS
Sine Wave
Rated Power

for minimal distortion’

40w RMS continuous

20% worst@3.5kHz

Parameter not
measured

Impedance 8 ohm* 6.5-12.5 ohm over
operating range

Resonance Not stated 1.5kHz on std.
laboratory horn

Recommended 800Hz lower Above

¢/0 Frequency frequency limit 800Hz@ 12dB/ octave
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Thit dives i nelalivaly rear 10
the UK market and is imported and
distributed by ATC. itis a relatively
simple device and is not unlike the
RCF TW-200 reviewed last month
in that the unit is entirely contained
within a cover, which also provides
the retaining clamp and damping
chamber for the diaphragm at the
back of the magnet. Unlike many
units with field replaceable
diaphragms — i.e. HH CD400,
Peavey 22, the Emilar units, etc.,
whose replacement diaphragm
assemblies come protected by a
built-in housing, the SSD-1800
diaphragm is completely exposed
and somewhat fragile and some
care is necessary in handling.

The method of assembly
adopted is rather clever in that the
two mounting studs pass right
through the magnetic assembly to
the rear of the unit, where they are
utilised te align the diaphragm and
also to retain the rear cover.
Although simple, and despite the
fragility of the diaphragm assembly
{which after all, is only of any im-
portance when diaphragm replace-
ment becomes necessary, which
hopetully, will not be too often!)
the unit is nevertheless nicely
made and presented and well
engineered, but seems to me to be

somowihal  Aagirrted [or ek 8
simple device — especially when
compared to, say, the HH CD-400
at not much mare than a quarter of
the price.

The unit gave a creditable per-
formance, with wide and uniform
frequency response ang good sen-
sitivity. The impedance curve is
about right for an eight ohm
nominal rating, and is nice and
clean, with the resonances clearly
defined, We do not however,
‘necessatily agree with the maker’s
statement concerning distortion,
as according to our measure-
ments, this is about normal for a
driver of this type and is certainly
not particularly low. 1 suppose that
the way in which the distortion in-
formation is given provides the
get-out clause, as there are very
few published driver specifications
which pravide any distortion infor-
mation at all — and those that do
are measured at such a low input
level that they are usually irrelevant
anyway.

Altogether, this is quite a useful
driver, but | am afraid that no way
can | see £150 worth of retail value
in such a simple device.

Ken Dibble
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Carlsbro ADT
Effects Unit

Until fairly recently it has
been expensive to produce
delay effects electronically,
Many of the popular studio ef-
fects such as phasing have
either been simulated or pro-
duced using expensive digital
technology.

In use

In general the pedal perform-
ed extremely well and | think
@y probably maost guitarists
would prefer to just fiddle with
the controls until the sound
they wanted was obtained.
Dealing with the vibrato effect
first — the range of control on
this setting is quite enormous,
it was difficult with both speed

The new Carlsbro ADT ef-
fects unit uses current so-
called ‘“‘state of the art” las
Carlsbro put it} analogue delay
devices. It is possible using
these devices to produce short
delays of good quality easily
and cheaply. It is in producing
longer delays for echo or
reverb effects that the short-
comings of these devices
become obvious, however in
order t¢ produce chorus and
ADT only short delays are re-
guired.

This Carlsbro unit produces
three basic effects — double
tracking, chorus and vibrato,
by varying the time delay ap-
plied 1o the guitar signal
automatically. This is achieved
by a separate control circuit
that can be adjusted in speed
by a control on the front panel.

In the vibraio mode the
whole signal passing through
the unit is varied in frequency
by an amount controlled by the
depth control and obviously
varied in speed by the speed
control. In the chorus mode
only the speed control
operates but this time there are
both direct and delayed signals
and in the ADT mode an addi-
tional longer delay is added to
the basic chorus effect.

Construction
The foot pedal is con-
structed from a single

aluminium extrusion with bolt
on side cheeks. The top panel
is held in place in the extrusion
and can only be got at by un-
doing one of the side cheeks
‘which are attached with self
tapping screws into the extru-
sion.

and depth up full to even
recognise what notes were be-
ing played on the guitar. At
lower settings some very nice
vibrato effects were obtained.

In the chorus position with
the speed at minimum the
variable delay produced a kind
of phasing effect, however
when the speed control was
advanced the frequency shift
of the delayed signal became
greater and so in addition to
speeding up the effect the
delayed signal was pro-
gressively sharper and flatter
than the direct. The two
together produced a good
chorus effect. The ADT effect
was the same as the chorus ef-
fect but with an additional
delay added which was heard
as a distinct echo.

At high settings of the speed
control the effect was
unuseable because it was so
great. It sounded like several
guitars playing together out of
tune. At low settings however
the effect was very good and it
was surprising just how little
an effect was needed to pro-
duce a marked change in
sound from normal to effect.

In chorus this changeover
gave the impression of more
than one guitar playing which
of course is the general idea.

In terms of sound quality itis
quite difficult to fauit this
pedal. | did find however that
on stage it would not always
stay put as there are no rubber
feet and | am a little doubtful
about the colour scheme of
bilack silver and yellow.

In conclusion the range of
adjustment of the effects is far
more than would ever be re-

quired in normal use except
for certain special effects. At-
moderate control settings the
effects produced are certainly
impressive and | think that
most guitarists could put this
pedal to good use.

Dave Mann

SOUND RECORDING

PRACTICE —
A Handbook compiled by the
Association of Professional
Recording Studios

Asking me to review Sound
Reéording Practice s
somewhat akin to asking a
priest to review the Bible. Not
that I'm comparing SRP to the
Bible excepting in terms of
their authoritative standing
within their respective fields.

This is an authority gained,
in SRP’s case, by having each
chapter written by an
acknowledged expert in their
own field and then having the
complete work assembiled into
a very readable format. The
range of topics covered in-
cludes virtually every facet of
sound recording and its
associated areas of film, radio
and television sound.

SRP is not a perfect book,
there’s no such thing, but it is
the one that | always recom-
mended to anyone seriously
wanting to know more about
sound recording or to the pro-
fessional wishing to broaden
his field of knowledge. It has
heen out of print for some
months, but it is now available
in its second edition, so it is
now time to take a fresh took at
the book to see if it can still be
recommended.

Sound Recording Practice
was first published in 1976, but
in the Recording Industry, five
years is a long time, state of
the art is no longer state of the
art and higher technology br-
ings new operating procedures
although technical principles
of course remain constant.

The second edition sees the
addition of two completely
new chapters covering digital
and automation techniques
which, with regard to actual

studio practice, were little
more than a twinkle in a
manufacturer’'s eye in ‘76.

Each chapter has been up-
dated by their original authors
and the chapter on Disc Cut-
ting rewritten by Sean Davies
due to the unfortunate death
of the previous edition's
author, W. H. Livy.

The book is divided into
seven sections. The first sec-
tion is the Technical Introduc-
tion by John Borwick who is
also the editor of the complete
book. This section gives a
strong skeleton on to which
the flesh of the other chapters
of the book can be hung as
well as giving a thread of con-
tinuity between the different
chapters.

It outlines the entire recor-
ding process from concep-
tualisation, through produc:
tion, manufacture, distribution
to the eventual point of
domestic playback. Also
discussed is the role played by
that part of the human
anatomy that the whole
business revolves around, the
ear.

The other sections and
chapters are principly
enlargements on the basic
ground covered in the first sec-
tion. One major advantage of
the variety of authors is that as
well as the straight information
being relayed to the reader,
practical hints are included that
otherwise would have involved
several years of experience
before they were learnt.

Of course the same techni-
que which brings advantages
from being written in a prac-
tical way also lays some
chapters open to criticism from
other professionals saying that
they think that their way is bet-
ter but | personally feel that the
pro's outweigh the con’s.

T T -
e

This has to be the best book
of it's type available at the pre-
sent time and well worth its
cover price in value of informa-
tion, for anyone whao has to
deal with pro audio or purely
for interest.

Published by the Oxford
Unijversity Press. Price: £19.50

Keith Spencer-Allen
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ARLSBRO

Carlsbre rocked the world of instrument amplification in the 80's
by bringing you the tremendous Carlsbro Backline range. In harness-
ing advanced technologies for the Musician, Carlsbro developed new
sustain and reverberation circuits; computer derived control and
effects systems that provided unique and powerful features like digital
channel switching and ADT; but most of ail it was the sheer tonal
quality and depth of the new range that persuaded such diverse bands
as Roy Gallagher, Thin Lizzy, B. A. Robertson and the gang of four to
buy Carlsbro.

Continuing the Carlsbro philosophy of product excellence at
value for money prices, Carlsbro have recognised that, today, many
musicians are desperately seeking a good, small combo. As a practice
amplifier, the Hornet 30 is unmatched in absolute sound quality. For
stage and studio work The Hornet 30 satisfies the need for a small,
professional amplifier where sophisticated EQ control is more
valuable than high power levels. In addition to active high and low E. Q
the Hornet 30 features parametric controls covering the critical mid
band frequencies. The Master volume type overload distortion is
designed 0 provide smeoth sustain at any volume level. The com-
bhination of input dynamics, overload characteristics, active and para-
metric equalisation creates an unbelievabie range of sounds from
such a portable unit. High sound pressure levels are generated by a

(ARLSBRO

true 30 watt RMS power stage driving a carefully selected 10"
lougspeaker tuned for optimum results in a rugged cabinet.

if you have been searching for the ultimate small amp, take time
out at your local dealer to check out the features, power, quality and
performance of the Hornet 30. We think you will have ended your

search.

Technical Specifications.

Controls.
Input Sensitivity.

Input Overload.
Tone Controls.

Lo

PARAMETRIC Frequency
Gain

HI

Distortion.

Output Power.
Power Requirements.

GAIN, LO, PARAMETRIC FREQUENCY &
GAIN, HI, VOL.

hi 8mv.

10 26mV,

2V on bolh hi & lo inputs.

20 dB Variation at SQHz.

Variable 75Hz - IKHz.

+ 20dB variation at selected frequency.
35 dB variation at 6KHz. .
Input Gain/Master volume saft clipping
averload distortian.

30 Watts.

200 - 250V 50 - 60H2.

Carlsbro Sales Ltd., Lowmoor Road Industrial Estate,
Kirkby-in-Ashfield, Notts, U.K.
Tel: 0623-753902. Telex: 377472.
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Lab Series.
They've never
sounded so good.

Thanks to the pound doing so well
against the dollar, we've been able
to lower the R.R.P. of Lab Series by
afull 25%.

Check out the prices, then check
out Lab Series at your nearest
Gibson dealer. At these prices,
even your bank manager should
make hice noises.

MEPE T EAE 22

LS f e 444141& .ﬂ

| AEZEl

L2-100W 1 x 15" BASS OUTFIT L7-100W 4 x 10° COMBO
L3-60W1x12” ?MBO L9 - 100W 1 x 157 COMBO
—200W 2 x 15~ BASS OUTFIT L11-200W2x4x 12" LEAD STACK

£7§8 £53] 868 £65]
c464 343 Ee=mes

the science of sound.
All prices R.R.P. Inclusive of VAT,
Norlin Music (UK) Ltd. 114 Charing Cross Road, London WC2H 0JS. Tet: 01-379 6400







LONDON: 22 Chalton Street, {off Euston Road}, London NW1 Tet, (01} 387 7449/7626

EINFORCEMENT

For the vocalist, there are few monitors that
come anywhere near the clarity and power of
the Tour TM 12. An essential unit for club and
auditorium, the TM 12 cuts through the
loudest stage noise by utilising the combined
force of a single 12" Bass Driver and a power-
ful Piezo 3" x 5" horn,

With the T 42 Tour have brought out an amaz-
ing guitar amplifier. Four very powerful 12"

drivers mounted into an infinite baffle create a
real stack sound from a single cab! For those
who prefer ear damage, the T 42 is also
stackable!

Last, and certainly not least is the Z-2 a really
powerful twin Piezo horn system that tops off
your Tour stack perfectly. The drummer will
never lose the cymbal sound, the guitarist his
high leads, a dominating unit that really puts
the ‘s’ in sound!

— T

Price List
GUITAR AMPLIFIERS £ PUBLIC ADDRESS & REINFORCEMENT £
Image 15W 10" speaker, trem, Hdph 69.00 450 SC Sterec 100W 4 Channel Rev. 179.00
Leader 15W 12" speaker, trem, rev, Hdph 83.00 850 SC Stereo 160W 8 Channel Rev. 249,00
Guitarman 50W 12" speaker, dual vol etc. 149.00 650 LR Stereo Mixer, 6 Channel Rack Mount 159.00
Studio 100W 2x12” speakers, dual vol. etc 269.00 1250LR Stereo Mixer 12 Channel 299.00
Studio Piggyback 100W dual vol etc. 169.00 TY 400 Power Stereo amp. 2x60W rack mount 149.00
T4 Enclosure 4-12'* Heavy Duty speakers 200W 189.00 TY 800 Stereo pwr 2x250W, rack mount etc. 229.00
TS Enclosure 1-15" speaker 102.00 R1 Enclosure 1-12' with Piezo 79.00
! T25 Enclosure 2-15" speakers 189.00 R2Enclosure 2-12* speakers 79.00
T42 Enclosure 4-12” speakers stackable 1583.00 R3 Enclosure 2-12" with 2 Piezos 89.00
T25H Enclosure 2-15” cast Horn/ Driver 200W 198.00 R4 Enclosure 4-12" speakers 109.00
BASS AMPLIFIERS RS Enclosure 4-12" with 2 Piezos 149.00
Bassmaster 15W 15" speaker 89.00 TR6 Enclosure 2-15" with 2 Piezos etc. 159.00
Spirit 50W Dual vol. 15 speaker 169.00 TR7 Enclosure 2-15" with 2 Piezos etc. 190.00
Clubman Piggyback 100W Dual vol. etc, 149.00 TR8 Enclosure 1-15” EV 2 Piezos etc. 219.00
B5 Enclosure 1-15” Cloth Roll Bass Driver 109.00 TM12 Monitor Enclosure 1-12 with 2 Piezos 89.00

B25 Enclosure 2-15” Cloth Roll Bass Driver 169.00 TM15 Monitor Enclosure 1-15" with 2 Piezos 139.00






















R.R.P.£295.00
) Argent’'s £250.00
- THE PRODIGY |
The Moog Prodigy is, in our opinion, the best
value performance oriented synthesiser
currently available. Superbly designed and
engineered, the Prodigy features all the
requirements of a lead line synthesiser
regardless of cost, come and try one at our
store, we are always in stock and our price is
the lowest in the country.

ROLAND RACK-STUDIO EFFECTS

ERP smam Roland SPC 355 pitch/voltage synthesizer 491.00 359.00
Roland Jupiter 4 programmable paiyphonic 1,810.00 P.Q.A. Roland SVC 350 vacoder 584.00 427.00
: Roland SDD dimension D 283.00 207.00
Roland Promars Programmable Monophonic 1,057.00 775.00 Roland SPA 240 2x120w sterec power amp 361.00 %700
Roland Vacoder plus choirs and strings 1,315.00 965,00 Roland SPA 120 2x60w stereo power amp 217.00 159.00
Roland RS505 paraphenic synth/strings/bass  1,229.00 675.00 Roland SBF 325 stereo flanger 279‘ 00 204.00
Roland MP&0C piano with graphic equalizer 740.00 545.00 Roland S1P 307 bass pre-amp 199:00 148:00
Roland RS09 organ strings 531.00 325.00 Roland S1P 300 guitar pre-amp 180.00 132.00
Roland SAQ9 organ/piano 499.00 365.00 " Roland SRE 565 chorus echo 622.00 455.00
Roland SH2 two oscillators and sub-osc 559.00 399.00 Roland SEQ 331 31 band equalizer 256.00 194.00
Roland SHO9 one oscillator and sub-osc 299.00 199.00 Roland SEQ 316 2x16 band equalizer 300.00 219.00
Roland VK1 combo organ 9 drawbars §50.00  480.00 Roland SMX 880 8 line mixer 199.00  146.00
Roland Egg programmable compurythym oo g-% Roland SPH 323 stereo phaser 249.00  182.00
olant campurytym . . _
Roland DRSS Doctor Rythym programmable 89.00 66.00 KORG KEY CENTRE — CENTRAL LONDON
Roland CS1Q100 digital sequencer 478.00  349.00 Korg Lambda Polyphonic 999.00 P.QA.
Roland MC8 micro-composer 4,816.00 2.875.00 Korg €X3 Combo Organ 760.00 P.0.A.
Roland KM60 6into2 stereo mixer 224.00 165.00 Korg Sigma Monophonic 699.00 p.OA
Roland 100m studio system 5 module system  1,323.00 975.00 Korg Delta Synth/Strings 635.00 F.D.ﬁ
Roland CE1 stereo chorus 154.00 113.00 Korg VC10 Vocoder ) 625.00 F?.O.A_. |
Roland RE201 echo/ r':everb Sgggg 2%38 Eg:g mg%g B\:eo g:g::?:::s %% ggA
Roland CE2 mono chorus . . . C.A.
Roland REBQ1chorus/echo/sos/reverbinewmodel)633,.00  465.00 Korg MS50 Expander Module 375.00 382
Roland cube 40 compact combo 40W 240 176.00 Korg MS02 Interface 128.00 p-O-A:
Roland cube 60 compact combo 6OW 288.00 gg.% ﬁg:g y;qGGSL:g:flszr;?‘essor ;gg.g LR
Roland cube 608 bass combo 60W 303.00 ' Korg SQ10 Analog Sequencer 285.00 P.O.A.
Korg KR5S Rhythm Unit 285.00 P.0.A.
Korg KR33 Rhythm 215.00 P.O.A.
Korg SESO0 Stage Echo S.0.S. 425.00 P.O.A.
Korg SE300 Stage Echo Reverb 360.00 P.O.A.

Allow us also to quote you on the excellent range of “jazz chorus”
amplifiers and any other equipment you may require. Qur service
departmient exists for the benefit of all our customers and can
maintain and modify your equipment as and when you may
require.

Call at our store for a friendly and professional demonstration of
any of the products listed.

20 Denmark Street, London WC2H 8NA
Telephone: 01-240 0084 /5













ELECTRONIC
ORGANS

SC448P
£1587 T

SC110P
£1092.50 inc VAT

Godwin portable organs feature
the harmonic drawbar system
with key click giving the ever-
popular authentic tone-wheel
sound. There is a piano section,
percussion, an amazing string
concert section, brass, reverb,
vibrato, stereo outputs plus many
more exciting features. Write or
phone for full details and colour
brochures of the Godwin
Professional Range.

BT
717 Y

STRING CONCERT 749

ONLY A FEW MONTHS OLD AND ALREADY
RECOGNISED BY THE MUSICIAN TO BE THE
BEST STRING MACHINE AVAILABLE

WEMBLEY
COMMERCIAL
CENTRE

J{, UNIT 3-8 EAST LANE
" WEMBLEY, MIDDLESEX.
TEL: 01-908 2323/4







MUSICIANS

RICH COLLECTORS ITEMS
B.C.RICH

In the past 20 years, B. C. Rich have

handcrafted the finest guitars available
- to the professional musician. In the

beglnnlng it was classical instruments
- of fine Brazilian Rosewood and
* beautiful spruce tops. Then came the
birth of rock, with many musicians
ordering special custom instruments to
meet the new ‘sound’. This in turn led
to the making of the B. C. Rich range
of electric guitars. Few manufacturers
can claim, after twenty years, their
early guitars as collectors items,
coveted by a few connoisseurs. In the
£ 1980's B. C. Rich will certainly cater
. for the needs of every musician,
« offering the same high quality and
craftsmanship they have built their
reputation on. Now, it's your turn,
come to the London Guitar Centre
and play a collectors item.

R PR T R e R T I ST

TR DPIR:

Only at CHASE MUSICIANS can you get such superb quality
at such an astounding price!!!













THE MARK Il SERIES

Finally... .
Amps 3s contemporary as your music!

and post gain on éach

¢ Low, mid and high

* PARAMID and mid shift
» AUTOMIX function

nocorn selecie cliver o ol
channels with remote
 LED channel indicators

» Master reverb
$ * Power amp input
¢ Two channeis with pre - i
« individual channel : ' 90 Waile.
-band graphi . - 2« Twocha
egualiz "g'r’a"ghfzfl . e . . . and post gain on each
swiiches on each ;
» AUTOMIX function
selects either or both
channels with remote

. I—rid—liii'_c'ih'al channel

Chanre] LED indleaiere c_;il‘annei!’s-‘ﬁivth‘rembt'é
* Phase with color and rate forh ;

conlrels
¢ Master reverb oI
" npu! preamp, send and indicator and in/out
» Preamp and line outputs swllich
* Power amp input . K e ey - : ::)e:g:pas‘r;’dig:&outpufs

These features give you
an indication of the Mark (Il

RPENOrannGe _-_'_,__'_; 3
features mean little unless

iiéllzes are sfill a reality with

* PARAMID and mid shift

o Preamp and line outputs
* Power amp input
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Infroducing the newest additions to the sunn Professional Line: the Sunn|

result of over a year and a half of intensive engineering effort. They offeq

High power handiing, over 400 W program, is assured through the use of

96 oz. vented magnets. The cast aluminum frames and heavy suspen-
sion components allow long, linear excursion and extended service life

The Sunn SPL low frequency toudspeaker. ..newcomers you'll be hear-




























Translated from ROCK STEADY:

ONE MILLION TOTAL SYNTH PERIOD ARRIVE!?
WHAT! ONLY WEIGHING 860G! WALKING SYNTH COMING UP!

Electro-Harmonix, MINISYNTHESIZER Model EH-0400

Nobody predicts what kind of merchandise America produces. They made Atomic bombs to destroy
mankind which were not welcome to world. But this is different product. It is pleasure to introduce here a
musical instrument.

This is Minisynthesizer anyway this Minisynthesizer is real Synthesizer. However, only weighing 860 g. It has
own speaker, batteries operated (DC 9v/006PX2 or AC adaptor) and printed keys are in the board which are
special feature of instrument.

MINISYNTHESIZER is easy to carry in-door and out-door such as sea, mountain, park, bathroom, hiking,
walking, bedroom and in the car etc. Not only that MINISYNTHESIZER can be played through the outside of
amplifier and speaker by connecting the output jack to MINISYNTHESIZER which makes powerful sound as
a stage guitarist. '

So what is the function of MINISYNTHESIZER? Readers of this article think that MINISYNTHESIZER must
be very expensive to purchase or | am weak for mechanic and no musical talent to play. But this is wrong
preconception. Nevertheless, this MINISYNTHESIZER broke all such imaginations completely.

From the player side, you will surprise to see printed keys in celluloid paper board. This printed keys are
same as electric table liquid crystal (so called touch sense)—just touch lightly—you can hear the sound so it
is quite different from heavy piano play as physical exercise or finger exercise. MINISYNTHESIZER is just
touch the keys with your fingers then you feel as have played for ten years expert.

For example, press low volume some times press high volume repeat and release, MINI produce colorful
sounds-the function is simple but the production of sounds is great like color pictures.

Explanation from left with color slides:

Octave: Depends with switch turning control can be simple.

Pitch Bend Slider: Just like this name—upper and lower slides turning control or lead guitar checking or
sound effects etc.

Sub Octave: When slides this bar possibly lower sound can be controlled.

Phase & Phase Lead: When the Phase switch is “ON" can get chorus effects.When Phase switch is "OFF”
changes tone speedily.

All these bars are support for production of sound.

The next six controls all affect the MINISYNTHESIZER's filter to change the tone of the sound. The filter can

be swept, starting at the frequency set on the SWEEP START control, and stopping at the frequency set on

the SWEEP STOP control. SWEEP RATE controls the time it takes for the complete sweep. Higher settings

produce longer sweep times. If the two frequency controls are in the same position, there will be no sweep,

just a tone change. The tone can be changed when the filter is not sweeping just by moving the SWEEP

STOP control.

Impact Sensor ON/OFF: Depends when this switch changes filter touch-sense can be connected.

2X Filter: Turns VCT when change of subfilter add second filter can get similar to a human voice.

How can you imagine this small compacted body can produce such a powerful and colorful sound?

We can say, Rock Country of America produces over harmony and maximum color sound!

MINISYqNTHES!ZEFl is minimum control musical instrument and maximum effect which will remain in
istory?

How you can use this MINISYNTHESIZER? Is up to your idea.

Price is now Y 49,000. Very Cheap
Imported sales at your kindly store.
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is perfectly alright but you find
the EQ section leaves a little to
be desired. A couple of these
units are much cheaper than a
new desk incorporating such
facilities.

Noise Gate RA201

Noise gates can be very
useful tocls but used wrongly,
they can make matters very
much worse. More controls on
a unit let the experienced user
achieve good results but in
unexperienced hands it can
make matters very much
worse. Simply put, a noise
gate operates in the reverse
manner to a compressor and
so when a signal falls below
the selected threshold, expan-
sion occurs and the output
level is reduced by the degree
of attenuation set. When a
signal above the threshold
passes through the unit, the
tevel is restored and it passes
through uneffected. Simple
enough but in practice, it is a

little tricky.

Noise gates can be used in
many applications including
reducing the spill between
microphones, automatically
closing down unused mikes,
simple noise reduction on
multitrack tape machines and
in units with a keying facility
such as the RA201, as a
musical effect.

The RA201 is similar to the
parametric in the front panel
layout. At the top of the
module, the red and green LED
indicate the operation of the
noise gate. When the green
LED is illuminated the signal is
passing through the module
unaffected but with the red il-
luminated, the signal has failen
below the threshold level and
the noise gate is operative.

Then follows four controls
— sensitivity, attenuation
release and attack. For those
of you not quite familiar with
the operation of a noise gate, |
will describe how | would set it
up.

The first thing to decide is
whether it is possible to use a
noise gate at all on the signal.
Only when it was absolutely
essential would | ever consider
using one on a complete mix as
it would almost be certain to
interfere too much with the
sound. The easiest sounds to
gate are those where the noise
level to he removed is well
below the wanted signal level.
Examples of this are removing
the hiss from a guitar amplifier
when the guitar is not playing,
removing the rest of the drum
kit from the torm tom rmikes and
so tighten up the drum sound
and the ‘musical interference
mode’ of tightening up a.slop-
py bass player technique by
clipping his sustain. We will
take our first example of the
guitar amplifier to illustrate the
method.

My first step is to set the
gating threshold and on the
RA201 this is done by ad-
justing the sensitivity control
which is marked from +20dB
t0 —-60dB. If this level is set
toc low then even the noise
gets through and set too high,
nothing gets through. | play
with this control until | do not
hear the hiss of the amplifier
when the guitar is not playing.
The guitar may be sounding
rather unnatural at this point as
the noise gate is probably
chopping the sustain and at-
tack of the guitar sond. This is
the stage where it becomes
tricky. You have to decide the
degree of attenuation you re-
quire versus the effect it has on
the guitar sound — will you
hear the abrupt cut off of the
amplifier noise or the clipped
attack with all the other
sounds going on at the same
time in the mix? If the answer is
that you will hear it, then the
next step is to adjust the
release and attack controls.
The release controls how
quickly the noise gate becomes
operative after the signal level
drops below the set threshold.
If the guitar is playing in a very
damped manner and there is
no sustain on the notes, we
will be able to keep the release
fairly short and the gate will

cut the amplifier noise very
quickly. The RA201 offers
release times of 0.05 to 10sec.
If the guitar sound is sustained
or you wish the attenuation of
the amplifier hiss to bhe graduat
then longer release time is re-
quired.

The attack is then adjusted
so that when the guitar plays,
the gate does not clip the front
of the signal. ldeally the attack
should be on the shortest time
but often this will cause a click
to be heard as the gate
responds, s© you have to
lengthen the attack time a
small amount until this disap-
pears. The RA201 can be ad-
justed between 0.02 and 4
msec.

The next step is the degree
of attenuation. With our guitar
amplifier it may be possible to
use the maximum degree of at-
tenuation offered by the
RAZ201 of 40dB but as we have
said earlier this is very depen-
dant on the type of material
being processed. Often you
have t0 compromise and select
say 25dB to avoid losing the
sustain of a note or to avoid
the too extreme contrast of the
noise gate switching on and
off a noisy amplifier. The suc-
cessful operation of the noise
gate depends on juggling these
controls with respect to the
context of the tracks.

The Rebis RA201 also has a
key facility. The level detection
circuitry on the noise gate is
turned off and the noise gate is
permanently on until an exter-
nal keying signal is received to
turn the gate off and let the
signal through. There are many
ways of using this, such as us-
ing one track to key another
e.9. bass drum keying a bass
guitar track to keep them tight
together or a guitar track key-
ing a double track guitar to
keep the beginnings of phrases
in unison. A noise gate is a
very versatile device and the
RA201 is a very useful tool and
can certainly be recommended
and cannot be faulted at its
price.

Keith Spencer-Allen
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imitation Bowie sound -—
giam-rock USA). Others come
to him empty-handed, looking
for guidance. ”’| most enjoy do-
ing a production if it's a real
collaboration,” Todd says. |
like it if the person has a strong
direction or good performing
ability. On some of the records
I've had to take an inordinately
large role as producer. | either
have to give an album direction
it doesn’t have or try to doctor
up performances that aren’t
there.”

For Todd’s most recent pro-
duction (this past spring), he
took on someone who had
almost no idea of what he
wanted. Shaun Cassidy, who
has burdened the world with
some anemic pop tunes {Hey
Denie” was one of the better
ones), was ready to try
something/anything different.
“We decided to make a dance
record; 1 guess you could call it
a new wave dance record,”
Todd says. “! thought he could
do that successfully.”

Even if this decision does
not represent a purely crass
commercial move, it is still
wisely timed with “‘new wave”
being the latest movement to
co-opt. Generally, such com-
mercially viable moves for
Todd are geared more to his
sensibility than his wallet. Still,
Rundgren can often act as
smart businessman, taking a
cut of his production jobs
rather than a larger up-front
fee. This proved to be a great
investment in the case of Bat
Out Of Helf which sold over
five million units worldwide.
Still, Tedd claims to have been
shocked by the big buck suc-
cess of Meatloaf’'s album {(a
strange assertion since
Todd’s Wagnerian production
is just the sort of empty
schmaltz the public almost
always laps up.} “l don't con-
sider big productions to be
automatically commercial,”” he
challenges. “l find it {Meat's
material} tense music. It's
demanding emotionally so |
didn’t think it would necessari-
ly appeal to s0 many people.”

One production effort which

stands far outside of Todd's
tradernark Mr Clean whoosh of
sound is the first New York
Dolls record; a proto-
minimalist work and one of the
most brilliantly sludgy LPs ever
foisted onto the public. “That
album came out rawer than it
should have because of
sloppiness,” Todd says, ob-
viously not feeling that this
messiness made the disc more
coherent conceptually. “They
spent a good deal of time try-
ing to get what they thought
were certain types of sounds,
but ultimately they wanted to
be involved in the mixing pro-
cess and at the same time they
didn"t want to take as long as it
takes to really mix an album.
They demanded it be mixed in
the worst room in the Record
Plant just so they could get it
over with before something

they had to do in Long Island.

It was mastered on Mercury's
antiquated equipment. They
could have gone some place
good like Sterling or
something. A lot of the mixes
are muddy and not as good as
they should be.”

Rundgren also had some
problems working on the se-
cond Tom Robinson LP. “The
day before we started the
album, their drummer quit.
They bad to use a new guy
who was much better than the
other drummer. He had a lot of
personality in his playing and
was a session player. That
made the album sound studio-
ish, He played freer because he
didn’t know the songs. He just
used his session musician’s in-
tuition to pick up on what was
happening. Someone who
knew the material would be
more defined and straight-
forward. Also, a lot of the em-
phasis that was originally on
the guitar on the first album
shifted off because a new
keyboardist came in and he
was real good. You had to let
him play. So a lot of people
were upset about that because
the sound wasn't based on
hammering gquitar anymore.
We thought the album was
more focused than the first

{Power In The Darkness). The
band expected it to be a big
seller when it was released.”
Of course, the album turned
out to be a commercial
disaster, but Todd has become
used to an up-and-down trend
to his career, both as an artist
and a producer, Back in the
last Sixties, Rundgren was a
wizard, a true pop star with
The Nazz. {In a 1969 issue of 76
Magazine the editors wrote
how Todd “speaks a special
kind of language that can be
understood only by puppy
dogs, pussy cats and little
brothers and sisters”’). Yet
Todd immediately began

widening his career after that
band’s demise by putting in
some engineering work along
with his early solo efforts. He

engineered The Band's Stage
Fright record in 1970, but he
didn’t really strike people as a
particularly gifted studio wiz
untii he did the one man
Something/Anything LP.
Though Todd's main instru-
ment is guitar, he played every
sound on the double set. To-
day, he admits he couldn’t per-
form on them all with equal
prowess. ‘“The drums are
always the hardest to play,” he
explains. *’The bass is uncom-
fortable as well. On guitar you
can clutter up the notes
because you're playing them in
bunches. On the bass you have

to be more precise. It's hard to
be fancy. To play drums is not
just bashing away. To keep the
same meter going without
speeding up is a real trick. It's
also hard to get an un-sterile
sound on the drums.”

From doing this “‘one-man-
band” solo record, Todd pick-
ed up another production
signature which would- prove
helpfut in his later work with
others. He developed an
especially lush feel to. his
background vocal recordings,
something he later heard on
Queen’'s more operatic

“numbers,

Today Rundgren continues
to do solo recordings while
also working with Utopia — a
Marxist ideal of a band in
which all the writing is credited
to the group as a whole.

Also filling up his
hyperkinetic schedule is the
video studio, where he's busy
creating programs he hopes
will one day be bought by the
major networks. Visions of
Utopia videos running right
next to ““Three's Company’”
and “Those Amazing Animals’
dance in his head. The studio
is an impressive structure just
down the street from Todd's
house and Rundgren makes it
clear that ultimately, his work
here is not geared for the home
video disc market, though he
has done some quickie home
video pieces involving songs
off the Adventures In Utopia
LP. “Only ten thousand video-
disc machines are owned by
people in this country, so it still
doesn’'t mean anything com-
mercially. | want my videos
broadcast on TV. That's the
only way it can get to people. If
not a regular network, then
cable TV would be okay. HBO
is a big enough network,”

Rundgren seems to unders-
tand what he's up against try-
ing to get his fantasy-oriented
videos through to Freddie
Silverman (NBC Pres.) and his
ilk. “TV executives are not in-
spired people. They aren’t aim-
ing for the lowest common
denominator so much by in-
tention, théy just can’t.get it
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5-8A DALE END BIRMINGHAM B4 7LN Telephone 021-236 4992/3
The Apollo Catalogue includes Drum Kits, Accessories, Latin Percussion
Instruments of extremely high quality at prices well within every drummers reach.
Examples of Kits: —

Model 566 5 Shell Kit with first quality stands + fittings £349.88 inc. VAT
_ 518 5 Shell Kit with good quality stands + fittings £265.05inc. VAT

555 5 Shell Kit as 518 but in Sunburst finish £271.78 inc. VAT
404 4 Shell Kit with stands + fittings £204.14 inc. VAT
303 3 Shell Kit for the beginner £138.12inc. VAT

If you require more information on the full range of Apollo drums please send 20p to
cover postage and you will receive by return post our 15 page full colour catalogue.

TRADE ENQUIRIES WELCOME







SMALL THINGS
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Mike Vanden:

Mandolin maker

A few weeks ago, | received
a telephone call from a man
who said he was called Mike
Vanden, and would | like 10 see
a mandoline he had made.
Although there is considerable
interest in country music in
England, and several importers
offer Japanese made Gibson-
style mandolines at moderate
10 quite high prices, we do not
hear much about mandoline
makers in this country.

struments or photos which
look exactly the same.
However Mike Vanden's ver-
sion manages to sound sweet
and loud, at the same time,
which seems to be one of the
prerequisites of a good arch-
top mandoline,

Mike has been making in-
struments for aout five vears

specialising in carved, arch-top
mandolines and mandolas. He
has also made classical guitars
and is planning to produce
some arch-top guitars in the
near future.

Retail prices are about £285
to £385 for mandolines and
£385 for the larger octave man-
dola illustrated. Delivery is

about six to eight weeks for
mandolines. Normal trade ar-
rangements are available to
music shops, The mandoline il-
lustrated has a 13% inch,
352mm scale length and
measures 31mm across the
fingerboard at the nut, but
other dimensions are available

to order. Stephen Delft

On the appointed day, Mike
Vanden arrived with the two

instruments shown in the
photo: an F-style mandoline
and an A-style octave man-
dola. | was impressed with the
sound and workmanship of
both instruments and surprised
to hear that the mandoline
costs less than some of the
Japanese ones. It also costs
considerably less than the go-
ing price for 3 good Gibson
original.

| cannot say how ciosely it
follows the design of the
F-model Gibson mandolines: |
have yet to see two Old in-
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Tel: D44.335-2453

Wicraphone Sturds, Boor Sfands, Lignding Stancs, Loudeosaker Stands,
Chica Stands, Wuoas Stands. Amplifies Srands and Keybioard Stands,

The Peter & MNicholas Engineering Lo. Lid., Tonteg Rd., Trefarest, Mid Glamorgan,
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TO MAKE YOUR GROUP VISUALLY EXCITING
Now under one roof—AT DISCOUNT PRICES—you can find all the Special Stage Effects you
need to give your group that extra visual excitement on stage'

Scanner Spots, Theatncal Spots (200W. SCAW, 1000W), Telescopic Lighting Stands,

Colour Gels. Smoke Effects, Flares, Fog Plus Lighting Control Desks with Dimming and
Syt m, Hpana L e oo ] 0 o0

kvﬂ
Bogct Squitci' LIGHT £ SOUND

LATE SHOPPING EVERY WEEK NIGHT All shops open 10am-7pm Men-Fri 10am-6pm Saturdays.

Biggles Music
LONDON (North} BRISTOL 125 Ghurch Road, | GLASGOW
176 Junction Road,N12 5QQ.  SL. George BSS5 9JR. 1 Queen Margaret Road, 85 West Street Old Market
Tel. 01-272 7474 Tel. 0272 550550:550701 (O Queen Margare Drive),
LONDON (East) MANCHESTER Kelvinside Bristol 2
415 titord Lane, iiford, 251 Deansgate, M3 4EN G2G 60P
Essex Tel. 01-478 1153 Tel: 061-831 7676 Tel 041-946 3303 Tel: 0272 552147

WORLD-WIDE EXPORT SERVICE wWe are Britain's major exporters ot P A, Sound and Lighting.
Contact Dawid vincent—Roger Sgure’s Exporl Sales. Barnet Trading Estate, Park Aoad. Barnet,

Herts. England. Tel: 31-441 4007 Telex. 261993,

Studio Equipment Services Ltd.
Telephone 01-458 9133

Audio Reinforcement Ltd.
Telephone 01-341 1506

We not only manufacture and sell our

should try one on fold back!)
LI WE ADV DLUVL, T A VUL A AR AL Y

range of JBL Loudspeakers inciuding
Studio Monitors, Pro Series components

chagsis, plus we put replacement diagrams and conses.

Tape recorders, cagsette decks and mixers by Revox, Teac, Tascam.
H/H Mos-Fet range of power amps.

Beyer Microphones, stands, headphones and accessories.

XLER’s, Jacks, Gasser Tape, Cable, ete.

Servicing of most types of pro audico equipment undertaken.

We offer a custom built loudspeaker enclosures service suitable for all FORMULA
Our manufacturing facility hé.s capacity for special project (custom SOUND L'MITED
; Kl QU O 8 WO PROGIU 3 Waterloo Road,

As a professional audio company with many years of experience in Stockport SK1 3BD.

(Above Strawberry
Recording Studio)
Telephone: 061-480 3781

systems designed and manufacture we can offer you the best possible
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MOUNTAIN STUDIOS

Comfortable, accoustically

treated, 600 sq ft Studio Far-

mhouse with 7 bedrooms,

lounge, colour TV, Sound

System, pintabls, TV games,
etc.

PA, Backline and 8T Recording
Available, Easy access M4.
Rehearsal Rate:
£25 per 24 hours
£150 per week (self-cataring)
Catsering £5 psr person
per day
Discount for biock bookings
Details and Brochure

Tel: {055) 83 301

i —;|
Fully professional 8
track studio. Free
use of drums and
keyboards.
Equipment includes:
Revex, Tascam,
DBX, AKG, etc. and
many outboard
effects.

RATES:

£6.50 per hour

or

£60.00 per day

Live recording from
£15 per Gig
Tel: 01.653 7744
{anytime)

WHAT HAVE ALL TH.
FAMOUS DRUMMERS
GOT IN COMMON?

Phil Coling; Keef Hardey. BrysonCGraham
{Alvin Lee & Spooky Tooth)Gzaham Broad
{ Bandit)

They tuve of had lessons from:
Ryan. — Have ym?
ot 01838 A341i874 8619

EARTHBEAT STUDIO
4-track — £6 p.h.
. Per Day — £35
We work for the musicians, not
for millionaires
28 Dartford Avenue,
Eccles, Manchester
Tel: Manchester (061) 707 2217

music 'JENN . cenTRE

16 TRACK STUDIO (2)
£11 per hour + VAT

Free use of instruments

Ring 01 - 534 5472

- ALSO
free space invaders

ROCK, JAZZ
AND FUSION
Postal Guitar Tuition
Emphasis on
improvisation
TEL: LEEDS 689062

F
D.LY.
AND CRSSeTTES
133, Park Road

BlackpoolFYt 46T
Enq: (0253) 23095, (sivgiol

EEL PIE

*2 CAMERA VIDEOQ
* 8-TRACK RECORDING/
PLAYBACK
* PROFESSIONAL STUDIO
£66 PER HOUR
Details: Ed Pie, Shepperton
Studio Centre
Telephone: {09328) 62688

PRACTICE

DRUM KIT;

WHY HAVE NQISE PROBLEMS
§ drum complete practice units,
Excellent drumstick feel. Fully

adlustable, £66.,00. Send stamp to:
Bill Sanders, 84 Cornwall Avenue,

Southall, Middiesex, Personal
attention 01-578 ZQOQE(evenlngs)
DELIVER ANYWHERE IN U.K,

SOWTER

Minjature Bridging Transformer

Type 4567
Qutstanding pertarmance with small size 7

10K/ 10K far levels up to plus 200Bm,

Mumetal screening can 33mm diameter
2mm high.

Leasflet with fuli dersils on request.
P.O, Box 36, ipswich, England.
Tel: (0873} 52794

For Supar Juaiiey Mastar
Diaze. Damno Disca and
COUNTY Prassings, Scully Jathe with

RECORDING ovr 1=t MKWEQ Steren

Cuming System; s Tt
SERVICE spead outting for thatyvary

apecial dsc.

Dolby “A', Dolby '8 and OBX

noise réduction,

Tesaphone Brachnall

10344)64938, Londan Road,

fiinfleid, Bracknall, Berke

AG12 688

AMERICAN RECORD
COMPANY
(CALIFORNIAN BASED)
SEEKS

Please forward tapes &
photographs together with s.a.e.
for safe return to: Forum Music,
44-46 Earls Court Road, Kens-
ington, London W8 6EJ.
Note: No callers please.






















