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string bass giving a superb effect. Bass section can be
switched in and aut. When out you have the facility of the
full 5 octaves playing regular piano or switch facilities
to give you honky-tonk or harpsichord. Both piano and
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portable with carry case and stand.
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It is my intention to prove beyond any shadow of
doubt that these latest high quality guitars are
W\, & combination of superb modern design

>, and highest tonal reproduction

® the facts

This high quality range of guitars from have 0o

maple inlay in rosewood design back

fast action rosewood fingerboard

chromium plated steel machine heads for extra strength
and fully adjustable bridge and neck

/
/ exhibits
KDG 88
~ /  Full size Jumbo £66.00 (inc. V.A.T.)
/ KDG 60
Classic Delux £47.50 (inc. V.A-T.)
KDG 77 .
Delux Folk £58.95 (inc. V.A.T)

KDG 812 .
Delux 12 String Jumbo £69.95 (inc. V.A.T)

open & shut case

Don't let this good looking plush lined case fool you
it's hard, it's tough and it's FREE
with this range ofguitars

summing up

— " It only remains to bring to your attention the impeccable
B e record of W.M. 1. () guitars - a company of long
e s — standing with skills compiled over half a century

These instruments are now available in Great Britain in your local stockists
i JUDGE FOR YOURSELF

case closed

WMI Ltd. Pontygwindy Industrial Estate, Caerphilly, S.Wales tel. 0222 883904



YOUR LET TERS
AND QUERIES

RHYTHM

Dear Sir,

| have been playing a classicai
guitar for a few years but now [
have been offered the chance of
playing rhythm guitar in a band.
Could you please give me some
idea as to the type of guitar which

is best for rhythm ?

Yours faithfully,

Nigel V. James,
Dorchester.

We're not sure of the price
bracket you have in mind,
Nigel, but one guitar we
would really recommend for
you is the Fender Telecaster
which will cost you around
£165 (plus V.A.T.). As well as
being good as far as rhythm
sounds are concernad, having
six tone ranges, it is also ex-
cellent for fingerstyie playing
which, as a classical guitarist,
you will probably want to
work into your electric tech-
nique.

TRUSS-RODS

Dear Sir,

In recent issues of your maga-
zine two letters were published
relating to the adjustment of truss
rods and their function in guitar
necks.

In my experience — mainly con-
fined to Stratocaster and Tele-
caster necks — the optimum play-
ing action, i.e. the lowest string
height above the frets, without
rattle or buzz when a string is
struck, is achieved with a very
slightly concave neck. This re-
quires that, for a particular gauge
of strings, the truss rod should be
adjusted to give the required
degree of warp in the neck while
the strings are lowered, by means
of the bridge, to the optimum
height.

The degree of warp is found by
trial and error but is always a very
small amount. Necks such as those
on Les Paul Custom guitars, which
have a substantial proportion
supported by the body and heel
and, therefore, are not fully
adjustable over the whole length of
the fingerboard, may not give the

required neck curve.
| would like to point out that
this is an extremely refined adjust-
ment and unless everything else
involved in string action improve-
ment is correct, then the effect of
this technique will be swamped by
these other factors, especially
string height at the nut or zero fret.
With all the above-mentioned
adjustments made, using light
gauge strings and an average play-
ing ‘attack’, it should be possible
to obtain a string clearance of
1/16th inch at the 21st fret on a
Stratocaster without string rattle

occurring.
Yours faithfully,

Michael Muirden,
Aberdeen.

SESSIONS

Dear Sir,
| am interested in session work
and wonder if you could give me
any information about how to go
about getting into this sort of job,
what’s expected of the musician,
etc.
| am a semi-pro. lead guitarist
living in Basildon. | would also like
information on how to join the
Musicians’ Union.
Yours faithfully,
R. J. Lane,
Basildon, Essex.

The address of the Mu-
sicians’ Union is 29 Catherine
Place, London S.W.1. If you
drop them a line they’ll give
you full details of how to join
and the services they offer.
Regarding getting into ses-
sion playing, this is an ex-
tremely competitive field, as
you probably know. You'd
have to be able to read music
well and also be an extremely
versatile guitarist, intuitive
enough to be able to adapt in
an instant to what a particular
artist expects of you.

Here, again, the Musicians’
Union will doubtless be able
to offer you good advice but,
as a lot of groups and artists
prefer using people they al-
ready know on their record-
ings, it's advisable to get as
many personal contacts as
you can in the music circle.

HELP!

Dear Sir,

Please could you put me in
touch with a recording company
that would be interested in a multi-
instrumentalist. | am 16 and play
the following instruments; piano
organ, synthesisers, etc., six string,
12 string and bass guitars, mando-
lin, trumpet, bugle, percussion in-
struments, jaw harp, autcharp, re-
corders, xylophone, glockenspiel,
and others.

| haven’t the facilities to be able
to make a demo tape but would be
most grateful if you could help me
get interviews or such like.

Yours sincerely (and hopefully),

Michael Kennedy,
Grantham, Lincs.

It really is a difficult task
you're setting us, Michael.
For a start, you don’'t say
either what type (or types) of
music you play, what you
specialise in, what standard
of proficiency you've attained
on your instruments, or what
kind of music you want to get
into.

Do you write your own
material? Are you capable of
arranging numbers for various
of your instruments? Do you
wish to be a one-man band or
to join agroup?

You see, there are very few
companies, if any, who would
have the time to listen to
someone who isn’t actually
playing any gigs they can go
along to. Practically the only
way of getting anyone to
listen to you these days is by
approaching them with a tape.

We're not trying to be pessi-
mistic, just realistic. Don’t
you know anyone with a
reasonable tape recorder who
would allow you to record a
demo tape on it? Itis possible
to find shops where you can
hire one for a day or a week-
end. Failing that, you can still
get an hour’'s studio time ex-
tremely cheaply, for as littleas
£5 per hour in the smaller
studios, which is all you need,
really. There's no need to do a
16-track demo tape!

It's worth a couple of

weekends’ work to save up
the money because once you
have a tape demonstrating
your musical ability, you will
be able to approach any record
company and give them an
idea of what you are capable
of.

OVERSEAS

Dear 8./,
| have only been in N.Z. a
couple of months now and have,
therefore, only read the Dec. ‘73
and Jan. ‘74 issues of B./, it not
being available in the States. The
articles on Mott The Hoople, Yes,
and Ten Years After were out of
sight. The Les Paul Story was
interesting but | have a Recording
Model and was hoping some info
would be included on that guitar.
Could we see some articles on
the space rocker himself, David
Bowie, and Hawkwind and Gene-
sis in the near future ? Thank you.
Also, please could you give me
some details about subscriptions
to your mag.
Yours sincerely,
Malcolm Pickup,
Napier, New Zealand.

Here are the latest sub-
scription rates for Common-
wealth Countries. A vyear's
subscription by sea mail costs
£5.50 and by Air Mail, £15,
payable by International
Money Order.

TUTOR

Dear Sir,

In your Letters & Queries
feature on page 4 of the June
issue there is a letter asking for in-
formation about drum tutors by
Philly Joe Jones. The published
reply says that there is nothing
listed.

In fact we do have a drum
tutor called Brush Artistry, which
was written by Philly Joe Jones
specially for us, about four years
ago. This tutor, as its name implies,
deals with the use of brushes (for
which Philly is renowned), and is
available from all Premier dealers.

Sincerely,
Roger B. Horrobin,
The Premier Drum Company
Ltd.
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about some

guitars.

By Ray Hammond

HERE is seemingly no way that

Steve Howe can escape from
music. After a lengthy and tiring
U.S. tour, holidaying in his new
Hampstead mansion, his head is
still filled with guitars and record-
ing. As you talk with him a Martin
is draped carefully against his
chair and you get the impression
that speech is really no more than
an interruption of his more favour-
ed form of communication.

Howe the musician has nearly
cut the throat of Howe the
businessman. Over the past three
years he's been poking into the
dusty corners of secondhand
dealers in Dallas, Cincinatti and
Ohio buying early electric and
acoustic guitars in all states of dis-
repair. Originally the guitars went
into the Howe collection but in
recent months Steve’s had a slight-
ly more mercenary aim in mind.

RENOVATION

The Howe guitar shop is due to
open about now.

‘The idea really came to me
because we had some spaceabove
a shop that Alan (White) and | had
bought. I'm a health food fanatic
and we used to shop at this par-
ticular health food shop in Hamp-
stead. When we heard it was going
to close down we decided to buy
it, just to keep it open, not really as
a money-making thing.

‘Some space over the shop was
vacant and | originally thought that



| might just start a guitar repair
workshop there. My interest in old
and unusual guitars has really
grown too big for my own collec-
tion and I'm quite sure that there
are many guitarists who would
like the chance of buying a rare
instrument. Sam Li (see the May
issue of Beat Instrumental) is an
old friend of mine and he’s looking
after the repair and renovation of
the instruments. Wherever possible
the guitars are being restored to
their original condition.

‘For that reason I'm afraid they
aren’t going to be cheap but |
think that if a guitar is rare it has to
be valuable, quite apart from the
fact that nearly everything is im-
ported from the States.’

The instruments that Steve
doesn’t bring back with him are
shipped to London by a New York
firm who specialise in the freight-
ing of valuables. Nevertheless, it
must be a risky operation.

‘We've been very lucky so far.
The people who pack the guitars
really know what they're doing.
They can get half a dozen instru-
ments into a very small space and
they're really packed well enough
to stop them being damaged. We
have to take a lot of them com-
pletely apart anyway when they
arrive.

‘I'm trying to avoid the usual
guitar shop type of atmosphere. |
don’t want to have any usual shop
furniture like a till, | just want it to

be like somebody’s front room.’

Steve maintains that he doesn’t
want to become a business head,
but it seems that it's going to be
difficult to avoid.

‘It's a fact of life that you can’t
spend money unless money is
coming in. The Health Food shop
has had a hard time. | feel sorry
when we have to say "we can’t
get a new carpet” to the people
who work in the shop, because
there isn’t enough money coming
in. The balance sheet at the end of
the year has to be observed.

UNKNOWN

Steve’s mainstream career with
Yes will enter a new phase in the
autumn when the band’s next re-
lease appears on the Fragile label.

‘The label is only a subsidiary of
Atlantic records really. The idea
stemmed from the fact that we had
our own management company
which we had all forgotten about
really. We all thought we were
going to take on other artists, but
we found we just weren't ready. In
five years’ time, when we’re not
touring any more, we’'ll have the
time and V'll be able to work for
other people. The idea of the record
label was an easier way of getting
other acts involved with us, finding
people we really like, offering them
a good deal and saying: ‘We're a
good time record company !

‘'We were hoping to get some

really outstanding artists together
but | think that’ll wait a while. I'd
like my own album to be the first
release on Fragile. There’s likely to
be three of our four artists joining
around that time. I'm not worried
about getting involved with the
business side of a label. We're
going to get somebody to run the
label and because Yes can jump
so easily from the black to the red
at the bank we think we can
balance things out. We're not pre-
tending we can lay out thousands
of pounds on unknown groups be-
cause we can't, we're really after
established artists.’

The album to which Steve
obliquely referred has been sched-
uled for some time. A year or so
ago he was planning that his debut
solo album should be a guitar work
record in concert conditions. Now
he has very different ideas.

INSTINCTS

‘My songs are now bursting
with a semi-blues feel. I'm mostly
involved in five-minute songs
now. As much as | used to say in
interviews “those boring blues
guitarists”., | was always after
becoming a blues guitarist myself,
but something of a different blues
guitarist. | was very surprised. I've
been merrily recording on home
tapes and then | listen to them and
I realised “they’re bloody blues,
man”’. One can never hold back on

one’s instincts. Things are just
progressing.’

In general guitarists go through
periods, rather like an artist might
have a red period, in which they
are developing their acoustic or
electric skills. Is Steve concentrat-
ing on one or the other now ?

INTROVERTED

‘I really don't want to con-
centrate on one style or the other.
At home | only play acoustic
guitars and when I'm called on to
work | usually feel that it's easier to
work on an electric because I've
been playing all these monster
guitars. | work well on ideas on the
electric guitar and someone who
shall remain nameless thought |
was an awful acoustic guitarist but
a phenomenal electric guitarist.
Possibly he was trying to hit me
below the belt because the
challenge of playing an acoustic
guitar is far greater really. | started
playing recorders and I've started
playing a bit of keyboards and
drums and | don‘t want to get too
introverted about my music. |
thought | was a guitarist — and
basically | suppose | am — but |
developed this kind of sideline
about writing songs and words.’

The first session for the Howe
solo album has already been
booked and on his own admission

continued on page 9
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STEVE
HOWE

continued from page 7

Steve will be happy to come out
with nothing but the experience.

‘The system I'm using is that
Alan (White) and | are playing bass
and drums, we're going to do a
couple of songs like this. The
album is going to be a variety of
my possibilities with a guitarin my
hand. We've thrown these songs
around the group and we're hoping
they're going to develop in the
studio. Other people’s opinions on
my songs concern me a great deal.
As soon as any one shows any
interest in my songs I'm in there
saying, ‘Well, what about this bit,
or this bit?" | thrive on enthu-
siasms.

WEIRD

‘It's very much a guitar album,
because there’s a lot of sections
which are just guitar improvisa-
tion. I'll be lifting different guitars
out of my collection and taking
them along to the studio to get
different sounds, | enjoy doing that.
| got a kind of format together.
There’s one or two of my solo
guitar pieces, three or four of my
songs, and one of my rock in-
strumentals.

| write these weird instru-
mentals that don’t really bear
much relationship to anything I've
heard, but they're structures with
guitar melodies and incorporate

really all the instruments, guitar
bass, drums, moog, etc., really all
playing together, not in an orches-
tral way, but almost back to when
the Ventures used to play their
instruments together. | like to get
the bass and drums doing their line
and then have a middle section of
different guitar sound or moogs as
a kind of backdrop and then the
lead instrument being the guitar
having lines to play and im-
provisation to fill."

Some might feel that most of the
Yes men have been rather slow
about getting out their solo
albums. The only exception being
Rick Wakeman who had a re-
sponsibility to the record label he
signed to during his time with the
Strawbs.

PUSHED

‘The record label has been
really fantastic, they've been wait-
ing for me to be ready. They've
never pushed me at all about it.
There was a philosophy in the
group that the longer we waited the
better they were going to be. That's
why none of us, except Rick, have
rushed to do them. As soon as
record companies have commit-
ment on you they're talking about
two albums, not one. | think like
that, | think about doing my
albums. If { only had the chance to
do one it would have to be so
good. Thinking | can do one this
year and one the next makes it
easier.

SPIRITUAL

Like all cycles, the Yes trail has
to have a peak. Some might feel
that it has yet to come, others that
it has long gone. Isn't Steve
frightened of delaying his album
release until it's too late ?

‘The peak’s a very hard thing to
judge. | thought we'were at a peak
when we did Close To The Edge
and then Yes Songs wasn't a peak
here but it was in America, because
America seems to like having the
whole lot thrown at them in one
package. Obviously | see me
making albums long after Yes has

ceased. | thought we were at a
peak with Topographic Oceans,
but | think there’s another one
coming. We want to take music
even further. We constantly try
something, we're not sure what it
is ourselves, but we hope it's going
to move more towards a spiritual
thing for us to be together.’

We've
named it —

"RO0LJGAN
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Ouestion...

Interviewed by Ray Hammond

SPARKS

PARKS are new and the new always seem to have an amazing
background these days. Were the gullible media to believe the
suggestions about the frontmen, the Mael Brothers, it would seem that
two new superstars kindly decided to give Britain the honour of allowing
their discovery to be made in her territories. The truth is very different.

Sparks broke in quite a calculated way. Island records is one of the
most powerful promotional machines in the record industry. Their own
track record is so good that a new Island signing is in itself of interest
because the stoical and usually immovable Muff Winwood (remember
him) and the less obvious although totally autocratic shop owner Chris
Blackwell think very carefully before saying yes.

So the buzz went out about Sparks. We are led to believe that
Sparks started the ball rolling when they toured here in October 1972,
but in reality they failed to make any impression and, anyway, they were a
different band — only the Mael brothers being common to both.

Roxy Music enjoyed the ‘Island Buzz’ a while before they broke, and
Sparks rode on a similar wave. This is not intended to be derogatory to
their music, today, which is almost incidental to the method used in ex-
posing it.

The brothers are really nice. They seem to be deliberately ambiguous
about their sexuality in their opposing images and their privileged U.S.
backgrounds (child TV models, UCLA students in LA) lessen the impact
of their success.

Nevertheless the brothers are still early enough in the business of
handling interviews not to have got beyond a limited selection of glib
answers to the most obvious of questions.

From time to time | may be unable to decipher my tape accurately, and
ifl accidentally attribute a quote to Ron when Russ uttered, or vice versa,
! apologise.

ﬁ‘:'{"

Bl: When you formed the New Sparks did you consider it
would be a pushover to break the band in Britain first?

Ron: One reason that we came here was that we thought it would be
easier for us to get good audience reaction. There isn't the kind of
universal musical feel where everybody is completely attuned to music,
the barrage of papers, the TV shows, etc., it's all still a real thing in the
States, but here it's in essence. Plus people in England really seemed
bored with music.

Bl: Did you know they were bored before you arrived ?

Ron: Oh no! This is a révelation of the past few months. [ don‘t seeitin a
negative way, it’s just that it's created a situation where there has to be
something to do and rock music is what there is to do.

Bl: Was it a calculated move for you to break in Britain before
the States?

Russ: No. We were at a point in our careers when we wanted to make a
change. We had had two albums out in the States and things were just
going O.K., not really breaking. So we thought we’d just like to split it
and change everything around us. We thought we’'d like to come to
England because we toured here over a year and a half ago. It's not
that we thought it would be a pushover, we just wanted a change.
England’s just another centre for music, | mean, LA’s one centre, New
York’s another.

Bl: But Britain's such a small market, it's around number 8 now,
I think. Weren't you bothered when you thought you were
going to put all your energies into a market that was so small?
Russ: We're going to put the same efforts in at home, we always have.
Bl: So why do you think it's happened here, when it didn't
happen at home for you?

Russ: | don’t know, maybe it's just that the time’s right. We haven't
adjusted the music and said ‘Right, we've had two albums in the past
that weren’t that successful, let's do something new !’

> B
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Bl: Have you got used to the people in the streets recognising
you yet?

Russ: No, | just went to buy some shampoo, and | just couldn’t get it
because there was a real scene in Woolworths. We enjoy being popular,
but we still need to get shampoo and things, so it can be a real pain in
the neck.

Bl: You wanted to make it for so long, is it as good as you
thought it would be?

Ron: Oh, it's better. The only thing that’s strange is that you're not really
aware of it happening. You see the charts and you see the record listed,
and you can't, or aren’t aware that that's you, you know. You see it as
another band with the name Sparks. We enjoy it in a certain kind of way.
if you knew somebody in another band and they began to achieve
success you'd probably feel a lot better for them than itis for you.

Bl: So you can’t really believe it's happening, then!

Russ: Oh, you can believe it, but then it becomes that having the No. 2
record isn't that significant because when somebody else has it, you go,
‘'so what's that ?’

Bl: Who thought up your image ?

Ron:Umm .. .er...|dont see it especially as an image even. The con-
notation | have of an image is where you actually sit down in a health
food restaurant and work it out. It wasn’t that way. It was just sort of
doing it and finding something that was us.

Bl: How long was your hair a year ago ? (to Ron)

Well . . . when | first came to England it was long. It was at the point
‘where, for me, | could see that being a Rock and Roll type of person
wasn't right.

Bl: Did you not have a doubt about the adverse effect on the
band?

Ron: From the people close to us, yes. No one really liked the hair cut.
Russ: We wentinto a hair place one day and | had an inch off and he went
in and he said cut it really short and that’s how he came out.

Bl: What about the rest of your image, the non-smiling, not
participating keyboard player?

Ron: Oh, I've always been that. I'd look like a real idiot if | leapt about.
Bl: Are you very experienced in stage work ?

Russ: Yeah, we've been doing it for the past five years.

Bl: You're not bored yet?

Ron: No, we get a real kick out of it. That's why we're doing what we're
doing, we get a real buzz out of going on stage. Recording is really good
in another way. You've got to enjoy both to be totally satisfied.

Bl: Tell me what gear the band uses. |

Russ: Well, we own all our own gear but we hire a PA system.

Bl: Was the band well financed beforethe hit?

Russ: Yes, it was. Island has been really good in that respect, we got
everything as an advance. | don’t know what PA we’ve hired. Ron’s got
an RMI electric piano and we use Marshall and HH amps,

Bl: How do you get on as brothers?

Ron: Well, we're so much at odds anyway that we really don’t have
that many conflicts, we haven’t got many similarities as part of the band.
Russ: I'm thinking of kicking him out of the band because I'm getting
pretty good on keyboards.

Ron: I'm going to quit anyway. No, the real things that bother us are
who uses all the hot water or who gets to take the first bath, things like
that.

Bl: You’re right in the first flush of success. Have you had long
enough to stop and think that perhaps what you‘re doing is just
trivial in life terms?

Russ: We were recording a single recently and we were sitting there,
spending three hours getting a bass drum sound. | mean, we were totally
absorbed in that. All of a sudden | stopped and said‘tp myself ‘Wait a
minute, what are we doing ? We've been here for three hours worrying
about a bass drum and what relevance has that bass drum to life in
general ?’

Ron: | mean, we spent £120 just getting that bass drum sound!

Russ: Yeah, and then we stop and think, but it’s important to us and it
might help us, you rationalise in fact. The other time | stopped was
coming back from Hamburg on a plane. It was a really horrible ride, we
thought there was a bomb guy on the plane and everybody was ordered
to take their seats and the plane started shaking and | gotreally frightened.
At that time | asked myself ‘"Why do | have to fly on planes everyday,
there has to be something better in life than this’. | guess things could be
alotsimpler in life but you rationalise and once again you think, yeah, but
this is what | really want to do.
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LEADING QUESTION:
SPARKS

continued from page 11

Bl: Do you come from rich parents ?

Ron: Fairly well off, yeah.

BI: Do you have a social conscience?

Ron: | used to have one actually. | used to do things like in Los Angeles
there’s the Watts area and | gave musical instruction there for a while,
taught the guitar actually. After a while | started to ask myself those sort of
questions, like is this really helping them or am 1 doing it to ease my own
conscience ? And then | got really busy and | didn't have time to do it and
then 1 realised that it was obviously just helping me. So | don't know
what the real answer is.

Bl: So you’'re going to make it on your own terms and the wider
questions like poverty don’t bother you too much?

Russ: Well, right now we're so engrossed in what we're doing, our vision
is just like in a tunnel and 1 think that’s how it should be at the moment.
We want to do what we're doing more than anything else. This will sound
conceited, but what we're doing wouldn’t be as good as it is if we were
concerned with other things, right now. | mean, if we could see what
we're doing from another angle, it wouldn't be the same. For us this is no
stepping stone. What we’re doing now is it.

Russ Mael
12

Ron Mael

Bl: | suppose that most of us are seeking happiness, do you
really believe that success in this business will bring you that?
Ron: Well, first of all 1 would contest the idea that a person’s aim is really
happiness. | don’t believe that such a thing as happiness is a state that
lasts for a long time. | think there’s individual moments of happiness, like
having a bite of apple crumble makes me really happy, but | don’t think
that happiness can be maintained long. Personally, | don't want to feel
contented, because | reckon I'd be in trouble if that happened. Then 1
would just be a contented vegetable. I'm just fascinated with the thing of
energy and excitement and it seems that achieving a contented state is
not what I'm looking for. | think that anyone who's really contented is
half de=d.

Russ: | can be content with small things. | mean, you can be content
because you have a good house but then when you're in your good
house you start shooting for something else. You have to have some drive.
| think the drive is the end in itself. If you buy a good house you get it
because you’'ll have a better environment from which to work for some-
thing else.

Bl: Surely the moment you realise that the drive is an end in it-
self and not a means, you cancel out any need for the drive?
Ron: All the time you’re driving you're getting a feedback along the way.
As you come across something new you're getting charged up and that's
what pushes you along. You don't have a choice of continuing or not
continuing, you just get carried away with it.
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all that ghit

FEW people seem so obviously manufactured for the current pop
charts as Alvin Stardust (alias Shane Fenton, christened Bernard
Jewry).

He first cropped up, nicely quiffed, at just the right time in the early
60s, to score a string of chart successes such as Cindy’s Birthday and
Five Foot Two, Eyes Of Blue. Then he vanished from the sight of all but
the regular North of England cabaret goers, only to reappear in the eye
of the general public, again at exactly the right moment for his image,
mean, lean and leathered, posing and totally image conscious.

Was it luck, his own intuition, or sheer good management
and manipulation that's got him back at the top, a decade since his last
chart appearance ? You can’t say he’'s doing anything new. Lou Reed,
that long streak of skinny, bisexual viciousness, had already projected
his kinky image on stage. Gary Glitter had taken the skin-tight clothes
and mean, pouting look and cleaned it up for the kids. Stardust fits
somewhere between the two, more vicious, more ‘untouchable’ than
Gary, butcher, yet with Reed’s aura of kinky sexiness conveyed by the
silky, skintight leather and chunky jewellery.

Just how much of this is the real Bernard and how much was donned
with the Stardust costume? ‘| hope | don’t have to keep changing my
name to remain successful,” he remarked a while ago. ‘I could eventually
end up forgetting just who | am.’

It was a great surprise when Alvin turned up on a warm summer’s day,
completely clad in leather, wearing all his stage jewellery. ‘Don’t you find
it uncomfortable in this weather ?’

‘Not really, if it's that hot 1 don’t wear it.” At the end of our interview he
sprang into the loo to change into an ordinary pair of black trousers, ad-
mitting that it was a trifle warm.

Does he then only carry the leather thing so far for the sake of his stage
image ? ‘No, I've always liked wearing it, and my act just gives me the
opportunity to wear it more often.’

With him was a briefcase containing, apart from the usual change of
socks and undies, his famed black leather gloves and extra wristbands
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'ALVIN OWNS UP

and jewellery which he donned for photographs, after strictly refusing to
let our photographer take any ‘natural’ shots during conversation. He
didn‘t smile once till the camera was off him then suddenly he became a
different person, warm, quiet and friendly, with a slightly hangdog ex-
pression almost as if he was slightly confused as to his identity.

For a guy who's been in the business for so many years and, he claims,
never been forced to take any job outside music in order to earn his
living, he has worn extremely well. He’s slim and fit, relatively unlined,
with no trace of the flab that afflicts Gary.

He really is a very nice, friendly, homely sort of guy, the sort any girl
could take home for Sunday tea if it wasn't for the leather and accoutre-
ments. They seem so oddly at variance with his manner and personality
that the most obvious conclusion to draw is that it is all purely for
dramatic effect, purely for the hyped image. But Alvin was giving nothing

away.
KICK

He admits that he relies on manager Michael Levy and producer/
songwriter Peter Shelley as utterly as a blind man relies on his guide dog,
even to the extent of subjugating one of his big personal ambitions that s,
to put out an album of his own rather folky compositions which,
naturally, wouldn’t fit in with his image.

One expression cropped up again and again in Alvin’s conversation
and that was the two words, ‘owning up’. Paradoxically, he doesn't.

‘I'd like to record a whole album of my songs — I've written lots — but
the point is | never made it before | started recording Pete’s songs and he
was producing me this way, so | think it would be senseless for me to
take something that was a flop before and make it a bigger flop now. Lots

rsis not stardust

of people have things they’d like to do but you have to sit down and own
up as to whether it's right to do.

‘And | think you have to rely on the person you've put as your top
man. Pete Shelley decides, in effect, what we record and what we re-
lease. If we're knocking around with something and I like it and he says
to me he doesn’t think that’s right, then | don’t argue. Why should | ? It's
stupid. He writes better songs than | do and is producing better records
than | could produce.’

Alvin’s definition of success is having the right song. "Without the
right song, the right record, the greatest publicity campaign in the world,
even if millions of pounds were involved, would still fall down.’

He had the lot and it worked. Naturally, since the song, the name and
the promotion were all provided by Messrs. Levy, Shelley and Co,, it's
understandable that he doesn’t want to veer from this success formula.

But formulae must be up-dated before the glitter and the stardust wear
thin. During our conversation in the office of his tour manager, who re-
mained in attendance throughout, people were constantly popping in
and out, shaking Alvin’s hand. It turned out that that day was a big day in
the Stardust calendar, the day when the Big Change was to be in-
augurated.

‘Michael and | are going out to lunch to discuss the path my career’s
going to take in the future,” was how Alvin put it, but he would give no
clues as to which direction it would take. Perhaps he honestly didn’t
know.

Whatever happens, this second time round trip isnt turning Alvin on
half as much as his initial success as Shane Fenton. Now he's a married
man, deeply involved in home life and missing it when he’s out on the
road.

‘| feel | appreciate what’s going on on the music scene a lot more now
than | did before, but | don’t get as big a kick out of it now.” Why?
‘Because then | thought | was a Superstar. | had a record in the charts and
sold out the concerts.’

Mind you, he’s certainly doing betfer now as far as making money’s
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ALVIN STARDUST continued from page 15

concerned. Whereas before he lived in a house in Knotty Ash in Liver-
pool (an actual district, not a figment of Ken Dodd’s imagination), and
had his night club in Warrington. ‘now I’ve been able to go out and buy a
house, the rates on which cost me three times as much as the mortgage
on the one | was living in in Liverpool. We've got ‘phones in every room
and far too many bathrooms and toitets.

"Now ['ve got two houses in Liverpool, one in Mansfield, one in
London and my nightclub. Not a bad progression in six months.’

He doesn’t reckon that the music scene has changed much since the
old days. ‘In fact’, he remarked, 'l think a general comment about my
career is that the only thing that's changed about the business is that
they make better amplifiers now ! And it's easier to get clothes made any-
where you want.

"The only other thing is that if the standard of musicianship hadn'tgone
up it would have been a sad state for the world.

What made him decide to give rock a try again ? ‘"There, again, as | said,
it's owning up time. | have tried several different types of groups, pro-
gressive bands, soul bands. . . . Had somebody like Zeppelin not been
lucky and got with the right people to get them the right sort of gigs and
exposure, by now they’'d probably have split up. But they were lucky, the
same as | am lucky now.’

Did he actually think, ‘well, | was making it in rock and roll originally,
so I'll have to try that again if | want more success’ ? ‘No. Basically | was
working in cabaret and then | got sick of it and | thought, I've got a six-
piece band and I'm paying everybody and | was getting less than them
and they were all complaining about me making money just because |
was doing the organising.

‘So | sat down and thought to myself, well, I'm booking us as Shane
Fenton so obviously it's me people come to see, so why am | wasting all
this time and effort ? | might as well get a bass player and drummer and
practice a bit on the guitar ‘cos |'d seen people going around just playing
chords, a lot worse than | was playing, and going down a storm. So | got
some old rock numbers together on the guitar and | found | was living it,
just really living it.’

Many of his poses are taken from people like Eddie Cochran and Gene
Vincent. Alvin maintains that this is something many people do. ‘You
can pick any guitarist out of a group, provided it's not soul music and if
he ever liked rock and roll, no doubt at some time or other when he's
working, he’s sitting or standing there going through poses even when
he’s supposed to be cool. They're all posers, you know. There's times
when they strike a certain pose and they really feel like Eddie Cochran
or Chuck Berry. Everybody does, it’s a natural thing.

‘I had to own up when | was in a soul band and a progressive band
that | wasn’t making it. | was lucky.’

ROTOSOUND -~ the world’'s highest grade in music string - at your dealer NOW!

16

BINDERS
FOR YOUR

COPIES OF

BEAT
INSTRUMENTAL

in luxury crimson leatherette embossed
with gold stamping

HOLDS 12 COPIES!

£1.25 including postage and packing

from—

Beat instrumental
58 Parker Street, London, W.C.2

THIS 1S CHUCK CRETIN,K MANIAC ROADIE
WHO HAS SWORN To DESTRoY ALL AMPS.

A ) AND EQUIPMENT
~oron'?

WITH
- BRUTE
HURL!
(SMASH!

FORCE aND PLAIN

STOP PRESS

VAT rate reduced from
10 per cent to 8 per cent.
Prices are therefore
subject to reduction.
(Including
EQUIPMENT PRICE GUIDE

listings).




They

wanted
the best.

The following have used Marshall during the last 10 years:—

Jimi Hendrix Middle of the Road  James Last
Deep Purple Redbone Orchestra
Climax Blues Band  Bob Miller & Bill Haley &
Searchers Millermen the Comets
Edgar Broughton Desmond Dekker Bo Diddley

Band & the Aces Jerry Lee Lewis
Uriah Heep Chuck Berry Frank Zappa
Humble Pie Scaffold Geordie

Ashton, Gardner East of Eden Barclay James

& Dyke Southern Comfort  Harvest

Johnny Winter Stephen Stills Budgie

Ten Years After Bee Gees Osmonds

Soft Machine Moody Blues West, Bruce, Laing
White Plains Rick Gretch Nazareth

Jeff Beck Eric Clapton Browns Home Brew
Marmalade Paul McCartney Tucky Buzzard
Tremeloes & Wings Steve Miller Band
Allman Bros Jefferson Airplane  Marshall

Shakin’ Stevens Chicken Shack Tucker Band

& the Sunsets Quintessence Equals ,
Edison Lighthouse ~ Sweet Gallagher & Lyle

I ; 4 i i _
N y - .
/‘a A _
% i ars a :
) o SPONSORED INSTR —
p@m@) ONSORE UMENTS |-
17



HEN Ronnie Lane left The

Faces last year and talked
about taking a rock circus on the
road, no one thought too much
about it — after all, when some-
body leaves a name band, bright
ideas for the future are often
bandied about, chewed over
and quietly forgotten. Ronnie,
however, has proved to be an ex-
ception to the rule and got to-
gether a full-scale travelling tent
show complete with circus ring,
caravans, clowns — and a new
band, Slim Chance.

The whole thing has an un-
hurried old fashioned atmosphere
about it. Even with the ampli-
fication, electric guitars and the
spotlights, the impression gained
is one of a 19th century entertain-
ment concept, something that
should bring the local yokels
flocking to their big event of the
year.

Perhaps the first venue
heightened this impression — a
football pitch in picturesque olde-
worlde Marlow. It wasn’t packed
for the opening night, though by
the time Ronnie and his band
appeared, most of the tiered
plank-seats had been occupied.
But there was plenty of grass-
room between them and the ring-
side, the musical acts performing
at one end of the tent, outside the
ring.

On walking through the gates
one is confronted by a large,
painted board lettered ‘Passing
Show’ in traditional showman-
fairground style, behind which lies
the small top! Somehow | ex-
pected a huge four-post maxi-
marquee towering above the
trees and the nearby housing
estate (‘Turn the telly up Sid,
when's that bleedin’ row gonna
finish ?°). But no, this was quite a
modest affair — two posts, 120 ft.
long, capable of holding about 700
comfortably and 1,000 with a
squeeze.

Ronnie’'s manager, Paul Lam-
bert, who was the man behind the
organisational side of things, ex-
plained why the Passing Show
had to be on a smaller scale than
had originally been hoped.

‘Ronnie had the idea last year
when How Come ? was launched
in Chipperfields’ tent at Clapham

CAN RONNI

KEEP UP TH
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Common. We had our first show a
week later — a hasty affair which
proved it could be done but taught
us a valuable lesson — to keep it
small.

‘We were talking with Chipper-
fields with the idea of playing a
town just before them — using two
tents and leapfrogging, but Ronnie
dismissed that idea after a while
because he thought they'd want
too much out of it and would re-
strict our movements somewhat —
they'd play for two weeks at a time
at some places.

‘| think the circus part of it is
completely incidental to people
anyway. We believe it's important
— if you don't have some circus
there it's not meaningful. But |
don’t think the punters who come
through the door care whether
there's a circus or not, it's just
unusual to see a pop show in a
circus tent. It's a laugh — Ronnie
gives them a loony evening, every-
one leaves with a grin on their
face and that's what it's all about.
We've asked the people at the
entrance to make jokes, loon about
and generally create a carnival
atmosphere.’

Meanwhile, back at the ranch —
sorry, football ground. . .. ‘Where's
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the toilets ?' | casually asked the
moustached guy (note the tra-

ditional ring-master bit) at the
gate — as people occasionally do
at certain moments in their lives.

‘There aren’t any,” he cheerfully
looned (or shouid it be looned
cheerfully ?), ‘the bogs didn’t turn
up — you can go round the back
and piss in the bushes though, or
there's a pub down the road’” (on
the other side of the housing
estate). Hilarious.

After the first performances Paul
admitted that the show was making
a loss, but nevertheless seemed
optimistic. ‘We've a lot of heavy
expenditure first to be set against
the receipts,’ he explained, ‘but
we should be breaking even in the
second week and making a profit
after that. We've tried to do it all on
a shoestring and we've come up
against a lot of mistakes because
of lack of experience. The show
represents about £15,000-worth
of investment, all of which is
Ronnie’s money.

‘Economically, circuses tread a
tightrope anyway. The band can't
drive, so we've had to provide both
a mobile home and a driver. The
first week or so we've hired cars to
take the band back to town to

avoid them hustling to get their
vans moved. When they come
back and it's all set up they think
how efficient it is. We've got to
impress them — we don’t want
them getting windy. We have to
double back to collect the vans
which is normal circus procedure
anyway.

In the dimly-lit gloom of the tent
the show opened with a clown
trio — Digga Mose and Moache
who tried hard but were un-
funny. During the course of the
evening they went through the
usual routines ~ covering each
other with foam, emptying flour
and water down a pair of baggy
trousers and attempting to walk a
piece of string tied between two

chair-backs (well, | did read
somewhere that trapeze artists
were on the bill — perhaps they

couldn’t find the trapeze). This
was the sole circus-type act in the
whole show, and even they weren't
professional clowns — some of the
crew obligingly helping out. What
happened to the juggler ?

‘We did envisage a bigger circus’
commented Paul Lambert, ‘and we
will try to enlarge it but no circus
can afford to have performers only.
We're unique in that we've got the
band who are just performers.
We'd like to get to the point where
the band are more actively in-
volved in the setting-up and tear-
ing down but you can’t impose
that on musicians.

RAVING

‘I'd like to see a stilt man who
pretends to fall off his stilts and
throws buckets of water into the
audience.’

The clowns were followed by a
duo — Ken Nicol and Pete Marsh,
supplemented by a third guitar-
bass/sax and drummer who played
well enough after sorting out their
initial tuning problems and fea-
tured some nice lead guitar work.
Their set of contemporary and rock
material included their latest single,
Midnight Cat, with some strong
gritty vocals and too much manu-
factured raving (or so it appeared),
and April Eyes — second rate rock
and roll but it brought the group
their first appreciable amount of
applause.

Doing a really excellent job
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linking the acts and keeping the
audience interested in the pro-
ceedings, which frankly were long
drawn-out and rather boring until
Lane’s appearance, was compeére-
comedian Billy Barclay. He is a
chubby-cheeked Scotsman with a
lit-up face, fast line in repartee (in
response to some audience bar-
racking: ‘Stand up and let's see if
what you've got's as big as your
mouth’), and quick-fire jokes that
really were funny.

He sang too, and strummed the
guitar a bit—sort of like a jock Noel
Murphy. In fact a casual, folk
club-type of ambience pervaded
the whole evening, giving the
audience a feeling of involvement
—something much more difficult to
create in a concert hall, although
the slickness and emotional ex-
citement conveyed by an audi-
torium is missing.

Another session with the clowns
.and we were introduced to Robin
Lucas and Drew McCulloch, a
folky duo who played a pretty-
sounding, well-received set and
later joined Slim Chance to back
Ronnie.

I went back stage, or rather
back-tent, and caught & distinctly
Romany-looking Mr. Lane, com-
plete with gold earring and re-
splendent in shiny black waistcoat
and trousers, wending his way
across the field after a trip to the
bushes. Ronnie seemed cheerful
but a bit harassed.

‘I'm not happy with things at
the moment,” he commented,
‘there’s a lot that isn't right but
it'll be O.K. in about three weeks or
so. t coutdn’t afford to rehearse the
show before taking it on the road,
but it'll get better each night.’

Back in the Top Bill Barclay
was preparing the audience for
Ronnie’s grand appearance. ‘Put
your hands above your head —
clap’ your hands.” On came the
spotlights but it was a false alarm.
Bill started strumming his box
again, exhorting everyone to join
him in singing a chorus song —
something about going off to a
camp in the country —can't keep a
good boy scout down, can you ? -
but even the most appreciative
listener or choruser might be
forgiven for getting impatient. The
song finally (and thankfully) end-
ed, though, and Bill made his exit
to much applause; ‘Thank you, |

used to be conceited, but now I'm
perfect.’

The lights were dimmed into
darkness, heralding a barrage of
appreciative noise from the audi-
ence and enter Slim Chance with
Mr. Lane, mopping his brow, fag
in hand and flower pinned in
waistcoat. ‘Well everybody,” he
announced, ‘it's nice to be here’ —
and he meant it too. Ronnie took
the band through a variety of
numbers in a fong set which in-
cluded a mixture of new songs and
old: Debris, Careless Love, You're
So Rude, Silk Stockings, Flags and
Banners, The Poacher and, of
course, How Come.

He featured a good up-to-date
version of Darryl Adam’s Roll On
Buddy and a not-so-hot Amelia
£Erheart, where the harmonies were
a bit dickey. It seemed a bit odd
to hear the band swinging and the
audience clapping away while
Ronnie sang in oratorial fashion
about poor old Amelia’s plane
going down to a ‘watery Pacific
grave’, but then the band did play
on when the Titanic went down.

VICTORIAN

Slim Chance consists of lead,
and rhythm guitar, sax, keyboards,
drums, fiddle, accordion, mando-
lin and bass ('He's a new member

| "aven’t got his P.45 yet’), and
the band, though under-rehearsed,
made a very infectious sound,
chugging along in an individual-
istic, shuffling style.

| asked Paul Lambert if it was
true that Ronnie had some prob-
lems getting the band to rehearse
before the show.

‘Getting them out of the pub ?’
he jokingly replied. ‘No, we fix the
rehearsal say, for 1.30, our sound
man says “Right, the equipment
will be ready to go then” — and
Ronnie shoves off to the shops at
one o'clock. He comes back at
two and wonders why everyone
else is pissed off. Ronnie acts very
independently. But we're going to
put one of the band in charge of
rehearsals.’

Someone shouted out a request
early in the programme. ‘Give us a
chance,’” cried Ronnie, ‘| ain't
warmed up yet!” At one point
during the show we were treated
to a pair of dancing girls gaily
tripping around the ring in Vic-
torian costume. Ronnie called for

spotlights on the girls and didn't
get them — they remained firmly
fixed on himself, though he finally
ran into the ring, taking the lights
with him.

Despite the hassles though, and
the microphone trouble he ex-
perienced, Ronnie took it all in his
stride good naturedly and so did
the audience.

£1.10 seemed a fair price to pay
for a seat in a show which even if
untogether to start with, obviously
took a lot of time, trouble and
money to set up. Ronnie’s per-
formance didn’t short-change any-
one which, after all, was what most
people appeared to have come for,
although even Billy Barclay’'s
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skillful patter couldn’t prevent the
evening flagging before Ronnie
came on.

The Passing Show is unlikely to

spark off a number of similar
ventures, although for Ronnie it's
a pipe-dream come true. You have
to admire the guy for having the
courage of his convictions. As the
tour goes on and initial teething
problems get sorted out it will, un-
doubtedly, become more together.
It's a pity that it couldn’t be
staged on the grand scale that
Ronnie originally wanted — but
wisely decided to avoid.

By Del Robinson
Photos by Chris Love
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ALBUM OF THE MONTH

SPARKS KIMONO MY HOUSE ISLAND

Perhaps the most important requirement for ‘making it’ is individuality. Sparks’ music /s different, although
not so different as to be violently original.

Most noticeable ingredient is Russell Mael's voice which combines with the staccato line music he writes
(along with twin brother Ron who plays keyboards), to produce a jumpy, nervous kind of sound.

The thing | like least about Sparks is the marketed image. Russell looks suitably pretty and he’s offered front-
line contrast by brother Ron who seems to have sought to find an image suitable to his dated christian name,
and opted for a Chaplinesque appearance. | suppose the band (and their management and record company)
found it necessary for getting the TOTP slot that broke the record, but | would hope they would drop the
front fairly soon.

Quite honestly this album shows them to be an extremely competent band who, in seeking an unusual
sound, have found a song pattern that is instantly identifiable as theirs (a most important point). The song
of this album that really epitomises the peculiar melodic and rhythmic structures of the band is Equator on
side two. If you haven't already looked into this album, do so. R.H.

BILL WYMAN MONKEY GRIP ROLLING STONES C0OC59102

Mystery hangs over this recording like a London fog. Where was it recorded ? Wyman declined to tell me
recently, and as far as | know has not publicly revealed where this particular Stone took his sabbatical and
turned out a very fine album. Perhaps it was his old, old haunt R. G. Jones, and he'd feel ashamed because he
didn’t use the Carribou or Kingston.

Despite that irrelevant rambling, this is so good it's really a surprise. Bill's never been expected to do any-
thing but play a solid bass and look moody, but he has his own share of the Stones’ simplicity and he's
managed a solo work completely lacking in pretension and offering only pleasant music played really welt.

It's no masterpiece or landmark in contemporary music, but it's all the more enjoyable for not trying. From
the opener, / Wanna Get Me A Gun, there's a kind of honky, happy feeling that persists all the way through.

Occasionally the rhythm section really get a thing boiling up, like in Monkey Grip Glue, but most of the time:
they're tight and well laid back and one gets the feeling that they enjoyed the gig. If you buy this you'll enjoy
listening to it. R.H.

ATLANTIC BLACK GOLD
VARIOUS THE 20 GREAT SOUL HITS BY ORIGINAL ARTISTS
ATLANTIC K4550

When | first slipped this album from the sleeve | wondered about the feasibility of putting so much materia
on two sides. |t certainly is excellent value and some of the finest early 60s soul is contained here. But on
each side there must be 28 or 30 minutes’ worth of material and of course there has to be the nine scrolls
between the tracks. In cutting terms that means you have a problem. It's possible to cut that much on one
side (very thin grooves), but the signal you can place is limited. The overall level on the disc is down slightly,
1 think, but only very slightly. On my copy even an arm tracking at just under one gramme failed to track
successfully on several tracks so perhaps the concept did, indeed, present a cutting problem.

If you can find a copy which plays well, there’s probably no better showcase of the soul that was coming
out of the Atlantic stable around 1964. Despite the music being unique, it’s surprising just how bad some of the
recordings were, Listen to Percy Sledge’s When A Man Loves A Woman and hear the dreadful sounds, but
somehow it didn’t matter, did it ? R.H.

Tracks: Side One: Arthur Conley, Sweet Soul Music; Beginning Of The End, Funky Nassau; Otis
Redding and Carla Thomas, Tramp; The Drifters, Saturday Night At The Movies; The Coasters, Yakety Yak;
Archie Bell and The Drells, Here | Go Again; Wilson Pickett, Midnight Hour; Joe Tex, Show Me; Eddie
Floyd, Knock On Wood; Sam and Dave, Soul Man; Percy Sledge, When A Man Loves A Woman. Side Two:
Roberta Flack, The First Time | Ever Saw Your Face; Otis Redding, (Sittin" On) The Dock Of The Bay;
Booker T. and the M.Gs, Green Onions; Aretha Franklin, Until You Come Back To Me; Clarence Carter,
Patches; Ray Charles, What'd | Say; Brook Benton, Rainy Night In Georgia; Detroit Spinners, Ghetto Child;
Ben E. King, Stand By Me.




REFUGEE REFUGEE CHARISMA CAS 1087

Three immensely-talented veterans of the music scene (though by no means into the veteran age bracket!)
make this one of those ‘first” albums that carries the professionalism of musicians, who are no strangers to the
recording studio. Brian Davison and Lee Jackson originally worked with Keith Emerson in The Nice and the
addition of Swiss keyboard giant Patrick Moraz provides a musical mixture that, while similar in line-up to
ELP, could blow them off the stage right now, not by use of power, but with the one ingredient ELP have
lost somewhere in the dazzle — sensitive playing, the feel of three people creating together, rather than trying
to impress.

Not that Refugee don’t have their moments of flash, too. Listen to Moraz’s brilliant fast playing in Papillon,
always a favourite number with the audience at live gigs. Pay special attention to Jackson's singing and lyrics
on Credo, to the amazing interplay between Davison’s drumming and Moraz’s keyboards. This, they tell me, is
the clue to the direction their music is taking towards the second album. L.R.

GRYPHON MIDNIGHT MUSHRUMPS TRANSATLANTIC TRA 282

Whilst still retaining all the ingredients that made their first album so unusual — the rollicking sense of
humour, medieval sound effects and bursts of brilliant soloing — you could say that this album marks a certain
step towards maturity.

The title track, Midnight Mushrumps, which takes up the whole of side one, is inspired by the music they
composed for Peter Hall's production of The Tempest. It's not a gimmicky romp, as instruments like the
bassoon and crumhorn would suggest, but an imaginative and ambitious essay into a field of music which
they have made entirely their own, which can only be loosely categorised as ‘'medieval rock’.

Gryphon’s guitarist, Graeme Taylor, was advanced enough on his instrument at the age of 14 to be deemed
a prodigy. But far from being tempted to go on a solo ego trip, he has turned his talents into the band’s
music. Richard Harvey is arguably Europe’s finest recorder player, as anyone who has seen the band live, or
heard the first album, will agree. Fun, funk, and extremely fine playing in both the rock and classical veins — if
Gryphon get better than this they’ll be positively frightening! L.R.

DIANA ROSS DIANA ROSS LIVE TAMLA MOTOWN STML 11248

Diana Ross has reached that stage in her career when her public are all committed to either liking, or dis-
liking her. Being one of the former, I’'m just a trifle disappointed in this album, although I'm ready to make
excuses for her before | begin to criticise.

Because her style now is very much cabaret, she pays as much attention to the entertainment content of her
act as she does to the actual vocal quality. As usual, her voice is absolutely superb but, unfortunately, there’'s
nothing new to be heard on the number. There's the expected Supremes medley, then titles like Don‘t Rain
On My Parade, Lady Sings The Blues, Lady Is A Tramp and My Man. Perhaps a record for the dedicated Ross
man (or woman), but better passed over in general. R.H.

BAD COMPANY BAD CO. ISLAND ILPS 9279

‘This is a new band, not another Free,” declared ex-Free drummer Simon Kirke. He and Paul Rodgers, while
they can’t avoid a certain similarity to Free perhaps due to Rodger’s vocals and songwriting style, have
nevertheless, got something really good together, along with ex-Mott man Mick Ralphs on guitar and Boz
Burrell on bass.

They are so tight that they move as one compact unit. Not a note is superfluous and the whole thing sounds
effortless, something most bands don’t achieve until they’'ve been together years. The writing is shared
mainly between Rodgers and Ralphs, with Kirke lending a helping hand on the title track. They're all good,
strong, R & B-based songs, my personal favourite being Rock Steady, where the timing and the melody really
give Rodgers a chance to show what his vocal chords are made of. L.R.

LOGGINS AND MESSINA ON STAGE CBS 88014

There are a lot of old favourites on this double album, all recorded live at various venues in the States.
Apart from the audience reaction, you'd never know that the tracks weren’t a highly-polished studio pro-
duction, as far as recording quality is concerned. What makes this album heaps better than many studio
albums is the excitement and high tension created by a live gig atmosphere that spurs the performers on to
even greater heights than usual.

Listen to their live rendition of Vahevala in comparison to the version on their album, Full Sail. The short
album track is extended over the whole of side three on the live album and the whole of that time it's cooking,
it never seems too long drawn out. The vocals hit in perfect harmony at precisely the right moment; after the
rhythmic dialogue between Bregante’s percussion and Clarke’s flute.

Eisewhere, the singing of Messina, Loggins and bassist Larry Sims is supercharged and well deserves the
rapturous reception that those American audiences award them. | just wish they'd get over here and give
British audiences a chance to hear them, L.R.
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BUZZY LINHART PUSSYCATS CAN GO FAR ATLANTIC K.50046

‘I try to chase sorrow, please say that you care,’ is the quote beside the grinning photo of Buzzy on the
back of the record sleeve. He's certainly achieved his purpose with this vinyl romp, his sixth release but first
on the Atlantic label. And, | must say, / care sufficiently to play this album again and again.

It's not just that Buzzy's songs are good. They are clever, catchy, at times remarkably poignant and the
best known one on this album, Friends, has been adopted by Bette Midler as her signature tune, It's not even
because the variety and scope of the material and arrangements is so wide, throwing in touches of jazz, blues,
folk — everything.

No, what makes this an outstanding record, apart from all the excellent musical things, is Buzzy himself. .
His sense of humour, the irrepressible chuckles that bubble up into the lines, the carefree scat singing, the
throw-away lines like ‘Since you went away/| even have to make my own soufflé,” (A Tear Outweighs A
Smile), is what makes it one of those records you always want to return to, especially after a dose of heavy

rock. L.R.
VARIOQOUS ARTISTS HARD-UP HEROES DECCA DPA 3009/10
. The nostalgia boom shows no sign of abating yet and by way of variety from the abundance of excellent

50s rock and roll re-issues, this Decca album gives a fair reflection of the British group scene in the 1963-
1968 period — mostly in pure un-retouched mono. | suppose it would have been the easiest thing in the world
for Decca to release a compilation of hit oldies — the Stones are conspicuous by their absence, but the bad and
the good are all here, from the abysmal / Go Ape by The Rocking Vickers and the equally crass Now We're
Thru (The Poets), to Graham Bond's Long Tall Shorty, and Zoot Money’s The Uncle Willie, which represent
some of the better sounds around at the time.

Other tracks which have weathered well include Dave Berry's hit My Baby Left Me, The Mojo's typically
Mersey-sounding Everything’s Alright, The Small Faces Watcha Gonna Do About /t. and the Mayall/
Clapton slow blues Have You Heard. Anyone who ever spent an evening or night in a sweaty Marquee or
Flamingo club will instantly be reminded of it by the latter track — coke 2/—a time (expensive then), and always
a musician casually leaving-the-stage-on-purpose in the middle of a 15-minute 12-bar.

| can’t imagine anyone thanking Decca for allowing us to appreciate the dubious delight of listening to The
Andrew Loog Oldham Orchestra again, though — if this wasn't an album | swear their awful re-work of The
Ronettes Da Doo Ron Ron would make me think the turntable motor had reached the end of its days.

Several revelations occur on this two-disc set, such as a very clean-cut looking Steve Marriott doing his
best to sound like Buddy Holly, and Jon Anderson (of Yes), vocalising with a very jolly-sounding bunch of
1964 ballroom boppers — The Warriors. Bowie's 1967 offering The London Boys is incredible — very rock —
musical sounding but so graphic! The speed with which everything was constantly changing at that time is
reflected here — compare the final two tracks with the opener. It's also noticeable just how many musicians on
the album are still around now, still it was a hard training ground. Not all the bands of the 60s’ scene can be
heard today to their best advantage — how could they be when so many sounded great in a club and boring on
disc — was it really all atmospheric ? But then when you went into the studio you had to be ‘commercial’ —
playing the clubs was a different matter. I’'m sure The Birds (no connection with The Byrds, except a legal
wrangle) sounded a whole lot better grafting on stage at ‘The 100’ than they do on their contribution here.

If you want to remember what it was all really like on this side of the Atlantic this album shouid provoke
some instant memoirs. But, if you're just plain curious, beware of disappointment — you have been warned!

Tracks: Side One: Some Other Guy — The Big Three; Give Her My Regards — Steve Marriott; | Got My
Mojo Working — Alexis Korner and Cyril Davies; My Baby Left Me — Dave Berry; Everything’s Alright — The
Mojos; Long Tall Shorty — The Graham Bond Organisation; You Came Along — The Warriors. Side Two:
Tobacco Road — The Nashville Teens; Da Doo Ron Ron — The Andrew Loog Oldham Orchestra; The Uncle
Willie — Zoot Money; So Much In Love — The Mighty Avengers; I'll Cry Instead — Joe Cocker; | Go Ape — The
Rocking Vickers; Now We're Thru — The Poets. Side Three: Good Morning Little Schoolgirl — Rod Stewart;
Tell Her Know — The Zombies; Leaving Here — The Birds; Watcha Gonna Do About It — The Small Faces;
Have You Heard — John Mayall's Bluesbreakers with Eric Clapton; (Do | Figure) in Your Life — Honeybus.
Side Four: The London Boys,— DavidIBowie; The Story Of Them, Parts 1 and 2 — Them; The First Cut Is The
Deepest — Cat Stevens; Beggin' — Timebox. D.R.

TIM BUCKLEY SEFRONIA DISCREET K49201

A very well-produced album of unusual songs from this highly-rated American singer/composer, who
numbers amongst his fans such superstars as Leonard Cohen, Eric Clapton and Paul Simon. The wide variety
of material ranges from his own poetic composition, Sefronia, where vocally he sounds very like Jack Bruce,
to the eerie Sally Go Round The Roses.

He specialises in songs about relationships taken from unusual angles, such as Martha and / Know /'d
Recognise Your Face. His superbly-controlled voice is equally good when interpreting a soul number or
conveying literary lyrics with clarity and emotion. He employs a sympathetic choice of backing musicians and
singers and the whole thing is tastefully arranged. A connoisseur’s album, not for the rockers. L.R.
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JERRY LEE LEWIS SOUTHERN ROOTS MERCURY 6338 452

A high percentage of unsuitable material and too much backing equals one disappointing album from
Jerry Lee — 'The Killer’, a pseudonym the listener is not allowed to ignore, thanks to its constant repetition. The
Master's (sorry, Killer's) mean punchy vocals and the unmercilessly-pounded piano which is his trademark
still manage to shine through the strings and horns but give me Jerry Lee with a tight Rock and Roll combo
any day.

If the claim that white Rock and Roll and black Soul don’t mix needed verification, then this disc would
provide it, and although Lewis does his best with When A Man Loves A Woman and Hold On I'm Coming, it
just don’t sound right, boy. The earthy Meat Man, which features some compelling slide guitar work, is the
I only remarkable track on side one, but the less said about Just A Litt/e Bit, the better.

Besides being rightfully considered a R&R ‘great’, Jerry has also established a reputation as a country
i = artist of high standing. Haunted House, Blueberry Hill and Big Blue Diamond, all on side two, should appeal
. - > more to his country fans.

Doug Sahm’s Revolutionary Man comes across as a worthwhile, up-to-date rocker, but the addition of a
hairy R &R sax instead of the L.A.-type soul brass would have been more complimentary to the number — and
Jerry Lee’s style. The album is totally Southern in concept, recorded in Memphis and featuring Southern
songs, a Southern producer and 'about 42 musicians’ who, it's claimed, were all ‘born, bred and educated
south of the Mason Dixon Line". They include Booker T. & The M.Gs (working together for the first time in
three years), and Carl Perkins. I'm surprised a spirited rendition of that anthem of the Confederacy — 'Dixie’ —
wasn’t included. A Southern production — yes, but Southern roots ? No Sah | You'll fin’ dem on de Sun label
re-issues, which contain Lewis’s earlier (and better) material. D.R.
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COUNTRY GAZETTE DON'T GIVE UP YOUR DAY JOB UNITED ARTISTS
UAS 29491

Country Gazette play a brand of music that falls into the category of bluegrass, but cannot always be
truly defined as such. To appreciate the significance of such a seeming paradox it would be necessary for
the unconverted to listen to the recordings of such artists as Bill Monroe and Carter and Ralph Stanley, which
are presently not available on U.K. releases.

Although not obvious, the title of this second Country Gazette album is, undoubtedly, a comment on the
difficulties of trying to earn a living playing bluegrass music. The traditional instrumentation of fiddle/
mandolin (Byron Berline), guitar (Kenny Wertz), banjo (Alan Munde) and double bass (Roger Bush), is
used, augmented on Winterwood by Dobro, pedal steel and electric bass, and on Honky Cat by the latter only.
Having mentioned Bill Monroe it should be remarked that like the majority of outstanding names in the blue-
grass field, U.S. National Fiddle Contest champion Byron Berline served his apprenticeship in Bill's Blue
Grass Boys and his high standard of performance is well matched by the other musicians in the band, Roget
Bush having previously worked with the Kentucky Colonels.

Tracks vary from the traditional in style: Huckleberry Hornpipe, Deputy Dalfton, Snowball, and Flatt and
Scruggs’ Down The Road, to the more contemporary: My Oklahoma, Winterwood and Honky Cat (the only
really weak track in the collection).

Although the Gazette show a healthy respect for the roots of their music and the material and arrange-
ments have been skilfully blended to produce a very listenable album, | must admit to a preference for a more
authentic approach.

The band exhibit this more at live gigs though and their ‘contemporary’ sound on disc should continue to
attract a wider audience to a music which deserves to be taken a lot more seriously in the U.K. than it has been
hitherto by the majority of people. D.R.

BOBBY WOMACK LOOKIN’ FOR A LOVE AGAIN UA LA 199G

Recorded at that famous centre of soul sound, Muscle Shoals Studios in Alabama, with a line-up of mu-
sicians which takes up a large chunk of sleeve space, produced by Bobby, sung by Bobby, mostly written by
Bobby, the result should have been an exciting, emotive, funky experience. Womack has the best of soul in his
voice, the sexy, heavy throatiness, the thin, taut top note scream. His guitar playing on the track Let /t Hang
QOut is particularly good, yet somehow this record just doesn’t happen.

None of the melodies he has provided are memorable and his lyrics centre round the usual subjects soul
artists sing about, upbringing and love. The songs by other writers fit into this bag, too, all except the very
unusual choice of that old folk-club, Joan Baez album favourite, Copper Kettle. However, Womack even
manages to drag that bright tune down to a long-drawn-out moan.

The worst thing about soul is its repetitiveness, either when a note is strung out over several bars and
changing shades of wail, or when one word or phrase like ‘let it hang out’ is repeated ad /infinitum, At best this
can have a hypnotic effect, but at worst it is tedious in the extreme and I'm afraid that, while admiring his
voice, | did find the album overall lacked anything which instantly grabbed and instead sunk into a general
blur of good but unexciting arrangements. L.R.

DETROIT SPINNERS MIGHTY LOVE WARNER BROS. K 56028

What a professional sound| Everything flows, everything fits and the Detroit Spinners’ distinctive style
slides the whole thing along like custard past the tonsils. Although it lacks the guts of Bobby Womack, it's got
such a lot of variety and interest to make up for it, The songs are well thought out and the arrangements are
very, very tasteful.

The lads are not trying to lay any heavy message on you like the O'Jays in Ship Ahoy, although their
harmonies often resemble them. It's a subtle album, the best of every number is brought out in such a way
that the hand of the arranger always underlines but never intrudes.

On the back of the album is an astrological sketch of each member of the band which makes a pleasant
change to the usual straight biographical notes without being pretentious. Though the album tends to have a
slightly soporofic effect after playing straight through the two sides, it produces a beautiful, dreamy stupor
which is very pleasant indeed! L.R.




O theatre and rock mix or is

each a distraction from the
other? Do costumes, mask and
mime add an extra dimension to
the music or are they too often
used to prop up musical talents
which, without them, would col-
lapse in a heap of inconsequential
quavers? Like those old ladies
who seem to be able to watch
telly, knit, drink a cup of tea, stroke
the cat and read the Forsyte Saga,
all at the same time, can they really
hope to accomplish any one of
these activities half as well as
somebody who is only con-
centrating on one ?

The three groups | talked to,
Steeleye Span, Genesis and Prin-
cipal Edwards, all claim that their
music does, in fact, benefit from
the introduction of certain the-
atrical elements. It's interesting
comparing the very different ways
in which these particular bands get
it all together and their opinions on
what they are hoping to achieve by
it.

Take Steeleye, for instance.
They’ve got quite a history of
mixing a varying amount of
theatrics into their act — and |
don’t mean the things most bands
have tried and thrown away, the
moving sets, the exploding in-

Alice Cooper with live prop

26

struments, the coloured smoke, but
your actual play within a show.
It's a thing Tim Hart has studied
quite seriously, unlike the more
lighthearted, happy-go-lucky ap-
proach of Principal Edwards. He
has spent two years researching
the Mummers play with which
Steeleye is currently touring, he
directed a play for last year's
Edinburgh Festival and he picks up
tips and advice from as many
writers and directors as he can.
‘Steeleye have been mucking
about with theatre for the past two
or three years,’ he explained.
‘There was that thing we did at the
Royal Court called Corunna, where
we provided the music and did a bit
of acting, which worked quite well.
Then there was our stage version
of Kidnapped where we just pro-
vided the music and took a few bit
parts. ‘Last summer | worked the
other way round and developed
the music for a play around the
band. | wrote the music to be an
integral part of the dialogue so that
every time a song occurred it was
so much in character that you
didn’t think, “oh, there's a song”.’
Their Mummers play is a com-
plete break in the music. It doesn’t
involve any music, just mime to a
tape of humorous dialogue written

Bowie — visual excitement

by Tim himself and involving the
voices of all the band. But,
because of its subject matter, it
blends completely with the image
of the band as purveyors of
traditional folklore and it does, in
fact, act as another type of illus-
tration of the roots that British
folklore has sprung from.

‘The only successful way to
combine music and dialogue,” he
opined, ‘is to have the music
totally in character without any
instruments. With this, our latest
stage show, we've dispensed with
the songs and just do the theatre.”

Does he think that, generally, an
integration of theatre and electric
music can really work ?

WILLOWY

‘It's tremendously difficult to
combine the two because they
don’t actually combine. | think the
minute an actor starts to sing, he
ceases to be an actor and starts to
be a singer. That's where you get
what | call the Julie Andrews
situation. We stop doing the
music, do the play and then start
doing the music again rather than
try and combine the two, where
you end up with people with masks
on holding instruments.’
Principal Edwards certainly
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would not agree that this approach
can't work. The ‘Julie Andrews
situation’ is the very basis of their
show, as drummer Geoff Nicholls
explained.

‘The Whizzmore Kid sequencein
our current show involves Root
taking a character and actually
playing an instrument rightthrough
the whole scene, acting as well as
playing. Music is the basis of our
act. We want to make that clear.
We do operate as a rock band with
commercial intent but we are into
presenting our music in the most
interesting fashion.’

But how do they feel that their
whole thing fits together? They
have, in a way, chosen an easy
path in that their ‘play’ is the story
of the hassles of an up-and-
coming rock star. This makes it
perfectly okay for the hero to tote
his guitar throughout, and the mu-
sic falls naturally out of the story.

‘I always used to say, as a stock
answer,” continued Geoff, 'that we
were able to get away with a wider
variety of music because we can
illustrate it and point out aspects of
the music by means of our visual
ideas. So really what we do helps
the audience to get into -the
music.’

At present they open their set

Peter Gabriel of Genesis
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with a musical section, in order to
establish themselves as a band.
Then comes what they describe as
‘a lighthearted musical theatric
thing,” i.e. that Whizzmore Kid
story. At present this is followed,
after some more music, by a
gangster sequence with a long
dance and mime routine to a per-
cussion backing.

‘When someone sees us for the
first time, they're usually so over-
whelmed by the theatrics that
that’'s the impression they take
home with them. But the second
time they see us, the music comes
through much stronger. All six
members of the band are involved
in the presentation rather than
having one main person like Peter
Gabriel of Genesis. What Gabriel
does isn’'t integrated, it's more
tacked on like, for instance, when
he comes on in his mask and tells
funny stories.’

Mention theatre rock to anyone
and it's Genesis who instantly
spring to mind. They are not the
only band around who wear
masks and use elaborate sets but
perhaps they've gone into it in the
most depth, with the most artistry,
so that each set is perfect in its
dramatic impact. Maybe it's even
more connected with the on-stage

Cooper's doll-murder sequence

A LOOK AT
THEATRE ROCK

charisma of Gabriel himself.

Mauro Pagani of P.F.M., the
band who broke Genesis in ltaly,
where theatre rock has established
a big cult following, described it
this way.

INSTINCT

‘Peter Gabriel's presence on
stage is brilliant. There are some
men who can stand on a stage and
the stage is empty. Peter has the
gift of standing on stage and the
stage is full. He could do better
than he can now if he wasn't so
into the effects thing but he also
has another gift, he is a beautiful
singer.’

Tim Hart commented, ‘| saw
them when the only mask Peter
Gabriel wore was the fox one. |
very deliberately didn’t study them
because | didn’'t want to be in-
fluenced as | knew people who
saw us would immediately say,
“whatabout Genesis 7"

Principal Edwards started off as
‘Prinzipal Edwards Magic Theatre’,
a by-product of flower-power. It
was a conscious decision of theirs
to form this kind of group and.only
recently have they dropped the
Magic Theatre bit to prove that
they've matured and are taking
their art really seriously. Steeleye

Steeleye Span

Span’s diversion into theatre has
also been a deliberate experiment,
starting off with their writing
music to plays and only recently
incorporating it into their music as
an extra attraction.

It seems that it's only with
Genesis that the theatrics grew
naturally out of the personalities
of the musicians, in particular, of
course, Peter Gabriel's.

‘It started off when | joined the
band four years ago,’ said Genesis’
drummer Phil Collins. "'When Peter
wasn’t actually singing he was
doing things with his hands.
There were a lot of points in the
music when he wasn't doing any-
thing so, as time went on, what
Peter was doing grew and we
started using costumes and finally,
when we became big enough to
have our own stage and not have
to play with anybody else, we
started using a set.

‘Peter never had any experience.
What he does is instinct, he is
never choreographed at all. The
basis of Genesis is four musicians
and Peter, the singer, who does the
mime. People do tend to think of us
as a theatre rock band but in actual
fact it's not theatrics like Bowie,
Alice Cooper or Principal Ed-
wards.

ROTOSOUND - the world’s highest grade in music strings — at your dealer NOW!

‘Primarily the four of us are
writers.” (Phil is planning to use
some of his own songs on a solo
album.) ‘We are composers. We
write the music for an album and
arrange it and then, when we've
recorded it, it has to stand up on
its own two feet. Then, when it
comes to presenting it to an
audience we work out the best way
of getting it over to them.

‘Like, when you've got unusual
or unlikely lyrics to a song, you
need some extra way of getting
them over. In concerts a lot of
lyrics are lost by distortion, no
matter how good the sound system
is. It's our music that counts and
any tools we can use to get the
audience into a fantasy thing like
Epping Forest, or the moods we've
created and take them off the edge
of their seats so they can getinto it
without having to listen to the
words, then that's what we do.
That's primarily the reason why
we use the theatric thing. It just
seems the best way to get it
across.’

‘People always accuse us of
copying Yes because of the set
they use on stage now, but |
haven’t heard anyone suggest that
they’re copying Genesis. It's very
frustrating. It's not when you start
that counts but when you get
famous. We've been doing our
kind of music for years and sudden-
ly someone decides to make us
popular and if that happens after
someone like Bowie has been
doing it. we get accused of copy-
ing himl’

One could argue interminably
about who started it. The crux of
the matter is whether or not the
audience enjoys it. Every band is
searching for the perfect way to get
their particular kind of music
across. Some do it by sheer decibel
power, some by outrageous be-
haviour, some by playing it absol-
utely straight and yet others by in-
troducing elements of theatre.

It's a very delicate balance. Too
much of one thing, not enough of
another and you end up with an
audience who are not quite sure
whether they're at Sadler's Wells
or the Sundown Disco, and would
probably be better off spending a
separate night out at each.

LORNA READ
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TOM

YATES..

"[DORN on the first light of

morning, | was playing guitar
by noon./I’'m one of those unfor-
tunate heroes to whom everything
happens too soon./Once | wanted
to be a star and win the flowers of
the moon,;/Now ['d rather chase
rabbits and dogs and live a little
like Daniel Boone.”*

Words put into the mouth of
Tom Yates' imaginary character
Rooster Grady, yet applicable to
his own life, too. Tom made his
first single when he was 18. He's
around 30 now, no longer the
hopeful aspiring chart-topper, and
lives in the country with his
family, coming down to the Smoke
as rarely as possible, mainly to
sort out numbers with his pub-
lishing company.

He's a self-styled wandering
minstrel, with a face as bonily
beautiful as historic novel depic-
tions of the original Blondel. For a
guy completely crippled in one
leg by polio, he's travelled an
amazing number of miles around
Britain and Europe in the cause of
music with no fancy limousines
and top hotels to make the going
easier.

Funny how it’s often the people
who have had a lot of obstacles
to overcome in life who are its
most acute and sensitive observers.
Tom’s carefully crafted, bitter-
sweet songs compress powerful
images into a few words and
usually manage to hit the nail on
the head. ‘Once | was clothed in
white linen and wheeled through
the streets in a chair./Now ['ve
passed through the age of illusion

there isn't a seat anywhere.’
(Before | Die.)*

Even when he’s on a subject
like death, religion or philosophy,
his tongue-in-cheek style of hum-
our always saves his lyrics from
sounding heavy or depressive.
He’s cynical, sure, but his songs
have wit and sparkle and he’s by
far one of the most interesting and
proficient writers on the present
British scene.

He made that far-off single
when he was eighteen and he’s
just made his first album now.
What's happened during all those
years in-between? One of the

main things which took place was
Tom’s meeting with, and subse-
quent work with, Duncan Browne.
‘I owe so much of my guitar
techniqgue to Duncan. He's a
lovely musician and 1 learned so
much just by watching him.’

He wrote lyrics for Duncan, in
fact, the song off Tom’s album
called Dear Life was one he wrote
for Duncan about five years ago
and he reckons his writing devel-
oped a lot during that period. ‘it
wvas nice to get into more of a pop
thing after I'd been playing folk
and trying to write my own
particular brand of naive, intro-
verted songs for so long. It was
good to try to put across the
same sort of things but in a
lighter way.’

Tom insists he isn't a ‘folk
singer’. The club he runs every
Monday night at the White Horse
Inn, Disley, Cheshire, ‘isn’t a folk
club. What | play and what | put
on there is music, contemporary
music, the sort that a lot of folk
clubs wouldn’t book.’

Yet he’s always been involved
with folk rather than any other
brand name, starting out years
ago as a traditional singer. One of
the tapes he played me at his
producer’s office, which will pro-
bably end up on his next album,
‘'whenever that may be’, was a
traditional tune to which Tom had
put his own words, still in keeping
with the original story.

"Just because it's an old song
it shouldn’'t be sacrosanct. You
shouldn’t feel you can’t change
the words or play around with it,
that’s how traditional songs ‘stay
alive — they gain in richness from
the addition of each performer’s
ideas. Folk music should never be
static.’

Tom’s own songs give the
impression that long hours of
polishing and perfecting have
gone on, although he says this is
usually not the case. 'l generally
carry around about five different
ideas in my head at the same time
and they gradually get written. |
don’t sit down and try to work
hard on one.’

1 asked him if it took a long time
to work out all the internal

Songwriter [singer Tom Yates

rhymes within the lines, ” “Internal
rhymes within the lines”?" he
queried, and laughed. ‘There you
are, you see you just can’t help
doing it, you just find yourself
thinking like that!”

He reads a lot and is fully
aware of the ways in which words
can be juggled within a line and
worked into a song in the best
possible way. Often when he's
reading he will come across a
particularly felicitous phrase or
line which will actually inspire a
song, but, in one way, he thinks
it's wrong to work like this.

‘Good words can be a curse.
You can end up with a song which
has one good line and the rest
sounds as though it was written
around it.”

He admires Dylan but there are
no Dylanisms in Tom’s songs,
unless you count the vocals on
Rooster Grady. He has a high-
pitched but very versatile voice
which still retains traces of
traditional training but can also
swing a blues edge where neces-
sary. His songs, his style, are
unique and the fact that it's
impossible to pin a label on them
likening them to anything or
anyone else, has created one of
the main problems he’s had to
face when trying to get himself a
recording deal.

‘People were always saying
that my kind of music was "‘a
difficult bag”. | even went to
Ireland and got the same treat-
ment there. | was really dis-
appointed. That's why | don't
believe in images any more.

‘I wish people would come
straight out and say they don't
like my stuff or it's not their kind
of stuff but no, they didn’t even
talk about the music. It was all
market and money talk.’

It was for this sort of reason
that it has taken him so long to
get out Love Comes Well Armed,
his debut album. ‘No one was
interested. | went round all the
record companies with tapes
during the time | was working
with Duncan and David Morgan
and had all the contacts.’

Now the album is released he’'s
disappointed because it isn’t what
it might have been. He'd like to
have spent a lot more time on the

actual recording. ‘I don't think
about the album particularly any
more. All | feel is . . . where from

here? | liked Side One but by
Side Two we were running out of
time and money.

‘There’s a song on it called
A Vision Of Einstein. | really love
that song and it could have been
done so much better than it was
on the record. | don’t know if you
noticed an all-over similarity of
sound on that side. That was
because we had to do them all
straight through with the guitar
with no time for arrangements or
anything.’

Although he’s no idea of what
the future holds, apart from his
single, Resurrection Joe, which
should be out soon, he’s got no
intention of hiding himself away
with his music for ever. But he
does sometimes feel that, without
management, having to cope with
all the problems of getting gigs and
getting to them, all the organisa-
tional hassles, he’s up against
almost insurmountable odds.

‘| just wish all the basic things
were taken care of, so | could get
on with my music. What becomes
important after a while is not the
money or even being a successful
songwriter but just trying to get
yourself into a period of your life
where you don't feel tired.
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1 E treat our guitars like

animals,” chuckled 10cc’s
Lol Creme, referring to the band’s
tendency to choose weird tunings
for their songs. "'When | move to-
wards a guitar to tune it, it moves
away in horror, shrieking, “oh no,
NOT The Dean And /!” The middle
D goes up to B or something in
that song and the neck shudders
and the poor guitar says, “I’'m new,
I'm new, please leave me alonel”
When we put the Gizmo on the
Strat tuned normally, it’s like a re-
ward !’

‘Didn’t we once do something
with the whole guitar tuned to just
one note ?’ inquired flasher-mac-
clad Kevin Godley. Yes,” replied
Lol. ‘We've written a piece that
we've never recorded vyet. it's
almost a symphony. We did it two
or three years ago on the Revox.
1t'll be ideal for the Gizmo.”

Gizmo ? That’s the new gadget
that has taken the band two and a
half years to perfect. ‘it isn’t
electronic,” Lol explained, ‘it's an
instrument you actually play and
feel. It looks like a kind of Fender
plate and it fits on to the tremelo
arm of a guitar, with works inside
which get all the guitar strings
vibrating so that the six strings
sound like a 24-piece orchestra.’

‘We developed it,” continued
Kevin, ‘not as a gimmick but be-
cause we wanted that particular
sound. We've patented it and want
to bring it out to the public at a
reasonable price.

1t's unusual to find a band who,
when they want a particular
sound, will go to the trouble of in-
venting an instrument to produce
it. But then 10cc are nothing if not
perfectionists. You can tell that
from their music, especially Sheet
Music. This album, even more than
the first, has been taken to the
limits of production without
sounding over-produced.

MIDNIGHT

It was their several attempts to
get the album sounding perfect
that led to the latest modifications
inside their own studio, Straw-
berry, in Manchester, as Lol ex-
plained.

‘What happened was that we
mixed the album a couple of
times — yes, a couple of times! -
and we had itcut firstin New York.
Eric (Stewart) wasn’t happy with
it — he does all the mastering — so
we mixed it and cut it again.

‘Then we found out that, good
as Strawberry is, Eric had an idea
for improving it, which involved
installing a different sort of speaker
set-up to fill in a bass hole. That's
brought the presence out so much
more it’s incredible. The difference
is unbelievable. We had to remix
the whole album, which was a
helluva job because we'd spent
ages on the first mix. Soin the time
it took for the final mix we changed

“Not the
Dean and I
shrieks
10cc’s
guitar

it a bit, added a voice here and the
Gizmo there.

Paul McCartney was working
on his brother, Mike McGear’s,
album at the same time as 10cc
were working on Sheet Music. An
interesting situation developed re-
garding the timing of sessions in
that they would use the studio
from 9 a.m. to 4 p.m. and then
McCartney would take over till
midnight. They all swopped round
ideas and there are certainly one or
two places on the album where a
slight Band On The Run feel can be
detected, in Hotel for instance, the
number they first worked out a
couple of years ago when they
were experimenting with the
Moog for the first time.

‘That number is like a pastiche,
a painting in sound,” said Lol. 'We
did the bird noises and got a bit of
sea and a motor boat, built up the
picture and later wrote the song.’

‘What you mustn’t forget,” an-
nounced Kevin, ‘is that we're both
trained as graphic designers so we
tend to think in terms of the visual
when we write. Eric and Graham
have got a different slant on
things. Eric’s a rocker, he’s into the
blues, you can tell, and Graham’s
into good solid structures, very
comfortable sort of things. He
always likes to neaten the music
up.

It’s this very divergency between
each band member's individual
writing style that makes their
music so exciting and so unusual.
On this latest album they deliber-
ately chose to break their custom-
ary writing partnership of Eric with

BEHIND THE
SHEET MUSIC

Lol Creme

Eric Stewart
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Graham and Lol with Kev, and see
what would happen when Lol
worked with Graham and Eric with
Kev.

The experiment worked. Lol and
Kevin's more outrageous melodic
experiments were tempered and
Graham and Eric’s more down-to-
earth songs given a touch of the
unusual.

‘Graham brings us down to
earth,” chuckled Kevin. ‘When Lol
and | get an idea we get carried
away and Graham gets a bit
frightened and says things like,
“can’t we have a more agreeable
chord here?” They both roared
with laughter.

‘He freaks out. | did Worst Band
In The World with Graham and he
nearly died. He just sat there
stunned most of the time and said,
“you can’t do that, it's not right!”
He's the steadying influence. If it
wasn’t for him the tracks would be
bizarre, to say the least.’

Lines like ‘Clichés, and toupées
and threepés’ from Silly Love, and
the middle stanza (you couldn’t
call it a verse) from Somewhere In
Hollywood, where Norman Mailer
waits for Marilyn to die and is ‘out
on the patio/With his polaroid and
scenario/And he’s armed and he's
dangerously/Close was the weath-
er’ (the clever merge from one
mood and subject into another),
puts them into the most sophisti-
cated class of lyric writers.

And it's all deliberate and very
carefully worked out. They want to
shock, to make people stop in their
tracks and think. ‘Part of it's in the
contrast of things we use,” Kev ex-
plained. ‘For instance, we talk
about bombs and plane crashes in
a sort of Danny Kaye feel because
a bomb on a plane is a very
serious subject and you don't
want to get people too depressed.”

What they seem to achieve is
the art of being topical and let's
face it, most topical news /s pretty
depressing —without being doomy,
writing in a humorous way to
underline even more heavily the
serious, the dangerous, and the
just plain lunatic things of every-
day life.

Sheet Music reads like a news-
paper. There's the latest on the
money situation (The Wall Street
Shuffle), the plane sabotage
(Clockwork Creep), the American
exploitation of the West Indies
(Hotel), the oil crisis (Oh Effendi),
and so on.

Within the witty lines are some
pretty strong and controversial
viewpoints, for instance, their
active attack on Norman Mailer for
his book on Marilyn Monroe, not
because they disliked the book
('l loved the book,” said Kevin. ‘It
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was written very stiffly, | preferred
the photographs,’ said Lol) — but
as a statement for something more
general.

‘It's the fact that he did it at all,
not letting the subject rest. It's a
whole syndrome. You've always
got the people ready to cash in on
people like Marilyn and Hendrix.
We just used Mailer as a symbol.’

Mailer's American. Wall Street’s
American. All the time in their
songs they are probing away at
America, making pointed com-
ments on everything they think is
wrong with American society.
Why are they so obsessed with
this theme ?

‘We haven’t chosen the subject,
it just arrived,” Lol explained. ‘It's
because whatever England has it's
received from America two or three
years later. Music, comics, films . . .
America’s bloody important even
though we usually don’t realise it.

‘| was talking to my wife the
other night and | mentioned that
very few people realise that we are
actually involved in a renaissance
and have been for the past 20
years. Exactly the same sort of
pattern from the 50s into the 80s is
repeating what happened to the
world through Florence and ltaly,
but this time it's happening
through America. Science, Space,
Music, Art . . . we're living through
such an exciting time that it
doesn’t seem right to be ultra cool
and heavy about it like so many
people are.’

Cool 10cc are not, Heavy?
Certainly not at first glance. Some
people find their music flippant,
pretentious even. They make no
bones about setting out to de-
liberately find strange tunings to

o

write their songs in. ‘That gets us
off, it throws the mind a bit. That's
what we try to do when we write,’
confessed Kev.

Maybe another of the things
holding back 10cc’s music from
reaching a wider market is that
they are almost too clever. The
witty lyrics and successive images
skid across your mind like the
dazzling tail of a comet, leaving
you wondering just what hit you,
while the weird and wonderful
convolutions of the melodies
hardly leave you a root chord to
grasp hold of.

Added to that, they swop lead
vocals like relay runners swopping
batons, while the way they con-
struct songs (‘We keep an open
brain when we're writing because
it's boring with just verse, chorus
and middle eight’) leaves you
waiting in frustration for a chorus
that repeats once then vanishes for
ever.

All this, plus their tongue-in-
cheek approach to all subjects

A

Kevin Godley () and Graham Gouldman (r)

w hether serious or not, leaves you
wondering what they are really
trying to do. Just how do they see
their music ?

‘The albums sound like we're
having a lot of fun but it was
actually a lot of hard work,’
answered Lol. ‘We don’t settle for
things that easily. | don't want to
sound conceited but | think that
although we don’t sound serious
and heavy were doing more
musically than most bands are, like
in the structures of the music,
sounds and arrangements. The
idea is not to make it heavy and
portentous but to make it easy to
listen to.

‘The best gymnast is the one
who makes the most difficult
thing look easiest. That's the art of
the whole thing. Ballet should look
easy and we all know how difficult
it is. That, to me, is what music
should be like. It should be easy to
listen to but it should be pushing
all the time underneath.’

LORNA READ
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Status of a
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By Del Robinsen

NCE upon a time the rhythm

guitarist was as essential a
part of a group as the drummer or
the bass player. Okay, so he was
usually astep further from the spot-
light than the lead saxist but his
departure from a band would still
warrant a classified ad. in the back
of a weekly music paper or
wherever.

However, times change, and for
a while countless rhythm gui-
tarists bit the dust and were forced
back to being milkmen, bank
clerks or whatever their pre-
professional occupations oreduca-
tion allowed them to be.

Perhaps though, the fortunes of
the rhythm guitarist are on the up
once again if Status Quo, oft
criticised for being unimaginative
but still one of Britain's most
driving rock bands, are anything to
go by. Rick Parfitt, rhythm gui-
tarist and chunky riff vendor by

RHYTHM GUITARIST

j Quo-tes from
8 Chairman....
 Parfitt

appointment to the Quo seems to
think so.

Even if that might sound like an
obligatory viewpoint to adopt, a
listen to Status Quo's latest album
called simply Quo should satisfy
even the most sceptical of the
validity of Rick’s contribution to the
band.

Rick  himself has strong
feelings on the matter: ‘A
while ago | felt that the rhythm
guitar wasn't so important or really
a recognised instrument. People
usually say “Wadda y’ play, man —
lead guitar or bass guitar?” No-
body ever says “wadda y' play,
man — rhythm guitar ?* And some-
times you get on a bit of a downer.

‘But | really enjoy playing
rhythm guitar now — whereas
before | was just playing straight
rhythms, on Hello and Quo there's
been a lot more variation and riffs.
I think that's part of the reason that
the new album is better than any-
thing else we've done, though
everybody’'s found themselves as
players and really let go on this
album — especially John, | think
it's John's album as far as improve-
ment goes.’

Rick thinks that aspersions cast
on the band’'s creativity are un-
warranted. ‘We've been slagged
offin the past by people saying our
arrangements are all the same, but
I think people who've said that
haven’t really listened to the
music. If they did, they'd notice
there are changes in the feels and
moods — there's a lot going on in
there really.’

Although now receiving recog
nition on a large scale, there was a
time, after the Pictures Of Match-
stick Men era that things were
difficult for the band. However,
they stuck together when many
would have split—the Quo have, in
fact, been together for over 10



years. Rick joined the band about
seven vyears ago, after working
with a girl singing duo in a group
called The Highlights.

‘I think it's very important that
you are into one another as
people for a band to continue
being successful,” commented
Rick. ‘Otherwise you get hang-
ups — especially on the road. We're
very dependent on each other at
the-moment, none of us have any
other business interests as yet, and
musically we're all into the same
bag. It sounds a bit corny, but
we're like brothers really — there's
no egotism in the band.’

Rick’s contribution to writing
the Quo’s material is usually made
in collaboration with bass player
Alan Lancaster. ‘Normally | come
up with the riff — the basic thing,
and we both work on it from there.
Backwater and Poor Man on the
new album are two of the best
tracks |'ve written collectively with
Alan.

He usually writes the lyrics, but
there is one song that | wrote the
words of —~ Lonely Man. | really felt
those lyrics — it might be about me
a while ago. A lot of our writing
stems from on the road, in hotel
rooms or sometimes athome —any-
where really. | like slow melodic
things and V'll probably be writing
a lot more in the future.’

The Quo favour IBC for re-
cording: ‘It's an excellent studio
for us. It's got the lighting, atmos-
phere and comfort that we want
and we can really get our heads
down in there. David Lyon-Shaw
is engineering and we've got a
very good personal level with him.
There was talk of doing the next
album at The Chateau in France,
but | can't really see it, it doesn’t
feel right at the moment.’

Although the Quo have a huge
following in Britain and Europe,
America still waits to be con-
quered and when they cross the
Atlantic the Quo are, at the
moment, reduced to the status (if
you'll pardon the pun) of a support
band.

PLASTIC

Rick Parfitt assumes no super-
star affectations and looks at the
situation frankly.

‘It's gonna take a lot of hard
work for us to break there. The first
tour we did there was reasonably
successful but the second was
blown out because there was a lot
of hang-ups, so we came home
about a month early.

‘Four or five years ago, over
here, we were dressing in toilets
and being kicked around all over
the country for next to nothing. On
the last tour of the States we
dressed in garages. We're just a
bunch of nothings out there and
we've gotta start right from the
bottom. We'll just go out there and

"
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Parfitt — now using a lot more variation and riffs

work our balls off, as we always
do, and see what happens.’

Many rock musicians have to go
through the mill before they make
it, even to the stage of being
bread-line professionals but most
believe to begin with that they'll
make the big time eventually. Rick
was more fortunate than some
‘I’ve never had a step down’ — but
perhaps belief in his chosen
vocation played a part in this.

‘I know it sounds corny, but |
think | was basically cut out for
this business, I've never done any-
thing else. At the age of ten |
bought a guitar and played it
without any tuition more or less
in the first week.’

Rick's advice to the aspiring
semi-pro or amateur rock musician
is ‘Don’t try and copy anybody,
stick to doing what you feel. Any-
body who's just starting out will
eventually find the kind of music
they really want to play — if they
can stick the business long enough

- then they should go all out onit,

aslong as it’s individual.’

Did this mean that he thought
people shouldn’t style themselves
on the Quo, then? ‘Let’s not get it
wrong, the same type of music’'s
fine. I'd never knock anybody for
playing a 12-bar, but they should
play it in their own style, not try
and make it sound like us. Do it
the way you feel it.’

Nevertheless, other bands do
copy Status Quo: ‘We started off
the thing of huddiing around our

kit with the heads going and you
see so many bands doing it now. [t
came natural to us but it looks
terrible if it's contrived. Audiences
can suss out anything false or
plastic today, and you won't get
away with it -~ we haven’t copied
anybody.’

In common with other bands,
Status Quo have found them-
selves witnessing some nasty
scenes at their gigs with their fans
coming off the worst, and Rick
feels strongly about this, finding it
the most distasteful part of being
in a ‘name’ band.

BRIDGE

‘I've seen the kids getting hit
and thrown out. Some of these
security guys or bouncers just
want a bit of action. We've spoken
out about the situation before and
| think itis calming down a bit. The
Apolio Glasgow was appalling,
but there’s a new manager there
now and things are much better.
It's a drag to see it happen and it’ll
probably be sorted out eventually.’

Until recently Rick used a 15-
year-old Les Paul Junior guitar
which he picked up in the States.
They're comparitively rare now and
unfortunately Rick had his one
stolen, He now uses an eight-
year-old Fender Telecaster.

‘l used to use a Telecaster years
ago. It's hard and tight — and |
don’t need anything fancy on my
guitars ‘cause | hit ‘em hard.’

In fact Rick was hitting the
strings so hard that to lessen the
chance of breakages on stage he's
had the bridge taken off and a stop
or clamp screwed into the body.
The strings are Fender Regular —
‘They're very thick and hard to
play. You can‘t bend ‘em too much
but not being a lead guitarist |
don’t need to.’

Rick’s choice of amplification'is
an Acoustic 371 amp with graphic
equaliser and two Acoustic 4 x 12
speaker cabinets fitted with JBL
speakers.

‘We had a problem with speak-
ers a while ago before we were
using JBLs - just a couple of gigs
and we'd blow the speakers or
they'd become muzzy. They were
good speakers, but it was the
volume we played at that did it.
We use a WEM 3, 500W PA,
except for the big gigs when WEM
enlarge it and send a couple of
their technicians down to ensure a
good sound. We used about
7,000W at our Wembley gig and
that was just enough.’

4-TRACK RECORDING
£6 AN HOUR
MULTICORD STUDIOS

46 FREDERICK STREET,
SUNDERLAND
(0783) 58950

Contact Ken McKenzie
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PLAYBACGHK

PRELUDE
FOLLOW UP
AT SCORPIO

RELUDE, the folk-based group
whose version of the Neil
Young composition, After The
Gold Rush, was an out of the blue
hit for them, have just completed
their second album at Scorpio
Studios. Engineering the sessions
was Denis Weinrich and the
album is scheduled for a release
date sometime this autumn.
Norma Green also visited Scor-
pio to record an album which was
produced by lan Samwell and
Supertramp have just finished mix-
ing their album for A & M.

ROYALTY
AT TRIDENT

E hear that the amazing

Queen have been spending
time in Trident Studios putting
down tracks for their next album,
which is scheduled for an Autumn
release.

The Tremeloes have been re-
cording numbers for an album, one
of which will probably be taken
off for their next single. Mick Ron-
son has been in again and Judas
Priest have been laying down
some tracks. Foot In Cold Water
have recorded some tracks pro-
duced by John Anthony.

CASSIDY

at SARM

Cassidy with Sarm s studlo chief, Barry Ainsworth

ARM beat the teenyboppers

during June and successfully
guarded David Cassidy for six
days, while he produced and
mixed his live album of numbers
taken from his British concerts.
Security was tight, but the secret
was kept so well that the security
men were able to fade into the
background to enable Cassidy to
relax after his unhappy experience

at White City.
The album, entitled Cassidy
Live!, on the Bell label, plus a

single from it, should be out round
about now.

Also in Sarm recently were
Barry Blue who has begun work on

36

backing tracks for his next album,
Tony Macaulay who was working
on Scott Fitzgerald's first release
on Dick Leahy’s new G.T.O. label,
John Velasco, who has been re-
cording a new single for Jack
Wilde using Shep’s Banjo Band
and is also hard at work on an
album centering around past hits,
on the United Artists label.

Keith Potger has been mixing
tracks for Springfield Revival, John
Wensley has been recording both
an album for Pilgrim Records and a
single for Cash & Carry, and Scott
English and Roger Greenaway
have also been in to complete
various projects.

MILES’ ALBUM AT ORANGE

RANGE Studios have been

concentrating mainly on their
own artists during the past few
weeks, in particular a gentleman
by the name of John Miles. John,
as well as being a multi-instru-
mentalist, is also, so we hear, an
amazingly-prolific songwriter and
the problem in getting his album
together has been that each time
he composes from a different in-
strument, he comes out with a
totally different type of song! He
has put down a number of tracks
and the album will be released on
Orange’s own label.

They have also been con-
tinuing work on the American Bi-
Centenary epic for Paradene on
the musical history of America. In
the studio lately were The Black
Bottom Stompers and the North
American Army Choir.

John Miles

‘SHOWADDY’ AT
MUSIC CENTRE

OLID Gold’'s producer, Mike

Hurst, who recently recorded
the hit single Hey Rock And Roll
with Showaddywaddy on the Bell
label, has been down at De Lane
Lea/CTS Music Centre com-
pleting their follow-up, Rock And
Roll Lady. The tracks were mixed
by Dave Hunt. Hurst has also been
recording cabaret star Ayshea's
new album of country songs for
release to coincide with her new
Granada TV series.

Studio time was booked re-
cently by Dartbill for the re-
mixing of the forthcoming live
album from E.L.O., for Warner
Bros. Amongst other people who
were in The Music Centre during
the past few weeks were com-
poserJ ohn Cameron, who is work-
ing with Salena Jones on her new
album A/l The Way With You, on
R.C.A., Jerry Fielding, who was
recording the underscore for the
feature film, Bring Me The Head
Of Alfrado Garcia. and Johnny
Pearson, who was recording new
music for the B.B.C.'s Comedy

Playhouse series.

P.S. Start counting the shop-
ping days till Christmas — Johnny
Douglas has been in the studio to
complete a new album of Christ-
mas Carols for R.C A.l

MUSHROOM
REBUILD

MPROVEMENTS have been car-

ried out in Mushroom Studios,
Bristol. Their desk has been com-
pletely rebuilt by Danish audio
engineer, Yens Langvad, who has
been specially brought over to
England by a leading electronics
firm to be one of their special ex-
perts.

As far as recording artistes are
concerned, there have been quite a
mixture of people in the studio,
covering a wide variety of music.
The Avon City Jazz Band were in
recently, Stackridge recorded a
couple of singles, Canton Trigg
put down some tracks and so did
singer/guitarist Steve Tilson. Also
Shirley Jackson, of BBC's Night-
ride fame, came in to record an
album with jazz guitarist Frank
Evans.

HE MAKES APOINT OF DROPPING CABINETS
SMASﬂwg AMPS AGAINST DOORPASTS, HURLING
PAS THE LENGTH oF His VAN, AND N

GENERAL RUNNING AMOIK AHONG-J‘T THE GEAR)

ROTOSOUND - the world’s highest grade in music strings - at your daaler NOW!



WHO’S WHO

RUPERT NEVE

Anyone who is anyone in sound knows, if professional audio control and distribution
equipment is to do its job, only the best is good enough. They know what they want.
The highest standards of quality and relic%ility and fechniccrperformcnce as near the
theoretical limits as possible. Plus the fact that Neve equipment is custom built to
individual requirements and tailored to fit neatly into limited studio space. Naturally

lyanda Records, Nigeria; Multi-Medig;
Creative House; Caribou Ranch; Eastman
Kodak; Harcourt Brace; His Masters Wheels;
PAC Inc.; Sound City; Track Recorders;
Whitney Recording; Griffith Gibson; Les
Productions Paul Baillargeon; Marc

it all goes to produce a very impressive list of Neve customers. Productions; Mercey Brothers; Jeff Smith

Radio Triunfo; CT.S. De Lane Leq; Federal Interchange; Linkage Sound; Studio Marko;
Records; CBS-Sony, Japan; Cockatoo Sound; Studio 3; Intervideo; Mahogany Rush; Sound
R.G. Jones; Music zor Precsure; Pye Records;  Toronto; Chatham Square; Neil Young;

Weir Sound; Polydor; West of England Belafonte Enterprises; Air Studios.

Studios; Maritime Studios; Universities and schools: Syracuse

EMI; Festival Records; Bavario =,  University; University of Surrey;
Atelier; Arne Bendiksen; Plymouth Polytechnic; Yale School
Gallo; Belter Records; of Music.

Carbo; Elliot
/m\

Mazer; CBS
Records; ‘ .
f A&
by

Here's a list of some of their
1973 customers:

Radio and TV: RTY Romanig; Link Electronics;
B.B.C.; Marconi; Granada Television; Radio
Luxembourg; Tyne Tees Television; Damascus
Radio; HTV Ltd.; Radio Telefis Eireann;
Greater Manchester Radio; Gospel Radio
Fellowship; HSVZ, ATNZ, ATVO, Australic;
B.EB.S. (British Forces Broadcasting Servicel;
RT.V. Singapore; Yorkshire Television; Capital
Radio; Ampex; Rediffusion; London Weekend
Television; |.B.A.; Radio Sofia; Nigerian
Broadcasting; United Evangelistic Church;
WGBH; WRMF; Encounter Ministries; KBYU;
KHOF TV: WSM; WBZ; CBC.
Theatres: Royal Opera House;
Congress Hall, Bucharest.
Communications: Pye Business
Comms.; Fernseh GmbH.

Film: Shepperton Studios; Felix
Acaso; Pinewood Studios;
Consolidated Film Industries;
Imperial War Museum; Zaar
Films.

Recording: J. Albert; Metronome
Records; Preview Sound; RC.A,;

Decca;
[

N
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AR

NN = ™

AV Neve intemationally sound peole g

Rupert Neve, Cambridge House, Melbourn, Royston, Herts. Telephone: Royston (0763) 60776. Or Cambridge (0223) 53454. Telex 81381.
Cables Neve Cambridge. 2719 Rena Road, Malton, Ontario L4T 3K1, Canada.Telephone: 416 677 6611. Telex 0696 8753. ]
Berkshire Industrial Park, Bethel, Connecticut 06801, U.S.A. Telephone: (203) 7446230. Telex 969638. Hollywood Office: Telephone: (213) 465 4822.
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UNDERSTANDING

MIXERS

AN you honestly claim to

understand mixers ? You might
have a rough idea about where the
sound goes in and where it comes
out, but when you’re in the studio
making demos (or masters), or
using a large mixer for the first time
in concert, I'll bet you leave it to the
sound engineer to interpret your
‘up a bit’ instructions.

Knowing exactly what the
board can do is the first step to
using the recording medium to the
full. The array of knobs and dials is
certainly impressive at first sight
and the jargonese used for con-
trols is not meant to help the un-
trained. However, if you under-
stand the basics of a mixer more
fully at the end of this article don’t
imagine you can dispense with a
balance engineer and do the job
yourself, his value lies in the way
he uses the board. So a desp
breath, and: Understanding mixers.

Each sound created in the
studio is fed into the mixer
absolutely separately. Whether
that sound be picked up by a
microphone or taken by ‘direct in-
jection’ from a guitar pick-up or
similar, it arrives at the mixer on its
own. The number of such ‘signals’
that a mixer can handle depends on
the number of channels built into
the mixer. One channel — one
signal.

We've used Neve desks in our
illustrations, partly because they
have the simplest and most logical
uyout and partly because they

were kind enough to provide the
background information for this
feature.

When the sound reaches the
channel it goes first to the channel
amplifier. This is sometimes called
an attenuator although Neve
offered a sharp rebuke about this
sloppy nomenclature and insisted
it was an amplifier. This is item 1
on Fig. 1.

Here the engineer can amplify
the incoming signal until he has
enough juice to work on.

2. Next comes the decision
about whether the sound needs
‘equalising’ or not. The term stems
from the idea of making a sound
equal to the peculiarities of a
particular room or studio, in effect
altering the tone of the sound to
that which is natural. Of course it's
been a long time since the only use
of an equalising system was to
naturalise sound, it's now a sophis-
ticated set of tone controls that will
shape a sound to almost any re-
quirement. This control decides
whether the EQ (as it's called) cir-
cuit should be in or out of the
channel. In other words, in use or
not in use. It's nearly always used.
Controls 3, 4, 5and 6 only are used
if the equalising circuit is switched
in.

3. This is the HF (high fre-
quency) control in the EQ circuit
and shelves around 12,000 cycles
(very high treble).

4. The presence of ‘middle’ con-
trol which operates on various fre-

A GUIDED TOUR
ROUND THE DESK

quencies between 360 to 7,200
cycles. You'll notice that this con-
trol in fact consists of two separate
controls, an inner knob encircled
by an outer ring. The outer ring
selects the frequency you want to
boost and the inner knob governs
your amount of boost.

5. Bass control, again of the
shelving variety operating in the 35
to 220 area with an outer ring and
inner knob contro!l selection and
amount.

6. This control is a bass filter
operating on 50 or 300 cycles, and
this is self explanatory.

After the EQ circuit, the next stop
for the now altered signal is the
slide fader (7). This offers a precise
control to the sound engineer and
he can see at a glance his sound
level (comparatively to the other
faders). The fader is calibrated
around a zero point and represents
decibel increases. Just above the
fader are the controls that govern
the ‘condition’ in which you listen
to a sound.

8 is a solo button that auto-
matically mutes all other channels
to enable a parti<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>