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'Three -layer
detachable
windshield
eliminates

Nylon mesh
It smooths out
response.

Powerful rare
earth magnet
assembly for high
sensitivity.

'Design ensures
equalization of
air -pressure
behind diaphragm.

3 -position Switch
vocal/music/off.

Acoustic resistance
controls input of
sound to rear
of diaphragm.

Accurate response at
all frequencies
ensured by design of
moving coil support.

Acoustic resistance
for low frequency
control.

NINE REASONS
WHY THE EAGLE
PRO M90 MIKE
COSTS A LITTLE
MORE THAN ITS

COMPETITOR

A tough cardioid mike for stage use. Voice or music.
Indoors or out. Really good feedback control and an
amazing 40 to 16000 Hz frequency response. A mike that
will never let you down.

That's why real professionals use it.

Fifty available for a month's free trial. Tell us who you
are and where you're playing. First come, first served.

Microphones: EAGLE

International
standard tough

XLR connector.

SS2

O Please send me full details of all Eagle Microphones
ID Please send me a PRO M90 on a month's free trial

Name.

Address -

Name of Band/group etc where appropriate -

Next performance at: Date:

EAGLEINTERNATIONAL
rArydilseisoenxCF7Anotrei,sHuergoenreRaork1..;bri2ve8,8W3mbley,



Moog Prices Slashed
For Details Tel: 387 7449 (Please reverse call charges if required).

TAURUS MOOG PEDALS

STOP PRESS

MOOG
Be sure to see this month's free Moog Demonstration and Film Show to be held on Monday
15th January, 1979, at the Society Suite, New Ambassador Hotel, Upper Woburn Place,
London W.C.1. Guest demonstrators will be Val Polonski and Roy Goudie. Products will be on
show from 1 o'clock. Demonstration starts at 7.30, refreshments will be available.

CHECK TI -115 LIST FOKCOMPLETE RANGE
Please tick appropriate box.
 Polymoog
 Minimoog
 Micromoog
 Multimoog
 Taurus Moog Pedals

Enclosed is £1 for a T-shirt/
£3 for a sweat shirt.
T-shirt/sweat shirt
 Small
 Medium  Large

Other

7 Dear Chase Musicians
22 Chalton Street, off Euston Road, London NW?

Please send me details of items ticked

Name

Address

L _1

1
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The London
Synthesis'er

Centre

Buy Mutt &
Scum,

TeQ.01.387.7449

Electronic
Pianos

k

CP-70B Electric Grand
Keys 73 (E1-e4)
Effects Controls Bass, Middle,
Treble, Tremolo Speed and Depth.

CP-20 Piano
Keys 61 (f1-f3)
Piano I, Piano II,
Harpsichord I, Harpsichord II.
Tremelo Controls,
Speed, Intensity.

CALL CHASE
String Synthesiser

SS -30 Strings
Keys 49 (C-c3)
Tone Selectors
Violin Part,
Viola, Violin I, Violin II, Attack. Cello Part,
Cello I, Cello II, Attack. Volume Control.
Orchestra Selectors.

CP-30 Piano
Keys 76 (E1-94)
Tone Selectors: Chl-4, Ch2-4
Effects Controls: Pitch, Decay,
Tremelo Speed, Intensity,
Bass, Treble.

SEND THIS COUPON FOR INFORMATION
Please check appropriate box

 Yamaha Synths

El Yamaha Electric Pianos

 Yamaha Strings

ID Yamaha Amps

Other

Enclosed is £1 for a T-shirt/
£3 for a sweat shirt.
T-shirt/sweat shirt

OSmall

OMedium OLarge

7 Dear Chase Musicians
22 Chalton Street, off Euston Road, London NW1.

Please send me details on items checked

Name

Address

1

L



CHASE
MUSICIANS

Buy Diked, &
Saw

Tel 01.387.7449

FOR YAMAHA

CS -80 Synthesiser
Polyphonic (8 notesx2ch)
Keys 61 (C-c4)
Tone Selectors: ch. 1-11, ch 2-11
Programmable Section Levers: 24 x 2,
Memory Banks: 4
Effects Controls: Ring Modulator,
Touch Response, Sub Oscillator,
Sustain, Portamento/Glissando,
Slide Controller, Resonance,
Brilliance, Keyboard Controls,
Tremelo/Chorus, Feet Selectors

CS -60 Synthesiser
Polyphonic (8 notes x I ch)
Keys 61 IC - c4)
Tone Selectors: 20
Memory Bank: I

Effects Controls: Ring Modulator,
Touch Response, Sub Oscillator,
Sustain, Portamento/Glissando,
Slide Controller, Resonance,
3rilliance, Keyboard Controls,
Transposition Selectors

FREE YAMAHA DEMONSTRATION
Dave Bristow will demonstrate the products on Wednesday, 17th January,
1979. The display will open at 1pm, formal show commences at 7.30pm.
Refreshments available. The SoCiety Suite, Hotel New Ambassador, Upper
Woburn Place, London, NW1.

CS 50 Synthesiser
Polyphonic (4 notes x I ch)
Keys 49 (c - c4)
Tone Selectors. 13
Programmable Section Levers: 20
Effects Controls: Ring Modulator,
Touch Response, Sub Oscillator,
Sustain, Portamento/Glissando,
Resonance, Brilliance,
Transposition Selectors

CS -10 Synthesiser
Monophonic
Keys 37 (c-c3)
VCO, VCF, VCA,
Trigger Selector (external/single/multi)
LFO, Noise Generator

RRP £360, Our price £299 1

**************

omb

Stop Press: Another Chase
Store opening soon.

CS -30 Synthesiser
Monophonic
Keys 44 (F - c3)
VCO-I, VCO-2, VCF-1, VCF-2,
VCA-I, VCA-2
Ring Modulator,
Sequencer,
Envelope Generators,
EG-1, EG-2, EG -3
LFO

The London Synthesiser Centre, 22 Chalton Street, off Euston Road, London NW1.



The London
Amplification

Centre

BugDiked, &
Saue,

Tet.01.388.4094

HUGE DISCOUNTS ON COMBOS!
UP TO 50 WATTS

OVER 100 WATTS

CARLSBRO TNT 50w MUSIC MAN MUSIC MAN

WASP 10w ROLAND 2 x 10 .. 65w 2 x 10 130w

HORNET 35w GA 30 30w 1 x 12 65w 2 x 12 130w

SCORPION 35w 2 x 12 65w 4 x 10 130w

CUSTOM SOUND 60 TO 100 WATTS ORANGE ORANGE

TRUCKER STD GRAPHIC 0/DRIVE . . GRAPHIC 0/DRIVE. . .45w . . 80w 120w

TRUCKER DUO 45w STINGRAY 100w GRAPHIC 0/D REVERB . 80w GRAPHIC O/D REVERB 120w

TRUCKER BASS 45w STINGRAY BASS . . . 10Uw ROLAND PEAVEY
JC60 . .

DEUCELAB SERIES . . 60w 120wMARSHALL
2 x 12 TRANS 30w L5 2 x 12 100,x, JC80 60w ARTIST 120w

2 x 12 M/V VALVE . . . . 50w L7 4 x 10 1 Olhq GA60 60w MACE . . . 160w

PEAVEY L9 1 x 15 100w YAMAHA LTD 200w

BACKSTAGE 17w MARSHALL G10013 2 x 12 100w SESSION 200w

PACER 45w 2 x 12 TRANSLEAD. . . 100w G100 2 x 12 100w ROLAND
GA120CLASSIC 50w 4 x 12 BASS 100w G100 1 x 15 100w 120w

4 x12 LEAD 100w G100 4 x 10 100w JC120 120w

2 x 12 M/V VALVE . . . 100w B100 1 x 15 100w JC160 .. 160w

PLUS: A COMPREHENSIVE RANGE
OF CABINETS AND HEADS

CAB 4 x 12 . , ...... 120wBOSE CUSTOM SOUND MARSHALL
800 AMP 550w CS700A MIXER AMP . . 150w WV VALVE HEAD . . . . 50w 2 x 12 HORNS

800 Speakers 270w GS700K KEYS AMP 150w M/V VALVE HEAD 100w PEAVEY..... .
802 Speakers 270w

.

706 GRAPHIC BASS... 150w
. . .

LEAD/BASS HEAD . . . 100w CENTURY HEAD . . . 100w

CAR LSBRO TRUCKER PA 150w SLAVE 100w MUSICIAN HEAD . . . . 200w

FULL RANGE FLARE 7215 BASS CAB 200w CAB 4 x 12 100w 412F 2 x 12 CAB 200w

CAB . ..... 120w 7412 4 x 12 .... . . . . 200w ALL PURPOSE CAB 2x12100w T300 HIGH . . . . FREQ.PROJ.

FLARE CAB 2 x 12 . . . 120w 7 MPH HORN UNIT MUSIC MAN YAMAHA
HORN PAIR 2 x 12 . . 120w LAB SERIES REVERB HEAD 65w G100 LEAD HEAD. . . . 100w

M130 SLAVE 130w L4 HEAD 200w HEAD 130w B100 BASS HEAD . 100w

MARLIN HEAD 130w
STINGRAY BASS HEAD .150w

L4 CAB 2 x 15 200w
L11 HEAD 250w

212 RH CAB 130w
130w

412 B3 CAB
EM120 MIXER AMP. . . 100w
A4115H SELF POWERED

STINGRAY SUPERHEAD150w L11 CAB 4 x 12 200w ORANGE CAB 100w

CAB 4 x 12 . . . . . 200w GRAPHIC HEAD. . . . 120w EM150 MIXER AMP. . 150w
GRAPHIC O/D HEAD . . 120w

PLUS:A WIDE RANGE OF MAI MIXERS
-AND MANYMORE

Barclaycard, Access,
H.P. Facilities

And Mail Order
Available

The London Amplification Centre
88 Chalton Street

off Euston Road
London NW1
01-388 4094

OPEN MON-SAT
10am - 6pm

Two minutes walk from

Euston/Kings Cross Stations



CHASE
MUSICIANS
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L BUY
Not one, but two Three tone controls:
inputs! treble, middle, bass

R 1E53
The loudness switch. This headphone socket Don't let the price fool
Turn the amp full up for automatically cuts the you. This "cheap" amp
maximt, overdrive and loudspeaker out when uses a 10in. Colestion
sustain, use too switch to you plug in a pair of spooks,. Hard to believe
keep the seine sound MIS. isn't it?
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The Intermusic Imp is a 15 watt rehearsal amp which delivers
like a stage amp. The same circuits used in producing the tone
of the big Intermusics are used here, the only difference is the
size and the price.

In a cynical world there's little enough to make you

mlwit
is Musical Valud

believe in other people. But all this for just £53* must tell
you a lot about the Intermusic team. By now you should
have got the word about the fantastic Intermusic reliability.
So for the studio, the routining session or the bedroom,
Intermusic has it.

PA:CE Ltd., Kneesworth Street, Royston, Herts.
Canadian Distributor:-
Northern Audio Musical Enterprises, 953 Fraser Drive,
Burlington, Ontario L7 L4X8, Canada.

*Exclusive of VAT



Summerfield, Saltmeadows Road, Gateshead, NE8 3AJ

DARYL STUERMER lead guitarist,.
with 'GENESIS' now plays an
Ibanez Artist EQ guitar. See and
hear these outstanding guitars for
yourself at your nearest IBANEZ
dealer.

Send me the latest information on IBANEZ guitars.
I enclose 20p for postage.
NAME
ADDRESS

0

8
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MUSIC MAN

MEET
LEO

FENDER
COMPETITION

OPEN TO ALL PURCHASERS* OF MUSIC MAN AMPLIFIERS AND INSTRUMENTS UNTIL APRIL 1979, THE
WINNER TO RECEIVE AN ALL EXPENSES PAID TRIP TO CALIFORNIA DURING JUNE 1979 TO MEET LEO
FENDER, DESIGNER OF THE SABRE AND STRINGRAY GUITAR AND BASS, AND VISIT THE MUSIC MAN
FACTORY PLUS TOURS OF HOLLYWOOD, LOS ANGELES, DISNEYLAND AND OTHER NEARBY
ATTRACTIONS. (U.K. AND EIRE RESIDENTS ONLY).

NEW 65 AND 100
WATT SERIES COMBO

AMPLIFIERS FROM

1350 -AVAILABLE
NOW AT YOUR DEALER!

COMPLETE THIS COUPON WITH YOUR NAME AND ADDRESS AND FORWARD WITH LARGE STAMPED
ADDRESSED ENVELOPE TO RECEIVE THE LATEST MUSIC MAN BROCHURES.

NAME

ADDRESS

SEND TO: STRINGS AND THINGS LTD., 20 C HARTWELL ROAD, LANCING, SUSSEX BN15 8TU.

10



10 Longacre, London VVC2. Tel: 01-240 5411

Professional Trade & Export enquiries to Mike Ingram 01-240 5411

Complete stage/disco/concert lighting and control systems available, plus
one of Britain's largest selections of colour media. Contact Lincoln Park
House, 01-240 5411.



LETTERS
aid

QUERIES
Letters and Queries,
'BEAT INSTRUMENTAL'
1B Parkfield Street,
London
N

REME
to use
POST

Bread or
batter?
Dear Sir,

Having owned an old wood
snare drum (dimensions 14" x
5") for two years I still strive to
get a clean, crisp sound out of
it. I have tried all combinations
of tensions on both batter and
snare head, and different ten-
sions of snares, all to no avail.
I've fitted a Remo Ambassador
Weather King batter head in the
hope of more fullness and
responsiveness, but the drum
still has a loose, flat, boomy
sound.

Would you suggest changing
the snare wires, which at the
moment are 20 -strand, for a

more responsive set? I also get
an irritating snare buzz on hit-
ting my toms. My diagnosis is
that the snares are individually
slightly out of line form one
another, causing an uneven ten-
sioning on the head. Any
suggestions on this would be
helpful.

One last thing: what are the
signs that a snare head needs
replacing? After all this, you
probably think I need a new,
modern snare. At the moment I
do! Keep up the good work.

Martyn Waller,
Barnsley.

Maybe you need a new drum,
maybe you don't. It's impossible
to be definite without seeing it
for ourselves. As a general rule,
however, it's safe to say that the
modern taste for "clean, crisp"
snare sounds is catered for by
metal drums. A metal snare will
always sound dryer and "har-
der" than a wooden one. If you
are sticking with a wooden
drum, the sound can be im-
proved by increased tension on
the heads (which you've already
attempted) or by using the thin-
nest, clearest snare head you
can find. You can get rid of
boom by running a strip of felt
under the batter head, held in
place between the rim and the
wood. This deadens the sound.
12

The snare wires themselves are
unlikely to be at fault. You have
tried various tensions on them,
and if increased tension was no
improvement we must search
elsewhere for the source of the
problem. The bottom head (i.e.
the snare head) is unlikely to
need replacing as a result of
playing, since you aren't
actually hitting the thing. Try a
thinner head, as already
suggested.

You want a new, modern
snare? Inexpensive (if you call
around £70 inexpensive) metal
snares which are also good
value are made by Tama and
Pearl, amongst others. Second-
hand you might pick one up for
less than £70.

Out of reach

Dear Beat,
My ambition, like many fellow

bassists, is to one day own a
Rickenbacker. As I am sixteen
and still at school a Rick is well
out of reach; I am therefore con-
sidering buying one of the many
good copies on the market
(stereo if possible) I would ap-
preciate some prices (up to
about £1601 of these copies, and
any advice you could offer. At
the moment, incidentally, I am
using a CMI Precision copy,
which I like. Do CMI make a
Rick copy?

Kevin Precious,
Hull.

One would think that such a
question would be easy to an-
swer, but many of the importers
and distributors we spoke to
were exceedingly cagey about
giving information. The reason
is that the work COPY is now
taboo in the guitar business.
There is no longer any such
beast as COPY a REPLICA.
There are only "guitars based
on a well-known American
design" or "guitars of Les
Paul,' Stratocasted Rickenbacker,
etc. style."

The reason for this bizarre
round -about way of saying "Er
yes, we do import copies but
they aren't really copies" is that
there are a number of legal ac-
tions pending against the
predominantly Japanese com-
panies who are still making
replicas of Gibson and Fender
guitars. This is the main reason
behind the current rash of
original design Japanese models
on the market. It is also the
reason why COPIES are quietly
diminishing in number.

Despite all this, Ibanez con-
tinue to make the 23888 at
£239.86, the 23898 at £306.02
and a fitted case for £50.33.
These guitars will, however, be
withdrawn pretty soon for the
reasons already mentioned.
There is a Cimar for £208 (case
£48), the Shaftesbury 3419 for
£199.95 (including case), a CMI
at £183.50 and two Hondo

Rickenbacker bass: still an ambition.

Basses, both at £110. The cases
for the latter will be available in
February at £25.

What advice can we offer?
Well, it looks as though only the
Hondos are within your price
range. On the evidence of the
Hondo Precision bass copy
(sorry, design), their HRB2B
and HRB2S must be well worth
a look.

Squealer

Dear Sir,
I would like to make a few

comments on your review of the
Welson Black Pearl guitar which
appeared in the September
issue. You mentioned that it
was one of the cheapest solid -
bodied electrics you had ever
tested, but there are surely
many cheaper guitars (less
than £120 which are also
considerable better.

This leads me to the question
- why haven't you reviewed
some of these even cheaper
guitars, because there are many
people - students and out -of -
work guitarists - who regard
£120 as a lot of money. I'm on
the dole after leaving school
with two 'A' levels (wow!) and I
would agree with your advice
about looking in the music sec-
tions of Melody Maker and Ex-
change Et Mart for good
second-hand instruments. But I
also think that people should be
more aware of the potential of
cheap instruments, which can
often be turned into really good
axes with a little bit of work,
which requires more patience
and common-sense than
master -craftsman ability.

I own a Columbus Les Paul
copy which cost me £30, and I
have modified it so that it is easy
to play (to me at least). The
pick-ups weren't exactly ace:
they fed back. I looked under
the covers and what did I find?
Single -coil jobs hiding beneath
chrome "humbucker" covers!
This is the case with quite a few
of the cheaper copy guitars, ap-
parently. To stop the squealing
feedback I poured wax into the
cover and around the coil, and
this has cut the noise to an ac-
ceptable level.

I have also polished the frets
and cleaned up the fingerboard.
To me, playability and the pick-
ups are the two most important
factors. You can get good pick-
ups for under £25, I understand.

Here is a suggestion: either do
a review on five or six cheapish
guitars, comparing them with
one another, or write an article
directed at those who, like



Columbus: one good brand in the
copy field. The Strat (above) and
Les Paul versions remain popular
buys.

myself, have only a limited
amount of money to spend on
guitars and amplification.

Phil Allen,
Gerrards Cross,

Bucks.
Living in Gerrards Cross and
short of money, eh? We thought
the stockbroker belt was one

part of the country where Gib -
sons grew on trees. Never mind.
To answer your points in or-
der-

There are indeed cheaper
guitars than the Welson Black
Pearl, but precious few these
days, and fewer still which could
be described as good. Yours is a
Columbus - you may be in-
terested to know that the price
of a new Columbus currently
stands at £130. It is a sad fact
that you have no alternative but
to go second-hand if you don't
have the' money. All the guitar
players who eventually "made
it" tell stories of how they scrim-
ped and saved for the guitar
they not only wanted but
needed. If this meant working
overtime in an asbestos factory
or shovelling manure for a living,
they did it, because they
thought it was worthwhile.

You are quite right about the
"disguised pick-up syndrome.
Readers beware! The feedback
was caused by the vibration of
the covers, and thus the wax fill
put a stop to it A firmer sub-
stance like resin will work even
better. And yes, polishing and
perhaps filing (very care full) the
frets is a must. A bit of wax
polish applied to your cleaning
rag will do the fingerboard no
end of good.

First, however, don't forget

CONSTELLATION

Columbus a word of discovery
Explore the new Columbus
range for yourself.

ask your dealer
for details now!

or write ro

music
-

MORLEY ROAD

TONBRIDGE

KENT TN9 1RA

Name

Address

that very simple things can also
be preventing your guitar from
sounding as it should. Have you
put some decent strings on the
guitar since you bought it? Have
you adjusted the action and the
intonation to the point where
the guitar both feels and sounds
acceptable? As for the pick-ups,
Di Marzio and Mighty Mite are
both well respected as
replacements. Di Marzio Super
Distortions are £29.95 each,
Dual Sounds £31.95 each, and
the FS -1 is £24.95; Mighty Mite
single coil pick-ups are £16.25,
whilst the humbucker costs
£21.50. Oh, and there's also an
article on the whole subject fur-
ther on in this issue.

Lastly, why don't we review
five or six cheap guitars
together? This is an interesting
idea - maybe we'll take you up
on it. We always endeavour to
cover the lower end of the
market. If we seem to review a
lot of expensive gear as well, it's
because we also have to cater
for the richer inhabitants of
Gerrards Cross.

Beatle-backer

Dear Sir,
I have some queries which

have been bugging me for some
time and I'd be grateful if you
could fill me in.
1) What is the make of Ricken-
backer 6 -string guitar that John
Lennon was always seen playing
with the Beatles in the early six-
ties?
2) How much is the Hofner bass
- the violin bass used by Paul
McCartney, and why is it not in-
cluded in your Equipment Price
Guide?
3) What P.A. set-up did the
Beatles use in the sixties?
4) Did the Beatles use Vox
AC30's or 50's on stage?
5) How come that in the very
early Beatle photos you see
them playing Hofner, Ricken-
backer and Gretsch guitars
when they were earning about
ten bob a night?
6) In what keys did the Beatles
record 'She Loves You' and 'I
Wanna Hold Your Hand'?

Eric Thompson,
Larne,

N. Ireland
1) Lennon ended up with a semi -
acoustic, model 1996, which
was advertised, after 1963, as
the Beatle-Backer. In 1960 he
was playing a natural Rick with a
Bigsby tremolo and 3/4 -scale
neck. The next was a black 325,
also with a Bigsby. This model
had a full-scale neck and a thin-
ner body.
2) The violin bass currently

retails at £184 and the case at
£15. It is not included in our
Price Guide at the moment, but
we have asked the distributors,
Barratts of Manchester, for a
price list of the entire Hofner
range.
3) The lads used to hire their PA
most of the time; in Germany
they sometimes used an
Echolette system (system in
those days meant a pair of
columns).
4) Both AC30's and AC50's were
used during the gigging years,
Paul using mostly the AC50.
Later models were named after
them, i.e. Beatle amps and
Beatle cabinets, as they moved
up through Vox range.
5) In the early sixties it was
possible to make quite good
money performing live. It would
be wrong to equate the £15 a
night you made in 1963 with the
£15 a night most semi -pro bands
are STILL being paid today. The
prices of guitars and am-
plification have risen
astronomically since then,
whilst gigging fees have
remained pitifully low. This is
due largely to the emergence of
disco's.
6) Listen to the records and find
out!

0 pear

Dear Sir,
I have recently acquired an

old Vox pear-shaped bass which
I believe dates back to the six-
ties. I was wondering if you
could give me any idea as to
how many of this type were
produced and how much it cost
when new.

M. Mears,
Bideford,

Devon.
The Vox pear-shaped guitars,
both 6 -string and bass, were
made between 1965 and 1968.
The very first was made for the
late Brian Jones, who ap-
parently took to it immediately;
Bill Wyman received the first
bass, but since he favoured the
round tone of the old semi -
acoustic basses, his was ac-
cordingly a hollow model. Later
basses were solid, and in fact
only fifty of the semi -acoustic
pearshaped type were made. In
all, just five hundred of the three
varieties came off the
production line, though perhaps
this is the wrong term since they
were hand -made virtually
throughout the manufacturing
process. Your particular bass
(presumably a solid) would have
sold for about 95 guineas.
Remember guineas?

13
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Pro -line 815 - from Leslie, the leaders in speakers. It pumps out 215 watts RMS of Discrete
Quadrasonic Amplification but there's nothing discreet about this one - there's quality in
the sound and it hits you. Hearing is believing but how's this for a whole bunch of features:

 Solid state, 2 channel bass -reflex speaker system.
 Stationary channel has a specially treated 15"

woofer for pedal and bass tones and three matched
6 x 9's at front and sides for a wide spread of mid-
range and treble frequencies.

 Sound in Motion rotary channel has 2 rotors.
 High compression treble driver and rotary horn for

the upper range.
 Newly designed Rotosonic drum for the lower range.
 4 separate volume controls and treble response

sliders: create your own response curve!
 The 4 amplifiers virtually eliminate pedal keyboard

intermodulation "garble" to give a superb, clean
top-quality sound.

So go along to your Leslie dealer for a try out and
he'll take you through the whole bit.
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Details from: LESLIE SPEAKER DIVISION
Boosey & Hawkes (Electrosonics) Ltd.,
4 Brick Knoll Park. Ashley Road, St. Albans,
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LORD B1LL
Wants you to have a free copy of eagletoons
number one with your next purchase of Ernie
Ball/ Ernesto Palla/ Earthwood strings to meet eagle
k'neagle and friends and read the epic "Homemade
Jam" cartoon story which features the Ball Eagle
family. Get a copy today! SELF-STYLED SUPER -STUD

SALESBIRD, STUDENT OF
SCREW -UPS & SILLY STUNTS

AT YOUR LOCAL STORE NOW!
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PATRICK MORAZ
patrick Moraz must have the
most boring credentials in the
world. With Refugee in the

early Seventies, he went on to join
Yes, making Relayer with them at a
weekend's notice, before settling into
his current swivel chair behind the
keyboards of the Moody Blues. If
that's not enough to give you lockjaw
from yawning, Patrick runs a solo
career, plays the odd jazz festival and
has more keyboards than the average
small shop.

In keeping with this alarming lack
of street -level credibility Patrick
knows how to use his gear and is
well-equipped to discuss it; I
therefore found myself hacking a
path to his room through the fur -
piled carpet of one of London's
snappiest hotels in search of the usual
tape recorder -full of technical
information and opinions.

His background, to begin with, is
obvious. He trained classically and
went in for piano competitions "until
I realised that music should not be
competitive." At the same time, he
soaked up all the appropriate
influences: folk music, jazz,
Beethoven, Bach, Stravinsky and
Rachmaninov. Later on, he listened
to Yes! "All the training and
influences were very important," he
admitted, "but I soon realised that if
I wanted to expand my horizons I
would have to become more self-
taught."

More to the point for the aspiring
keyboard player, Patrick was not
born in the middle of a vast bank of
expensive keyboards. All collections
do begin with one, after all. "When I
started as a professional I just had a
Hammond M100. The first things I
added were a Wurlitzer and
glockenspiel for different colours. I
always imagined great possibilities for
a multi -keyboard set-up, and by '69 I
had already built-up my gear to
include a Pianet, a vibraphone -
these were all useful instruments at
the time."

That list pales into insignificance
next to the vast array used on this
current solo album (Patrick Moraz),
but before we could sink our teeth
into the meat of the interview we
changed course (just for the sake of
the millions who love the bands) to
take in a few words about Yes and
the Moody Blues.

On the frenzied wastes of Relayer:
"I think it was the most progressive
record that Yes ever made. It was
going in a very interesting direction.
16

In search of the
ultimate synthesizer

Take the solo off Sound Chaser, for
instance. That had a very intense jazz
rock feeling which they haven't
carried on: in a way, it's possible that
the technique I've developed for
playing solos is faster than Rick's.
I won't ever knock Rick -
he's a great player for what Yes are
doing now. I could do the solos, but
I played a more orchestral role during
my period with them. I think the best
Yes albums are Fragile, Close to The
Edge, the Yes album especially.
Going For The One was a good
album. I developed it with them for

two years but I never got any credits
on the album. A lot of the harmonic
and rhythmic progression in Awaken,
the big number, was my work."

In that case, what did Patrick think
of the way the wealthy Rick had
played passages written by his
forerunner? "He played it very well,
except probably the piano, which is a
different style. Having heard the new
album only twice I may say that I'm
glad I'm not in the band any more.
Don't get me wrong, it may sound
great on stage, but the music is not
universal enough for me. It's a bit
too complicated for what it wants to
say."



by
Chris

Simmonds

Not half as complicated as Relayer,
eh Patrick? "Ah, I was never
associated with the writing of
Relayer." Well, it wasn't a case of
making the best of a bad job, was it?
(I never asked him all these saucy
questions in the hotel, by the way).
"I found the ideas and playing on
Relayer very interesting - the way
they can twist a track, the
overdubbing system." Beyond a
certain guarded honesty, Patrick
won't put the boot in on Yes.
However, most people must go along
with the theory that the muse started
taking long holidays after the days of
Close To The Edge.

Had the split with Eddie Offord
had any bearing on this alleged
decline, I ventured? "Up to the live

album, Eddie had a great deal of
influence, but not on Relayer. He
became less involved before he split."
After Relayer, as the world knows,
Yes ironed out their personal
differences with the wayward Rick
and returned to the opinion that he
had to be the best keyboard player in
the world. They kissed and made up,
and with no hard feelings Patrick was
eased back into the big wide world.

The Moodies, of course, are now
making use of Patrick's undoubted
keyboard talents, and I put it to him
that the laid-back orchestral tones of
the Moodies were much neared to
Patrick's true musical spirit than the
techno-flash of Yes. "Let's say that
Octave is much easier to play in terms
of chords and lines, but playing it
with the right feel and emotion is as
difficult in its own way as playing
Yes material. It's the intention, not
the notes. The band is still rooted in
the blues idiom."

Patrick got the job because, so the
story goes, Mike Pinder is breeding
finches and/or has some financial
entanglements and is generally a little
out of it at the moment. Whatever
happened to Mike? "I've been asked
this question many times. I don't
even know Mike. I don't know what
happened, really. All I know is I've
been called in to do a gig with the
Moody Blues, and I know that the
door is always open to him. Even if
they wanted to carry on with me and
him, whatever, I'm sure there would
be a possibility of a compromise. The
whole situation is very loose. They let
me get on with my solo career, play
my jazz festivals..."

Regard the Yes and Moody Blues
sections as a totally separate part of
the interview, gratuitous garnish. We
now move onto Partick Moraz as just
a damned good keyboard player in
his own right. Just to get in the swing
of things clap your peepers over the
keyboards he used on the solo
album: marimbas, harpsichord,
Steinway grand piano, vibraphone,
Hammond C3, Minimoog,
Polymoog, custom built eight and
four voice Oberheim synthesizers,
Computron, Yamaha CS80
polyphonic synthesizer, Micromoog,
Sennheiser Vocoder, Yamaha CP70
electric grand, Mellotron Mkt, ARP
Pro -soloist plus effects.

As usual on his solo albums,
Patrick keeps a theme going to give
him an excuse for weaving in all his
different sounds: in this case it's the
effect of civilisation on the primitive
world. The album features just
Patrick and a Brazilian percussionist
called Djalma Correia on various
unpronounceable ethnic instruments
- but what about Patrick's

keyboards?
On the Vocoder: "Maybe that's

just a little homage to Herbie
Hancock and George Duke, as they
play a lot in that fashion. I wouldn't
do it over a whole album, but it was
the first time I was able to express
words on the record."

OK - what the hell is a
Computron? "I've put that because
I've used one of my polyphonic
synthesizers as a computer. Instead of
playing the notes with my fingers I've
played the sixteen programmes of the
Oberheim. I just hold a note with one
finger or with gaffa tape. The way I
played it, it sounded to me like a
form of computer music - after all,
a polyphonic synthesizer which
remembers everything is a mini-
computer."

Another instrument from the list is
the Mellotron, but it transpires that
Patrick has become dissillusioned
with it. "I'm not really interested any
more in sounds produced by tapes,
I've turned to proper synthesizer
sounds. As for the Moodies, I know
they have a sound with the mellotron
which they developed; but they didn't
use one on Octave. But I respect what
they did - Mike was the first person
to bend a note on a mellotron. I've
always thought that the Hammond
and the Minimoog sounds were
classics, and before it happened I
imagined that synthesizers would
become polyphonic and offer a
greater range of possibilities."

At the same time as Patrick is
developing his role as Mr. Polyphonic
Synthesizer, some of his instruments
from the past have fallen by the
wayside. Whatever became of the
Orchestron, something he was deeply
involved in some years ago? "This
company approached me in America
and they used my name to develop
the company, but I was never happy
about the way things were going and
they were never able to fix me up
with a machine that worked
properly. I paid money in to them
to develop the big three manual
Orchestron - I've never seen the
money, I've never seen the instrument
and they've never developed the
machine the way it had to be. So I
don't want to be associated with
them, and I'm not backing the
product up in any way at all. It was a
fantastic idea, you know. It was
already invented in '49, and in
America you have seventeen years to
hold an exclusive license before it
becomes public. The idea was a
plastic disc read by a photocell, and
the disc was cut by laser. There were
these problems that had to be ironed
out - there was no delay, some kind
of re-entry problem anyway, it

17



PATRICK MORAZ

doesn't matter as I'm not interested
in those sounds now."

But one love affair - the grand
piano - remains constant. "The
piano is the most basic instrument,
but at the same time it is a symphony
orchestra by itself. Intentions is a
spontaneous piano improvisation, and
that track is complete with just
piano."

On the amp side, Patrick has
stayed with his old system of putting
everything directly through the PA.
"Everything except the Hammond,"
he explained, "and with the Moodies
there isn't a Hammond." It follows
that his monitoring becomes vitally
important. "Well, my foldback
system is really a mini -PA. It's all
DI'd. I use Amcron amps, and in
America I am to use an S4 system,
one developed by Roy Clair. It'll
have crossovers, horns, bass -
everything - and it will give me the
truest sound possible. It's just like a
giant hi-fi system. I'll also be adding
a reverb unit, probably EMT. Yes
used the same people as the Moodies
do now, so it'll be the same 32
channel Clair we used in Yes, and it's
flown from America to Europe. In

Europe we sometimes add some of
the Tasco system. It won't be a
repeat of Yes in America simply
because they are the only band I
know who sometimes play from the
middle of the arena."

Apart from the instruments he has
chosen to convey his theme on the
album, two other items of interest
emerged from the way Patrick had set
about recording. The first was the
fact that he did it all from the studio
control room. "It's not a new idea;
some guitarists take a long lead and
sit in the control room to get an exact
picture, but I've extended this further
by recording all the electronic
instruments there. That permitted me
not to do many overdubs. I had the
Oberheim eight voice, the four voice,
the Minimoog, the Yamaha CS80 and
the bass pedals right behind the
mixing desk. I was able to position
the sounds as we were going along. I
think the stereo image of this album
is very important as it's really an
imaginary film. The percussionist
stayed in the studio, and on some
parts of the album there's just the
two of us playing it all at the same
time. You see, I never wanted it to
sound like 'a keyboard album'. The
lead line of Temples of Joy probably
sounds like a guitar - it's not."
There's a nice inversion of the Queen

`no synths' philosophy!
The second little trick up his sleeve

was something he's dubbed LSP.
"That's just a little black box which
appears to radically change the sound
of the stereo picture. An engineer in
Switzerland designed it, and we could
have cut the album with this box
without having to mix it at all. We'll
call it LSP - for Large Stereo
Processing."

Three cardboard boxes with Wasp
written on the side were perched on
the table - proof that Patrick had
discovered another keyboard he felt
he could put to good use. "I think
it's a great instrument," he raved,
"and for that price it puts the
synthesizer into anybody's pocket. It
sounds fantastic through an amp. Of
course with the keyboard being flat
you have to develop a very different
technique."

Now, if Yes and the Moody Blues
don't seem to you to be expanding the
frontiers they once did, don't make
the mistake of writing Patrick Moraz
off as just the latest member of this
rarified set. The man has a lot of
keyboards, knows how to use them,
and will probably be the first off the
starting block when technology
unveils yet another incomprehensible
synthesized beast and needs someone
to play it properly.

See, hear and play the New
HA1VINTOND B-200

at Gig Sounds

Leslie Speaker model HL822

HAMMOND ORGAN
The Sound of Success
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The B-200 . . Another reason why
most pros won't settle for anything less
than a Hammond. It features the famous

'Hammond Sound', copied by many but
achieved by none. The B-200 is

devoted to professionals who depend on
superior performance and great sound.
It's portable with no sacrifice in features
or tone of traditional Hammond Tonebar organs.
There's also a new, custom high powered Leslie
Speaker, the model HL 822, specially created
for the B-200. The blending of the best,
Hammond and Leslie,

You know what Hammond have done for
electronic organs play the B-200 to know
what Hammond can do for you.
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Tom $tockthrew
the book at
Thin Lizzy's
prodigal son.
Gary threw it
straight back
again,

yes, it's Lizzy time again! Only sixteen months have passed since Phil Lynott graced our coveted front cover; only seven since
Brian 'Wild Horses' Robertson was catapulted to subsequent obscurity in the same place. So why another Lizzy-ite so soon?

The simple answer would be that I had a passing interest in seeing how new guitar player Gary Moore was settling down with
the redoubtable ligging triumvirate of Lynott, Gorham and Downey (even though 'settling down' in Lizzy equates with ordering the sea
to retreat!) - but there's more to it than that. You lot who voted for the archetypical BoFs in a recent weekly paper's annual poll: has
your favourite band been on tour recently? Has it produced two platinum albums in a space of fourteen months (including an
unprecedented double live set)? Does it maintain any level of street credibility by association with the more refreshing elements of the
new wave? The questions could go on and on. At least you gave them the 'Best Album' award.

Thin Lizzy, by maintaining a hard touring schedule and a steady stream of tough, driving albums have managed to avoid the
'Supergroup' tag, even though in terms of sales etc., they are probably one of the biggest: the stigma of inactivity has not yet blown
in their direction, and so the inclusion of Gary Moore as a permanent member, plus the fact the man has a solo album out on MCA
pushed him onto the cover!

So, who's Gary Moore then? "The best rock guitarist in the world" is Phil Lynott's reply, although it must be admitted that Phil has
something of a vested interest at stake! To find the answer for myself, I spent a highly entertaining few hours with Gary and the rest
of the band down at Good Earth studios in Soho where they were working on the forthcoming Lizzy album.

When did you start playing the guitar?
I started playing when I was about ten or
eleven years old. My father was a promoter
in Northern Ireland, so I was seeing
showbands live when .I was five years old
and I'd always been in touch with music
through him. I have this vague recollection
of bits of drum kits and PA stuff around the
house. I think it was just meant to happen:
he came home one day and asked if I

wanted to learn to play the guitar, so I said
yes. I'd always had like a lot of music in my
head. A friend of my dad's bought me this
Framus guitar - cello bodied, F -hole it
was. It literally was like a cello against me
'cos I was so small and I could hardly get
my fingers around the neck! He showed
me the A major chord and that was the
only tuition I've ever had!
Who was there to listen to at that time,
then?
I started listening to the Shadows - from
the word go I was never interested in

playing rhythm guitar. I always wanted to
be a lead guitarist - that was my big thing,
you know?
But it's difficult to learn lead just on
your own, isn't it, not having any rhythm
helping you out?
Yeah - I had to copy Hank Marvin solos
(that's as far as I can go 'cos I'm too young
to remember anything earlier than that).
My old man was into Little Richard and
Chuck Berry and all that sort of thing - like
he turned me on to rock'n roll, but I was
too young to really appreciate it so I didn't
get into it until the sixties.
After Hank Marvin?
Well, then the heavier stuff came along - I
really got inot Jeff Beck. In fact I was
talking about that on the way here: the
thing I always remember about Beat
Instrumental from those days is reading
about Jeff Beck - that's the first time I

ever heard of him - in Beat - and I

thought I ought to check him out so I

started listening to the Yardbirds - that
completely turned my head around.
How could you copy Beck's solos on
that Framus?!
I conned my old man into buying me a
Telecaster by joining this band. I said I'd
stay with this band and I'd pay for the
guitar. He put the deposit down and as
soon as I got the Tele I split the band up
took the drummer with me and formed a
trio. (He's probably still paying for it!) I

remember picking it up - Fenders have
this certain smell to them!
What happened next?
I left school just before I turned sixteen,
went to Dublin and joined a band who at
that time were just getting their stuff
together. Phil (Lynott) was the lead singer.
Skid Row was my first pro band - so it
was straight out of school and into a
professional outfit. I knew what I wanted to
do - I was supposed to be doing 0 levels
but I didn't want to get into that: you don't
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need '0' levels to play the guitar and that's
all I've ever wanted to do.
But your musical experience at this
point was just stuffed in front of the
record player ripping off Jeff Beck
solos?
Yes, that's just about it. There had been
the Bluesbreakers album - and that just
about revolutionised the whole guitar
syndrome. It's the definitive Eric Clapton
album. I learned all those solos, and then
started playing them my own way putting
bits in here and there and I'd played a bit in
Belfast clubs where I met Rory (Gallagher).
We were so poor then - like if Rory broke
a string I'd lend him my guitar and vice
versa - we couldn't even afford strings, it
was that bad. We did quite a lot of gigs
together - I had a little band called
Platform Three playing all the old blues
things.

So, when I met the guys from Skid Row
I was standing in for their regular guitar
man Dave Lewis who'd had a car crash -
funnily enough he had another one last
week. I wasn't really into their stuff - they
were playing a lot of West Coast stuff, the
Byrds, you know? (Sure do Gary) and I

wasn't too sure - but the band did have
something special: Phil was doing all these
weird things at the time. He was only the
lead singer - he couldn't play then - and
he had this Bison Echo which was like his
instrument. I really saw the band as a) a
way of getting away from home, and b) I

reckoned it could grow into something.
Did it?
Well, Phil split from the band after about
six months and we continued as a three
piece: we played support to a lot of the
English bands which played the National
Stadium in Dublin - people like Blodwyn
Pig and Jethro Tull, and then Fleetwood
Mac came over.
Is that significant?
Yeah - our managers had already
approached Mac's manager, Clifford
Davis, about an album we'd put down over
here, but he'd said we'd have to wait until
Fleetwood Mac came over. So, we played
the gig and Peter really liked my guitar
playing; he was knocked out. He came up
to me - and he was, like my hero; I

couldn't believe it, that he'd even talk to
me, let alone invite me to jam later on! I sat
up with him in the hotel jamming all night
till about 6 in the morning. I couldn't believe
it - I was walking around six foot off the
ground. He was doing interviews over
there and saying things like I was the best
guitar player he'd ever played with - just
getting out of hand ... so he influenced
their management to bring us over here,
and they set up a tour for us, and we
scrapped the album and re -did it and
managed to make it sound worse than the
first time. We were such twits - we
didn't know what we were doing.

Anyway, we had some crazy
promotional hassles with our management
who were always putting us in the wrong
places at the wrong time, so I decided to
split around the end of 1970. It wasn't all
that amicable a split either - they'd started
concentrating more on going down well
than on playing well which is how we
started out: we just played a load of ****
on stage, getting really out of it all the time.
I like to have fun yeah, but I need to have

the music going on as well as it just wasn't
happening anymore.

I've always tried to keep the music end
together in everything I've ever done.
Where did you go to?
I got my own band together - the Gary
Moore band; we did one album for CBS
called 'Grinding Stone' which didn't sell too
well although it became something of an
underground cult hit in the States for some
reason; a lot of people picked up on it over
there. The band lasted about two years,
but we ran into financial difficulties and the
mandatory trouble with the management,
so we split the whole thing up.
Wasn't this around the time you had the
first flirtation with Lizzy?
Yeah - we split up after I'd had a call from
the band when Eric Bell left in the middle of
a tour of Ireland at the end of '73 - we
managed six hours of rehearsals and there I
was on stage! Anyway, that lasted about
six months and I put in quite a lot of work
on the Nightlife album: but it was
beginning to get a bit like Skid Row all over
again - and I was getting tired of working
in a three piece; I'd two years of it with
Skid Row, and my own band ended up like
that 'cos I couldn't afford to keep the other
musicians.
That's pretty taxing on your style isn't
it?
Well, that's the only way I can play
anyway: if the space is there you know, I

can fill it; I just found the whole thing was
becoming too restricting and it wasn't
musical because that whole middle range
of the music was missing. The rhythm
section would be bouncing along and I'd be
right over the top of it but that middle bit
was missing the whole time and there was
nothing to give the thing any real shape or
form to the listener. In a sense you have to
play less rather than more because if you're
playing anything adventurous, like modally
or anything scale -like, over a root bass
note, it just would'nt make any sense. You
have to stick real close to what the bass is
playing all the time, and that's not really
music; if you've got to think in the same
key as the bass all the time - well, it just
doesn't work for me: so I got out of the
band.

There followed a few months of self
analysis then, didn't there, before you
re-emerged with Jon Hiseman?
Yeah - I had a real look at myself before
calling Jon; I'd read somewhere that he
was thinking of reforming Colosseum or
getting something together, and I'd got
this thing in my head that all I wanted to do
was play with the best musicians in
England, without giving a **** about what
I would actually have to do. I'd decided to
raise my own playing standards, and the
best way to do it would be to play with the
very best musos available. I was tired of
frigging around, and I'd really straightened
myself out and said, 'right, I'm just going to
******* play with the best people I can
get.'
So who did you find?
Well, there was Jon, and Mark Clarke
who'd been with him in Tempest, and
Graham Bell. Graham's like his own worst
enemy - he's a lovely guy - but he was,
like, so out of it all the time he just got lost
'cos the three of us together were such a
******* powerhouse. We had a fantastic

blow together one night, just blow our
***** away: it was how I'd imagined it was
playing in Cream or something, 'cos those
two, Mark and Jon, they didn't have to
look at each other. They'd been playing
together for, like, three years and they had
a fantastic rapport going and I was really
going on this 'til Mark split and that really
brought me down. He went to the
States with Ken Hensley - don't ask me
why 'cos I'm still trying to figure that one
out!

It took Jon and I a year and a half to
actually get Colosseum II on the road -
the real ****** was trying to get a
keyboard player - we auditioned 55
keyboard players. I don't mean they came
in and played a few bars, I mean some of
those guys were with us for three weeks at
a time just exploring the potential that
might be there and Don Airey was just
about the last guy to come along: we
nicked him from Cozy Powell, and boy
were we lucky - he was exactly what I
was looking for. I wanted someone I could
really bounce off, who could play the Jan
Hammer style, and Don was the only guy
who could do it. He was amazing!
How long did that line-up keep
together?
We did a couple of Continental tours, but it
wasn't good with Mike Stars - it was
hardly a gig for a singer while we were off
on the long instrumental passages; so we
asked him to leave, and we asked Neil
(Murray) to leave, and we started looking
for another bass player and we came up
with this guy John Mole, and that worked
out pretty good. We had two albums -
considering all the faults I still look at that
band as being unique. The level of integrity
and musicmanship was very, very high.

Although the gig wasn't as physically
exhausting as say a Lizzy gig, it just drained
me all the same; it was really intense, and
I'd deliberately set up to be difficult like
that. We never got bored; everyone had
their own solo spot, everyone had the
chance to get out there and make
something of themselves and that was like
part of the challenge: plus, the material
was structured in such a way that you
didn't have to play in the same way every
night; you could go off on tangents,
develop it a different way each time. The
whole thing was really flexible, and that's
what I liked about it.
So, what went wrong there?
I think looking back now, I'd equate it with
any of those bands overloaded with
creativity - the John McLaughlin
approach - a meteororic rise, and then the
burn out. We had this burst of energy at
the start, and the band was way over most
people's heads; the tracks were long and
we never got radio space, and the music
was over -complex although I still consider
most of it to be very strong, and in fact the
only thing that really drew attention to
Colosseum when they hit their biggest
peak was the fact that I'd been with Lizzy
for three months on the Queen tour. Which
brings us up to last year when I got a call in
Austria asking me to do the American tour
with them 'cos Brian had cut his hand up,
you know, and I agreed. In fact I had set
aside that period to work with Phil anyway,
so I did the gigs.

Continued over ...
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GARY MOORE
Can we talk about your solo album
now? Who did you record with?
Simon Phillips is on most of the album.
There's some playing by him which is just
unreal. We did all the solos live, right, with
no overdubs, so we're playing together and
you can really hear that. The two guys
from Colosseum - John Mole and Don -
are in there as well. Don's great - he has
great harmonic and chordal knowledge and
he's very good at helping me to arrange
things, to get them technically right. He
gets all the correct modulations whereas a
guitarist will play the chords as he knows
them, Don will back you out of that and
make you colour the thing a little bit more.

So that's where he came in really useful.
Plus John was the only bass player around
at the time that could handle the
arrangements - not that they were
difficult, long complicated things - let's
face it, just to get any bass player to keep
up with Simon was difficult enough!

Phil and Brian (Downey) are on a couple
of tracks as well - the more bluesy
numbers, like we did a slow version of

'Don't Believe A Word' which in a way is a
tribute to Peter Green because I've done it
in his Black Magic Woman style, with that
real feel to it which I still really love. I still
listen to Peter Green's playing. He was
definitely the best blues guitarist ever -
white or black.
It seems such a waste somehow that he
just stopped.
I saw him a few months ago and played
him 'Don't Believe a Word' and he loved it.
The odd thing . was he said 'That's like
something I'd write': he didn't cop for a
minute that I'd got it from him. He didn't
seem to realise that he was a very big
guitarist once and meant a hell of a lot to a
lot of people but he remembers everything
about me in frightening detail. He didn't
seem to remember a lot about himself or
his own past. I mentioned I'd listened to
'that John Mayall album the other day' and
he said, 'which one's that?' and I said 'Hard
Road', and he just said, 'oh yeah, like that
one did you?'

It was a very emotional episode for me
because I've got the guy's guitar, you
know, and he walked in and it was sitting in
front of me and he just scraped across the
strings but he wouldn't pick it up. It was
very strange - but he's a great guy; I love
the guy. I can understand what he went

through - I just didn't expect it from him
as he was such a stable person, for
something to snap just like that. It was a
great loss - who knows what he could
have done? ... where were we?

Still back with Colosseum, believe it or
not! The Variations thing came along
didn't it, just before you eventually did
leave the band?
Yeah - that's right. Andrew Lloyd Webber
approached John about this project, the
Variations. What happened for me on that
score was that I never realised it was going
to get so out of hand. We were in Morgan
Studios for about two weeks working on
the tracks for that and the next thing is
mention of a performance, and then the
next thing we were off to America, and
then a TV show - and there we were in
America. So I just said '**** this' and then
the Robertson thing came up again, fight
number 2 and I'd been wanting to work
with Phil again and Phil had been waiting
for the whole year. It was lucky as it
happened because we didn't really waste
the year - They'd been off the road for a
while, and I'd beep working on my album
and Phil on his so we'd been working
together in a way anyway.
How do you get on with Phil - after all,
this is the third time you've been in a
band with him?
Phil and me, I think, ironed out a lot of our
difficulties a long time ago 'cos I was able
to go out and explore what I wanted to do,
and Phil has been able to do what he
wanted to do; it's worked out really for the
best because we've always respected each
other, and we've always wanted to work
together while there have been certain
things which have prevented us from doing
so. At the moment we're living together
(pardon?) while I'm looking for a new
place. We don't have any hassles. And
Scott - I just get on great with him.
People are saying the guitars sound so
much better now and our sounds really
blend together and Scott has really come
out of himself - he's blown his **** off
some nights out there.

He bought a new guitar while we were
away - paid a lot of bread for it though,
two thousand five hundred dollars for a Les
Paul - sounds great though he must have
been out of his mind!
How do you get on with Scott's
playing?
Great - he has a lot more personal style
than say Brian whom you could compare
to a lot of other players. Now we're
actually sharing the leads and there's more
dual guitar work in Lizzy now than there
ever was.
It's not competitive then?
No, I don't think so, not in that respect. I

think we try to work with each other, as
opposed to against each other. Each of us
is going to do the best we can - but we're
not out to blow each other off. Naturally
we try to play our best when we're on
stage - and that's the way it is.

Phil, I think, is a lot more relaxed about
the whole thing now because he feels he's
got a band which gets on together, he's
got a band which wants to make good
******* music, wants to play good rock'n
roll: and Lizzy is a unique band now in the

Continued over ...
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fact:
Cleo's one ofour best
friends...and vice versa.

the artist:

Cleo Laine's a very special
friend of ours. Shure has
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GARY MOORE

way they cut across so many things.
Although what they play is like very basic,
they've got like the new wave influences -
a lot of the stuff we've been doing is very,
very aggressive. When you put American
bands against Lizzy they look so *******
soft.

I mean, we've played with Kansas, Styx
- do me a favour! They're all about 35 for
a start those guys and you go out there and
you're playing with them and they've got
hydraulic lifts coming up with grand pianos
and all that **** - I mean, I blush, (there
followed here a tirade against Styx at a
certain gig in the States!) It just makes you
look at all that music and say 'why did I

ever try to do anything?' it makes
everything sound so ******* stupid, you
know, that all you want to do is get out
there and ******* kick ass every night: and
that's the beautiful thing about Lizzy - it's
just so direct. I mean, why put up barriers
for yourself, why bother, what's the point?

We're not trying to educate people: you
can hit people at gut level, and you can still
do it with quality because the one thing
that Lizzy definitely has over a lot of other
bands is the quality of the songs. Phil
writes such 'good ******* songs. He
marries lyrics and melody so successfully
in a heavy rock idiom, doesn't he? That's
Phil's thing - he doesn't consider himself
to be like a virtuoso bass player. He's not
into that, and he doesn't have to be with

Lizzy, although he is a very good bass
player and he's perfect for Lizzy. He and
Downey just play so tight: they're like a
******* synchronised bass and bass drum:
you should hear them in the studio, it's like
... it's just like one person; and it makes a
great ******* bass for me to solo over
because they never get in your way.
How is your solo playing developing in
Lizzy's confines?
This sounds really pretentious in a way, but

"I don't think in terms of keys
and chords when I'm playing"

I'm really starting to think of myself as like
an illustrator, musically because I'm
starting to go with Phil's words. I'd never
realised it before, but I've been playing
with the words all the time. Like in the
Cowboy song when Phil goes 'these
Southern girls don't seem the same' and
I'll make the guitar whistle over the top:
that's just one example, and then I started
realising I was doing it all the time; and the
movements too. When Phil goes, 'roll me
over and turn me around' I'll turn around as
he says it. Now I'm bringing it into the
studio with me and trying to make every
solo relate to the words. Like we do a song
called 'S 8- M' and I want to make the solo
on that sound like someone being
whipped; forget the ******* scales and all
that ****, it's got to be like an effects
thing, you know? That's what it's all about
- playing is one thing, but applying it is
quite another. You've got all this technique
at your disposal, but it's what you do with
it that really counts.
That's especially true of much of the
jazz-rock syndrome from which you've
come isn't it? There's technique by the
ton, but little meaningful application.
There's more to it than that - I mean, say,
Jaco Pastorious, for all his technical
experience, is never going to be a big star;
and rock 'n roll isn't about living in
obscurity; it's about being up there and
pulverising people, and letting 'em know
you're there, right?

Like Al Di Meola is like the perfect
example of complete, cold playing. I went
to see the guy and his technique is
astonishing - but it wasn't a great

AT A SMALL
PRICE!
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discovery on my part to find he was so cold
as I knew that anyway. Allan Holdsworth
has a melodic sense that Di Meola will
never have. Al comes from a classical
background - his acoustic playing
especially is so rigid; no matter how fast
he's playing he's perfected it in the
classical slow to fast method, just building
up that speed; whereas I haven't, which is
why I'm a very uneven player so I just
******* go nuts, and just go at it; I

wouldn't bother sitting down and
practising something slow. I mean, I don't
know what I'm doing half the time.

People ask me 'how do you play' - and
I don't know how I play. I don't think in
terms of keys and chords when I'm
playing; I'm at that stage now where I just
know that neck and something else takes
over when I play. Like if I was playing and
you were trying to hold a conversation with
me I just wouldn't hear a word you were
saying - it's hard to describe. I get up
there on stage and the whole world just
ceases to exist apart from the music.
Can we talk about your guitars now,
Gary? What are you playing at present?
On stage at the moment I'm using three
different guitars. My main guitar is a 1959
Les Paul Standard. I got it from Peter
Green and one of the pick ups had been
reserved at the time - but it got changed
back to normal. Actually Neil Murray did
that by mistake. He used to clean my guitar
for me every day; and he came in one day
and said 'one of your pick ups was round
the wrong way so I've changed it.' I left it
that way 'cos the wire inside was too short
then to reverse it again; so, after I'd shot
him!...

I use a '62 Stratocaster as well and also a
Melody Maker - I think it's 1960 vintage
with a Di Marzio PAF on it and a set of
Grovers, which I bought for £75 last time I
was in the States. The Melody Maker is
just ... I can't believe it (who can
nowadays ... Asst. Ed): the beautiful thing
about that guitar is ... I had a vision for
that guitar - **** that sounds stupid! I

had a sound in my head that I wanted to
hear and I just took a wild cast at it. I got
the Melody Maker and got Andy, our guitar
roadie, to stick the Di Marzio in, and the
sound just came out the way I wanted it. I

just did a solo with it last night, and the
sound is just so ******* dirty, it's just
unbelievable; it's got a real edge to it, and
the harmonics and the top on it are great: it
just screeches out at you. I've got it set up
with a higher action than the Les Paul and
fitted with lighter strings as well, so it's a
real bendy job, you know? It's beautiful for
bending for the real screechy solos. The
strings on the Les Paul are like 10, 13, 17,
30, 42 and a 52 so that's got a real heavy
bottom end to it. The Melody Maker ends
with a 42 - and I've got the same set of
strings - (Boomer Silver Bullets?) on the
Strat as well.
Why the heavier strings on the Les
Paul?
I'm not sure. For some reason I find on the
Les Paul I just don't need to use very light
strings. The neck is so good that I just get
around it with no problem; I can use
heavier strings and still bend them the
same amount when it's set up properly. It's
a beautiful guitar. That's my favourite
guitar - I've had it longer than any other

I've owned - some six or seven years now
and I really love it.
How does it compare with the Melody
Maker which you seem to be quite fond
of already?
I'm really getting into the Melody Maker
now. I mean I've started using it for whole
sets at one point because it's a very light
guitar and I can jump around with it, you
know?
Any other guitars?
Yeah - I've got another Stratocaster
which I'm having completely rebuilt. I

broke the neck off while I was having a row
with me chick (that's all water under the
bridge now.) So I've got the body of the
guitar and I'm having a new neck built for
it, and I'm having Di Marzio's put on it. I

also have the real heavy modified tremelo
unit, with a heavier bracket so you can
break it off so easily! I'm really looking for-
ward to checking that out because I think
Di Marzio pick ups are a major im-
provement on the pu's supplied standard
with the new Gibsons and Fenders. The
one on the Melody Maker is great: I don't
get noise off it or anything like that.

Mind you, for some reason, one of
Scott's three Les Pauls, on the Custom one
he's got two Di Marzios with Gibson covers
on and they just screech all the time. I

don't know what that's about. I can go
straight into a Marshall crank, it up, and get
the most beautiful sound without pedals or
anything.

"Peter Green was definitely the
best blues guitarist ever -
black or white"

You're a Marshall man, aren't you?
Oh yeah, definitely . On stage I use just the
one top - sometimes the Master Volume
and sometimes just the straight two chan-
nel job and two 4 x 12" cabinets. I have
them up on a flight case - not in a stack
because on the real big gigs I'd rather get
the spread width -ways. It really does make
a big difference because I'm walking
around all the time and if there were one
underneath I just wouldn't hear it because
Phil's right there beside me, and he plays
loud, you know?

There's been talk that you'll be using
radio pick ups.
Yeah - the Schaeffer Vega radio control.
We've only tried them, like once, in New
York. We haven't had a chance to work
with them yet, but we want to get into
using them as we need that freedom on
stage. The way we all jump around and
everything is tying us up in knots at the
moment. Phil's the only one that's using it
at the moment - he's been using it for like
about a year. Plus there are a lot of in-
teresting things you can do with it which I
won't go into now because that's all part of
the plan. They work OK with effects pedals
in between the guitar and amp, and of
course they cut out any chance at all of
electric shocks feeding back - so that
makes them definitely worth using. Mind
you they cost about three grand each! A lot
of people are using them - Neil Schon
from Journey - he told me about another
one which is much cheaper and is sup-
posed to be much better for guitar, but I've
forgotten the ******* name of it! I have
found that these things affect the tone of
the guitar because you've got to play at
lower volume levels; they've got a gain and
a pre -amp in them and that's the last thing
I need!
What about extra effects pedals?

I use a Coloursound Overdrive, especially
for the Strat because I find it really beefs it
up; I use an Echoplex, but I don't know
whether I can consider that a permanent
feature as I'd like to find a better delay unit,
but on the other hand the Echoplex is so
simple: it's just got two controls on it
which means I don't have to prick around

night. We just don't have the time
to mess around with complicated effects.
I've tried the MXR Digital Delay but it just
takes so long to set it - you're better off
having that just on the PA system. I also
use an MXR Phase 100, and a Coloursound
Wah-Wah, but as soon as we stop playing
Johnny The Fox that'll be out the window:
that's the only reason I use it because you
can't get away without using it on that
track.
Have you considered using a guitar syn-
thesizer?
Yeah, funnily enough, I went to the Frank-
furt Trade Fair earlier this year (last year
now Gary) and I managed to try out the
Hagstrom Patch 2000 - and I was really
impressed with that 'cos for my style, for
the sort of speed thing, because it works
on the frets - you can play it one handed.
I think it scans the frets 2000 times a
minute so there's no way I'm going to be
ahead of it - forget that! The trouble is
you can't play chords because it's only
monophonic. Against that you can play it
as a regular guitar and there's just one
switch to bring in the synth section. I

played it through an Oberheim Expander
Module and it was beautiful.
But how did you get on with the guitar
itself, which could be thought to be the
system's drawback?
Yeah - it would be OK just for one or two
numbers - I'd like to use that sort of thing
purely as an effect; there's no way I'd want
to play a Hagstrom guitar all night, but it
would be nice to be playing something
really simple and then just punch it in -
I mean, What is that?!

I don't really want to get into it on the
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level that keyboard players have for exam-
ple. I'd like to use the Oberheim because
it's got such a beautiful tone - it's only a
little unit - and just go straight through.
I think I'd use a different amp. You need a
very high quality amp to handle syn-
thesizers - especially the bass end. I'd use
something like really clean for that par-
ticular sound. The other drawback is you
can't bend notes - it would be amazing if
you could bend normally because you
could make it sound so expressive then - I
find that synthesizers can take away the
emotional aspects of the music. Still, I

think it's a great idea: I've tried the Roland
thing and it doesn't seem to respond as
quickly, and it's a messy sort of sound and
I don't like it. The Trade Fair though was
pretty interesting - the Japanese certainly
seemed to be taking over everything.
Speaking of the Orientals, have you
tried out any of their guitars?
Yeah - I like the Yamaha - if they're out
there and they want to give me a guitar, I'll
use it, you know? - No, the thing is, the
Yamaha. is like what a Gibson should be
now. They're just made so well, the tones,
the neck, everything, they're great, I mean
Santana was a real Gibson freak, and he's
using the Yamaha; he'd been playing Gib-
son all his life, for years and years. I've tried
the one that Midge from the Rich Kids has
got - it's got a real good sustain on it, real
nice heavy body - pretty much like a Les
Paul in a way.

But, in the end, I think you can get like
'your sound' out of anything - any in-
strument that's playable and tunable, but
it's a personal thing with a guitar.

You see, I'd like to get on better with the
Strat than I do - but I've always had this
sort of block against the Strat, even though
I use one for a long time in Colosseum I

always find myself drifting back to the Les

"I always find myself drifting
back to the Les Paul"

Paul. It's a funny sensation that, because
I've never found that I've conquered the
Strat. I've never got far enough on top of it
to say 'Yeah, I'm a Strat player.' With this
new Strat that I talked about, I'm trying
more to adapt it to my personal needs. The
first thing is I want to get a thicker sound
out of a Strat, a fatter sound, but yet have
the facility of the tremelo arm. Eddie Van
Halen's done it because he uses one old
PAF Humbucker - that's all he uses, and
it's not a real Strat anyway. It's a Schalson
or something - made in New York
anyway. It's the heaviest Strat body I've
ever picked up: anyway, he's got that pick
up, one volume control, no tone control
and that's it - and he gets a great sound
such a big sound just from a Strat - mind
you, the eight MarshaIls may have had
something to do with it! He's about the
best I've seen this year - he's got a good
sense of dynamics, with a lot of balls to his
playing: in fact I like that band for that
reason. They're the only American band
with any ******* energy, any *******
***** to them.
Well, the same could be said in a British
context about Thin Lizzy. Gary Moore's re-
entry, hopefully on a permanent basis this
time (although people tend to have a habit
of splitting bands just after talking to me)
can only mean good for the band.
The new album is scheduled for release
sometimes before/ around Easter '79, and
judging by the couple of tracks I was able
to preview in November, Lizzy are going to
benefit from the introduction of Gary's
combination of jazz speed with rock **"**
We should, in fact, all benefit.

has always bought the only strings he'll playp
icato

strings -sounds
of success in
Black Sabbath
Available from
your dealer now.
General Music Strings,
Treforest, Mid -Glamorgan.
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INSTRUMENT REVIEW
Amplifie

BIRD BROTHERS
SPIRIT OF '56
COMBO
Price: £219 ex. VAT
Reviewed by: Peter Douglas

The notorious Bird brothers came
bustin' into the Beat offices with all
guns blazing. When the smoke had

cleared I picked myself up off the floor,
dusted myself down and surveyed the
place for damage. Miraculously there was
none. The only difference was that a large
box was now sitting in the middle of the
floor looking like it had just fallen off the
back of a stage bound for Medicine Hat.

At the risk of this little tale getting out of
hand, it should be said that the Bird
Brothers are a pair of Rochdale cowboys,
Arthur and Peter by name. They are
already well-known for their exploits
throughout Lancashire County, but the
Spirit of '56 amp is their first venture into
the field of manufacturing. It joins a tiny
field of hand -built valve -powered British -
made combo's, and as such can only be a
good thing.

But why Spirit of '56?
The answer is that the Brothers are, and

I quote, "totally committed to making
amplifiers the way amplifiers used to be
made - with no compromises." Normally
one would laugh bitterly at such a

statement and toss the press release into
the bin. It is, after all, the kind of thing
every single amplifier manufacturer says
about his own products. But a closer look
reveals that:

1) The Brothers are currently turning out
no more than five amps a week.

2) These amps are all lovingly hand -built
by Admiralty -trained engineers, all joints
individually wrapped like After 8 mints.

3) The whole lot is helped along quite
considerably by four EL34 glass tubes,
snortin' and smokin' at the back.

Instinctive
That is by no means all, either. One is

instinctively pre -disposed in favour of the
amp by the sheer appearance, which is
reminiscent (to put it mildly) of the old
beige Fender amps of, oh, round about
1956. You could tell the difference at 100
yards, but beyond that there are
similarities.

First, however, the details. Nominally

the amp is rated at seventy watts r.m.s.
This is a conservative rating (as it always
tends to be on valve amps) and the noise
comes out of a 15" ATC speaker. As it
happens, the amp on review had a Fane
speaker in it, but those coming off the
bench now have an ATC. The amplifier
section is controlled by (left to right)
volume 1, volume 2, treble, middle, bass
and master volume. On the far left are the
two channel inputs, and on the opposite
side are the indicator light, standby switch,
on/off switch and fuse holder. The back
panel, for a change, has absolutely nothing
on it.

Old boots
In the classic manner the channel gains

can be wound up to produce that warm,
creamy distortion so beloved of guitarists
from Rochdale to Ocho Rios. And
conversely, a clean sound may be obtained
by winding up the master. But all this is
fatuous nonsense - you all know how
these things work. All that remains for me
to say is that the sound from the combo is
as warm and creamy as a saucepan -full of
Ambrosia.

A lot of this has to do with the fact that
we are using valves instead of transistors,
but it also has something to do with the
size of speaker. Why, I wondered aloud
during the Brothers' visit to Beat's shack,
a 15" instead of the usual 12" or even 10"?

Peter Bird chewed ruminatively on a
match as his hand twitched against the
handle of his Smith Er Wesson. A savage
glint came to his eye as (Oh, get on with it!

Ed.) Well, anyway, the feeling
behind the decision to use a 15" was that
most combo amps are lacking in middle,
that thay often sound rather thin. Well, let
it be said here and now that the sound from
this amp is successfully fat. It is especially
suited to the requirements of some of the
newer guitars coming on to the market. For
example, I spent a while with the Ibanez
Artist reviewed nearby, and the power of

the highs came through well, whilst the
lower frequencies were thickened up and
rounded out to a degree they were not by
the other combo we happened to have in
the office at the time.

We can skate lightly over the matter of
construction. Tough as old boots, and the
struts across the back provide perfectly
adequate protection to the valves. There
are metal corners all around the bottom,
but none on the top, and I would suggest
that the addition of four more would
complete an otherwise excellent job. The
handle at the top means that one man has
got a lot of lifting to do. There again, the
Bird Brothers also run a protection racket.
The flight case (£65 extra) is built from 3 -
ply timber with aluminium seams, butterfly
latches and snap -down handles. Then
inside there's about two inches thick of
foam. What this adds up to is the likelihood
that the whole shooting match will
probably survive World War Three. Let's
just hope there'll also be a guitarist left alive
to prise the case open.

Another of the striking features of the
amp is its amazingly low signal-to-noise
ratio. With the knobs all wound up to ten
there was feedback all right, but hardly any
hiss. At high volume the high frequencies
from your guitar (assuming, of course, that
it's a guitar you're amplifying) come
rampaging through in earnest, and any
remaining doubts about the suitability of
this thing as a guitar amp are banished at
once. With a speaker this hefty there must
be a market of Rhodes players out there
who would take to it like Ford workers to a
strike.

In conclusion, a Bird in the hand is worth
the two hernias you get lifting it. Or to put
it another way, all the ideas built into this
little combo are sound ideas, and my only
regret is that you're going to have trouble
getting hold of one. A lot are being shipped
to Germany, where they still appreciate a
good British valve amp, and my strong
suspicion is that demand will soon outstrip
supply. Answer: act now to avoid
disappointment.
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YAMAHA SS30
STRING MACHINE

Price: £760 inc. VAT

Reviewed by: Tom Stock

As if to emphasise the fact that
Yamaha now rank among the very
top manufacturers of musical

equipment - and the growing conviction
that they know it too - their new SS30
string machine has been dropped in the
market and, to some extent, left to its own
devices in the deep end. After all, there is
something of a genuine choice in quality
string machines and at first the £760 asked
for the Yamaha may seem expensive when
compared with products from Roland and
Logan among many others. However, on
further inspection, the Yamaha does
provide some extra facilities which take
care of the price differences, and becomes
a very attractive overall package.

Appearance
Indeed, it's the packaging which first

strikes the eye: very similar indeed to the

CP30 and CP20 pianos, the SS30 comes in
a mock rosewood cabinet. I'm devoted
laaaahl to its appearance 'cos it would be
very much at home in my lounge, but I'm
not that sure about the surface's ability to
withstand the inevitable knocks and
scratches it's bound to receive on the road.
All the controls (rotary and rockers) are
black plastic, and all the lettering white.

Tuning
From left to right across the top of the

keyboard the controls perform the
following functions. Twin rotary controls
(one inside the other) look after the tuning.
The outer one handles tuning with other
instruments, and the inner one slightly
detunes the machine internally which can
be used successfully to create some
interesting string effects. The Vibrato has
two rotary controls, one operating the
length of delay before the vibrato comes
into effect after a note is depressed, and
the other affecting the amount of vibrato
employed.

The sustain section, again, has twin
rotary knobs, one for cello and the other for
violin (embracing, in this instance, the viola
voice. The cryptic 'KBD. SPLIT' affects
the range over which the cellos operate on
the keyboard - variable from one octave
(C -C), through C- F sharp, to two octaves,
C - C.

Volume
Next come one rotary and three rocker

switches under the general 'Cello' heading.
The Volume balances the cellos against the
remaining voices - a very useful facility.
'Slow Attack' - also available on violins -
is precisely that, giving that momentary
mutedness which identifies violins and
violas on slower passages. The other two
rockers are labelled Cello 1 and Cello 2.

The four rockers in the Violin section
operate 'Slow Attack', Viola, Violin 1 and
Violin 2. Two rotaries under the 'Brilliance'
heading add presence to cello and violin
voices separately, and lastly there's an
overall volume control.

On the same plane as the keyboard is the
'Orchestra' section: a rotary handing the
'depth' or amount of orchestra effect, a
rocker giving two pre-set modulation
speeds, and two rockers, one each for cello
and violin. On the back panel is the mains
input, jack sockets for foot controlled
volume and sustain, and a line out jack.

OK, and now for the inevitable question
- does it work? Simple answer, yes,
and very well. All the voices approximate
to their original acoustic instruments
extremely well - provided you don't play
the thing like a piano and organ using
obligatory 5th chords. (When have you
ever heard a string section playing like
that?). The orchestral section especially
warm and the variable modulation 'depth'
only enhances the realism. The ability to
delay the entry of vibrato is extremely
effective when used to provide a solo violin
over a held -down cello chord.

Sustain
The vibrato's entry can be delayed by

anything up to a couple of seconds and
when coupled with slow attack the SS30
provides the nearest thing to a chamber
quartet I've yet to hear from a synthesised
instrument.

The sustain range is adequate and the
action very subtle - judicious twisting of
the control will give an instant imitation of
either an anechoic chamber or the Albert
Hall. More careful adjustment will,
however, give all the spaces in between!
The Vibrato, I felt, could have become
more modulatory but I guess there's a risk
that the String Machine would then be
looking to become a full-blown synthesizer
rather than a remarkably good imitator.

Procession
So; a very welcome newcomer to the

ranks of synthesised orchestral keyboards.
The SS30 continues the seemingly never-
ending procession of quality instruments
from the Yamaha stable and should have
little trouble in keeping its head above the
water in the deep end.

30



RHAPSODY 610
A portable instrument with the endless harmonious
sounds of a grand string orchestra and added piano
and clavichord effect.

MAIN FEATURES
- 61 note keyboard from FA 43,6 Hz to FA 2793 Hz

which may be divided in two: 25 keys for the ac-
companiment and 36 for the melody.

- The following draw -bar registers, giving way to an
unlimited combination of sounds, are available for
each of the two sections: Violoncello, Strings,
Piano and Clavichord.- Decay: Allows sustain control on the four voices.- Each of the four push -buttons marked «Cancels,'

. 'offers the choice of the desired effect.

GENERAL FEATURES- External tuning control.
Photocell expression pedal.
General switch and pilot light.
Stereo output (One channel for Violon-
cello/Strings and one channel for
Piano/Clavichord).
Dimensions: cm. 103 x 30 x 14- Weight: Kg. 16- Bag in sky.

If desired, the Elkarhapsody 610 can be supplied with
chrome -plated legs and the respective bag.

ELKARHAPSODY 490
offers the effects of a violin orchestra with it's
Violoncello and Strings registers.
This instrument's main job, is to serve, as a sup-
plementary keyboard, another organ which does not
have the features described above and it is therefore
enriched with exquisite musical embellishments.
It can be connected to the organ amplifier or to an ex-
ternal one
ELKARHAPSODY 490... Your organ's best helper .

MAIN FEATURES
Manual with 49 keys C toC
Voice registers: Violoncello and Strings
Controls: On/Off switch with pilot light - Volume con-
trol - Sustain lenght control
Tuning: allows external tuning of the instrument
Optional: Photoelectric cell expression pedal with
respective cable - Legs with respective leatherette bag
- Unbreakable plastic case.
DIMENSIONS: cm. 65,5 x 25 x 10 WEI-GftV.-Nlet Kg.
9,5 - Gross Kg. 14

MP"' ELI< ik-CI II LA
am. (U.K.) LTD

19 BLUEBRIDGE INDUSTRIAL ESTATE,

HALSTEAD, ESSEX
Telephone: 07874 5325/6
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HOHNER MG300M
Price: £209.75 inc.

VAT
Reviewed by: Tom Stock

AII right, hands up those of you who
thought that Hohner guitars are put
together by an army of 5 o'clock

risers on the autobahns of Germany?
Dumpkopf! Donner and Blitzen. Vere Ver
you ven zey built ze factory, eh? Yes,
you've guessed it already. If a 'copy' guitar
is made anywhere in the world then it's got
to come from Japan, and that's as true of
Hohner as of those which either hide
behind American sounding names, or
come up with their own unpronounceable
alternatives.

The guitar in question here is Hohner's
£209.75 MG300M - I wish someone would
clarify whether we're allowed to talk about
copies etc - which 'tends to resemble' the
Les Paul Custom in no uncertain way, at
least at first glance. £209 is no little back
pocket full of green ones, at least not for a
guitar which appears to exist as a copy,
rather than offer something a touch
different. Bear in mind the last couple of
issues we've reviewed Les Paul look-alikes
costing many pounds less and ostensibly
all we get here that's different is another
pick-up.

Construction
Right, then, out with the magnifying

glass and open with the ol' peepers then.
The finish on the model I had for review was
a rich red - very attractive - and there
didn't appear to be any immediately
identifiable faults with the construction.
Body and neck are mahogany, and the
fingerboard, complete with mandatory
plastic position markers, is rosewood. The
hardware is gold-plated, but it does look a
bit on the cheap side: impossible to say
why accurately, but that was the
impression the axe gave me as it sat
looking at the amplifier expectantly. 'Not
yet' I told it!

The bridge, saddle, and each individual
string can be raised and lowered by means
of a combination of large, medium, and
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small screwdrivers. Controls are simple:
three volume (one for each p/u) and one
tone control handling all three p/us. The
P/u selector switch, situated - ah hell,
you know where it is! - is marked rhythm
and treble with the obligatory centre
position which in this case operates all
three pick ups at once.

Skinny
Strapping it on holds no fears - it's

relatively light due mainly to one of its
major (for us in the office) problems - the
extreme thin-ness of the neck. Peter
Douglas and I both have relatively small
hands, and we both agreed that the
Hohner's neck is too skinny for us. Indeed,
it even looks skinny which leads me to
worry about its long-term durability.

Even before plugging in another problem
presented itself - the heel is damned
uncomfortable - quite honestly I had
little chance of playing comfortably above
the 17th fret - above the 20th is just about
impossible.

So, plug in and start playing. The action
on this model was set up a touch on the
ultra -fast and low side - I'd have preferred
a slightly higher action but that's a matter

of taste. The finger -board is fast and the
ultra -light strings supplied - not
particularly pleasant but passable - bent
admirably well. A set of heavier strings
and a higher action would have endeared
the guitar to me a little more.

Tuning heads work well but are a little on
the high geared side - fine tuning is a
delicate matter with these items, but it
appeared to stay in tune well and I

wouldn't worry about that aspect. If there
is a brighter side to this otherwise middle of
the road reaction, then it must lie in the
sound that comes from the beast. Despite
the provision of only one tone control,
there are an amazing variety of colours
available. In the 'treble' position you have
the choice of treble only, or treble and
middle p/u: in the middle position, all
three -with the sound balanceable by
means of the individual volume controls:
and on rhythm, a choice of treble and bass
p/u.

Circuitry
The tone control appeared a little wierd

in its workings: from 0 to about 3 the tone
is very mellow and warm, almost thick.
Immediately you move the control the
barest millimetre however above that then
the treble pounces in with quite astonishing
bite. However, from there on up there is
hardly a difference in tone at all. I'm forced
to wonder if this model might have been
faulty somewhere in the tone circuitry
department.

Experimentation
Still, this unexpected bucketful! of treble

made me view the guitar differently:- I

particularly liked the p/u selector switch on
'rhythm' which gives bass and treble p/u
with the volume of the treble higher than
the bass, and full treble on the tone
control. This setting provides a quite
excellent and 'different' sound: plenty of
bass end attack, hordes of screaming
treble, and an unearthly gap where the
middle hides between the two extremes.
Most satisfying. Further experimentation
revealed a host of different settings which
could not be achieved on a two p/u guitar:
although I'm not used to playing a 3 pick
up job and hence found I had to make
some adaptations to my plectrum style to
avoid scraping across the top of the middle
p/u.

Comparable
So, there we have it - a strange beast

about which I'm not really able to commit
myself. There are undoubtably some errors
in construction - the neck/body design is,
to be kind, not very good at all and quite
out of order for a guitar costing more than
£200. On the other hand though, there is
the sound itself - well worth going for,
and comparable with guitars costing
considerably more. All in all, I've an open
mind on the subject, and would neither
advise against it nor recommend it. That on
this occasion, must be up to you.
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ROLAND BOSS
EFFECTS

Prices: See text
Reviewed by:
Peter Douglas

It's important not to see effects as Talent
Boosters. They must do their job
properly or they aren't worth having.

And of course the manufacturers are aware
of this demand for something that actually
works rather than something that merely
sounds "freaky". Brodr Jorgensen lent us
six Boss effects units, neatly laid out on
their demonstration board. Bearing in mind
the prices (see below) Boss are competing
at the professional end of the market. You
can certainly buy units with the same
names for less, but do they work as
correctly and usefully as the Boss boxes?
We shall see.

Certain features are common to all six of
these little machines. The metal housings
are all the same size and all uniformly
tough. They look as though they would
stand up to life on the road, and that's
saying something. Each is colour coded;
each is made to operate not by means of
the usual click -switch on the top, but by
means of a kind of pedal with a rubber top.
Pressing this pedal down switches the
electronics on or off and simultaneously
lights an LED at the top. The latter
indicates whether your battery is still
working. And incidentally, there is only any
drain on the battery when leads are
connected to both input and output. A
large ribbed screw can be whipped out to
lift the pedal up and allow the battery to be
charged.

All the units come with instructions, and
all have rubber bases to ensure that they
won't slide on stage. The initial impression
was good. It was time to investigate each
in detail. I strapped on my axe, plugged
into the first unit and prepared to strike a
power chord

GRAPHIC EQUALIZER GE -6
Price: £52.15 inc. VAT

Well, yes, not necessarily the best one to
try out with a power chord! The six sliders
operate at 100, 200, 400, 800, 1600 and
3200Hz, providing scope for cut or boost of
15dB. This is actually quite a lot of
34

variation, and if you aren't familiar with the
operation of a graphic you're in danger of
boosting the total output too much. The
best use for such a unit is in a room whose
acoustics ruin your normal sound, making
it too bassy or too trebly, or perhaps losing
the lot. You might, on the other hand,
have a rather poor amp which you can't
afford to replace. The graphic can help to
improve its tone when used permanently
with it. Thirdly, you might care to use it to
enable your solos to cut through, without
altering the natural sound of the instrument
too much. As such it offers a more subtle
alternative to the simple power booster.

You can't change the position of the
sliders with your foot, but you shouldn't
really have to. This is a good, unfussy little
box which does its job. A man can ask for
no more.

SPECTRUM SP -1
Price: £39 inc. VAT

Puzzle. What does it do? Is it working? Yes,
it is working. It's just that the effect is
subtle. There are two rotary knobs, one
called "balance", the other "spectrum". If
you play a chord and twiddle the spectrum
control manually, you get a phased effect.
The balance control simply adjusts the
proportion of "normal" sound in the total
signal. Brodr Jorgensen admitted that the
effect is not dramatic, and said that it
works best with bass. They also told us
that "it grows on you." Maybe it does.

DISTORTION DS -1
Price: £36.41 inc. VAT

A sophisticated device with three rotary
controls for your delight. The first is for
level, then there's a tone control and one
for adjusting the amount of distortion you
actually want. The most welcome and least
often seen feature is the tone knob, since
this adds a whole further dimension to the
kinds of fuzz you can get. By rolling off the
treble you can dispense with some of the
(inevitably) rather harsh, grating noise that

4- OUTPUT INPUT +.

Distortion
DS -1

these effects always produce. A good box,
since it covers the whole range of
distortion, not just the nasty end.

PHASER PH -1
Price: £49 inc. VAT

Two knobs - one for rate, the other for
depth. The immediate shortcoming that no
amount of twiddling will make up for is the
lack of depth. If you're paying nearly £50
for a phaser, it should be capable of
everything from the slightest modulation to
the most dramatic, swirling phase. Though
I never had the opportunity to try one, I am
informed that the older AP -2 phaser was
somewhat better. What the PH -1 does, it
does acceptably. There just isn't enough of
it.

OVERDRIVE OD -1
Price: £39 inc. VAT
This is the "clean" version of the Distortion
unit. In other words, what you get is
sustain without the fuzz. It works best on
single notes, the characteristic tone being
super -smooth and pure. With chords it
can't quite hold that smoothness, and the
signal begins to break up. Two knobs here,
one for level and one for overdrive. The
OD -1 doesn't really do much, but is fine for
producing a clear, authoritative soloing
tone. Grit your teeth, twist your features
into an expression of supreme anguish,
throw you head back and try Oye Como
Va.



TOUCH WAH TW-1
Price: £43.58
I've saved the best until last. This is the
most impressive envelope follower unit I've
yet encountered. For those who aren't
familiar with the term, this is a device
which "wah-wahs" the signal
automatically, the wah being triggered by

the level of signal coming from your
instrument. It takes a while to figure out
the precise relationship between the
"sensitivity" and "peak" controls, but in
essence they vary the degree of attack
required to trigger the wah sound. A small
switch labelled "up" and "down" alters the
direction of sweep, i.e., if you imagine a

traditional wah-wah pedal, down is from
bass to treble and up is from treble to bass.
The Touch Wah is superb - very funky
indeed with a bass guitar.

Conclusions:
The construction and durability of these
effects is faultless. They are attractive to
look at and easy to operate. The pedal idea
for switching in and out means that there is
no loud click when changing over from, or
back to, normal. I would, however, quibble
with the use of the LED. Surely this could
be adapted so that it stayed on when the
unit is in operation. In this way it could still
serve its current purpose as an indicator of
the battery's condition. The signal-to-noise
ratio for all the units is exceptionally good
- it makes them perfect for studio use,
where standards are that much higher.
They are not cheap, but they seem to be
reliable, and for the performing and
recording musician, it's reliability that
counts.

Coming next month:

Shergold double -neck
Acoustic guitar combo, and
plenty more.

Billy Cobham
cooks on
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ACOUSTIC 126
BASS COMBO
Price: £426 inc VAT

Reviewed by: Peter Douglas

For many years Acoustic bass ampli-
fication has been regarded with the

same reverence as the Rickenbacker 4001
- it's the gear all aspiring bass players
would like to own. That said, it seems to be
less visible on the stages of Britain than on
the other side of the Atlantic. It's possible
that this is a result of the marketing policy
of Acoustic U.S.A. - viz, to franchise in-
dividual retailers in the U.K. (of which there
are twenty) rather than
distributor who will supply everybody. This
exclusive approach to supply means that
the punter can't just drift into his local em-
porium and come out with a stack. He may
have to travel quite a way. Is this fair? The
retailers have grouped themselves together
in a consortium which ensures that no-one
else gets their hands on the goods.

Anyway, this particular item is a single
channel, dual input 100 watt 1 x 15" model.
It weighs a ton, but has a set of castors.
The cabinet is front -loaded with a large
port at the bottom - similar, in fact, to the
Roland Studio Bass 100 combo we
reviewed last year. The overall appearance
immediately gives the impression of class
and solidity. It doesn't try to be flash
because it doesn't have to try. The front
panel says it all: left to right we find the two
inputs, one normal, the other with a lower
impedance and thus better suited to guitars
with weaker pick-ups. Next comes a bright
switch, for extra crunch and "clickiness" in
the sound, then volume, treble, mid and
bass rotary controls. Next along is a power
boost switch whose function is a) to in-
crease volume and b) to cut down the high
frequencies.

The graphic equalizer section is what
really makes the Acoustic an attractive
proposition, however. They were amongst
the first to adopt the idea, and many have
subsequently copied it. The advantage of a
graphic are numerous; to re -cap, for those
who can't quite see the point, a graphic's
function is to offer a finer control over the
tone of the amplifier. Those familiar with
graphics come to recognise at a glance the
tonal characteristics of a setting by the
shape of the slider waveform. Flat res-

ponse, for example, is indicated by a flat
line of sliders at the 0dB position. Cut at
any given frequency is represented by a dip
in the line, and boost by a rise.

Such a system only comes into its own,
however, when you can switch it in and
out. The idea, in other words, is to set the
rotary controls to your satisfaction with the
graphic set flat. You then arrange the
graphic for the special setting (whatever
that is) that you think will add punch for
those special moments in the set when you
emerge from the shadows at the back of
the stage and surprise the audience by
being briefly funky.

But as I say, this only really adds pizzazz
when you can switch from "straight"
sound to equalized sound. Unfortunately
the 126 doesn't come with a footswitch, so
you will have to spend extra on buying one.
If used without a footswitch the graphic is
automatically in operation all the time. The
sliders operate at 70, 125, 350, 820 and
2000Hz, and an LED to the left of them in-
dicates whether the section is on or off.
The on/ off switch for the amplifier is
located on the far right.

So that's what you've got to play with,
apart from various sockets on the back
panel for the missing footswitch, for pre -
amp out (for direct injection etc.) and for
additional power or effects.

These days the general standard of guitars
and basses is considerably higher than it
once was, and hence a good amp. is
required to bring out the potential of
whatever you're playing.

In the case of the Acoustic, the facilities
are there for producing the more up -front
sounds required by the modern bassist; this
means that although you can get as much
of the traditional woolly, thudding sound as

your heart desires, the bright switch and
the graphic combine to bring out the treble
end of the bass guitar. Hence I would
recommend the 126 unreservedly for
anybody playing in a funk band, or for any
devotees of the Jean -Jacques Burnel
trebley growl. The amp's designers have
responded to some of the recent trends in
music by providing the range, and it's en-
tirely up to you whether you use it all or
not.

Likewise, every watt of the prescribed
power output does its job. Volume on
around three or four was more than
enough to compete with drums and two
100 watt guitar amps in rehearsal, we
found, and there was no hint, at that level,
of distortion. The 15" speaker, by the way,
is a Vega - which should tell you enough.

As we would expect, the Acoustic is
built to take a beating on the road. The
cabinet construction is faultless. It's good
to see how much better this aspect of amp
building has become over the last few
years. There is full corner protection and,
in addition to the castors, a pair of handles
located on one side; on the opposite side
are four metal feet. This is a thoughtful
provision, since it means that you can put
the amp down while it's being carried
without scrunging up the cabinet cloth.

The 126, in conclusion, is a workmanlike
combo which won't fill you with delirious
excitement. The styling is neat, quiet and
conservative, and since everything works
exactly as it's meant to, there are few sur-
prises. This, in other words, is just what
any bass player could wish for. The price is
not low, neither is it expensive. Con-
sidering the highly professional standards
both set and achieved in the design, it's vir-
tually a bargain. Five stars.
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Richie Furay picks with the best of em:

D'Angelico s Guitar Strings.
:g74
0Yi

When you're a top, professional folk rock guitarist like
Richie Furay, you've got one thing in mind: making
good music. For over ten years, Richie has insisted
on the consistent quality of D'Angelico Guitar
Strings. He just won't accept substitutes.
In his book, D'Angelico Guitar Strings are
the tops. And he ought to know.

Hear Richie Furay on Asylum Records.

The Ultimate in Strings and Picks, none finer... perfect for pickin:
DISTRIBUTED IN THE U.K. AND EIRE BY STRINGS AND THINGS LTD, 20 CHARTWELL ROAD. LANCING, SUSSEX BN158TU

Most delay units can't
match the performance of the
£229.95 Morley Electrostatic

Delay Line. Here's proof:

And, in its own price
range this patented
Morley ED L is indisputably
the finest delay line available - bar none:
tape, digital or analog. But then, you really
wouldn't expect less than the best from Morley.

MORLEY° We built it failsafe because your
career depends on it...and so does ours.

Distortion free - meets recording levels
for frequency response and noise.
Shortest delay time on the market -
as short as 10ms for rich, full
doubling effects.

Continuously variable delay control
for precision setting from 10ms up
to 330ms.

Delay only output for mixing.
Infinity of repeats from single
response to runaway.

For live use by vocalists, amplified -
instrument or P.A. Mono or Stereo.

a_
I COMPLETE COUPON AND SEND WITH LARGE STAMPED,

ADDRESSED ENVELOPE TO U.K. AND EIRE DISTRIBUTORS,
STRINGS AND THINGS LTD, 20 CHARTWELL ROAD, LANCING,

I SUSSEX BN158TU FOR BROCHURE.

Name

Address

I; Town Postcode

I County

L..

Dept B1



IBANEZ ARTIST 2618
Price: £374.50 inc VAT,

case included.
Reviewed by. Peter Douglas

Anything
from Ibanez these days

has to be treated with respect,
if only because of the price. They have left
behind their reputation for cheap replicas,
and for the last few years have con-
centrated on original designs that are both
tasteful and thoughtful. The idea behind
the Artist range seems to have been to
produce an "instant classic". The quality
of the components, the antique -type finish
and the gold-plated hardware all point that
way.

Perhaps the single most striking feature
of Ibanez when they first started producing
their own designs was the extra -powerful
pick-ups. The typical tone of the Super
80's, which are the type featured on this
model, is hard and bright, which naturally
makes screaming sustain a cinch. This has
the converse effect of making the guitar
less useful for rhythm work. In any case,
lead players are the people who will be
most interested: there are 24 frets, and ac-
cess to the very highest is easy. I was
reminded of the Kawai tested last month -
similar thinking has gone into both, though
the details differ.

Screwed
When you actually get down to playing,

the first thing you notice is the height of the
frets. They stand pretty tall off the board,
and this instantly demands a slight adap-
tation of playing technique - namely, the
amount of pressure you place on the
fingers of the left hand. Pressing down too
hard results in a slightly sharpened note.
This becomes increasingly marked the fur-
ther you move up the neck, so extreme
precision becomes a must. Now I per-
sonally found this a little disconcerting. For
quite a while it seemed almost impossible
to get the thing in tune. With practice it
became easier, but I suspect that this
might prove off-putting to the casual
music -shop strummer. (Not you, Joe) I

must also take issue with the siting of the
top strap button - as indeed Pat Travers
did with the Ibanez Pro 2681. It's screwed
in right at the end of the top cutaway, and
the effect of this is to make the guitar off -
balance as it sits on the shoulder. What
Travers did was to re -position this button
down at the heel, where the neck joins the
body.

Though the design is, as I've already
said, generally conventional, the machines
deserve special mention. They call them
Velve-Tune, and their particular qualities
are a) the double worm, which "eliminates
play and lash" - in other words, stops
them slipping, and b) the torque ad-
justment, which allows you to keep the
heads as tight or loose as you want. I found
the gearing a little too sharp, however, and
would also have preferred gold-plated
machine heads to the "pearloid" (ex-
pensive plastic) ones that these guitars
now come with.

The bridge design is excellent. Not only
is there a lot of room for adjustment,
especially backward/forward adjustment,
but the whole thing is connected with a
sustain plate, which is set flush with the
top of the guitar. This idea isn't new -
Yamaha guitars have had sustain plates for
a few years now, but it does help to coax

that extra little bit of raunch into the sound.
The tailpiece seems rock solid enough for
the manufacturers to name it (possibly
tongue-in-cheek? Do the Japanese have a
sense of humour? No surely not) the
Gibraltar.

While we're discussing hardware, the
four controls (two volume, two tone) are
equally superb. Not only do they look nice
and chunky and feel smooth to operate,
but you are assured of getting them to turn
at the flick of a fingertip thanks to the black
serrated band around the middle of each.
This is more important than it may sound;
most adjustments to volume and tone are
made in the middle of a piece of music, and
hence have to be executed very quickly.
For the same reason I would quibble with
the position of the selector toggle. O.K.,
tradition (i.e. Gibson) dictates that the
toggle should be at the top of the body. It's
easier from the playing point of view,
however, to have this nearer the playing
hand. Personally I favour a point about 2"
below the bridge.

The only piece of hardware I haven't
mentioned yet is the nut, which is a "half
and half" nut - half brass and half bone.
Why? Because this apparently allows a
more balanced sound between open and
fretted notes. A good thought.

The materials used for the rest of the
guitar can't be faulted. The body is solid
mahogany with a carved maple top. The
contours are smooth and aesthetically
pleasing, the top arching nicely and the
back hollowed slightly at the top end to fit
the player. The neck is glued on and joined
to the body with a flowing and almost in-
visible join. Thus there is no "heel" as
such, and where I have referred elsewhere
to a "heel" I am merely indicating the
place. This shaped area makes the guitar
sit comfortable in the hand when you're
playing above the twelfth fret, and is most
welcome.

The fingerboard is ebony - not that
cheap substitute used so frequently these
days (a plastic called "ebonol") and the
position dots are abalone. No expense has
been spared. It makes the existence of
those pearloid machine heads all the more
lamentable!

And that's the guitar: very classy indeed,
and if you want one you're going to have to
pay for that class (or enter this month's
competition . . Ed.). The sound is pretty
distinctive too, and my guess is that you'll
either love it or hate it. Like other guitars
with powerful pick-ups, the sound
produced by the Ibanez is hard and trebley.
If mellowness is what you need, it will be
necessary to use the bass pick-up with the
tone on about 5.

The biggest drawback with the 2618 is
the fact that it takes so long to get used to.
Even since starting to write this review I've
revised my opinion several times, for and
against. At first it impressed with its ap-
pearance, then it proved tricky to tune and
to play. But once I had stretched the
strings a little and discovered that a very
light touch with the left hand is essential, it
started to reveal its true potential. My ad-
vice to anyone interested in owning one of
these guitars would be: spend time with it
- and that means sitting in the shop for at
least an hour, just playing and getting used
to the action and the sound.
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Leaving the competition

in the shade!

MP 185/285, 16 into 2

Includes dual 7 band graphic
2 Way electronic crossovers
PFL, PPI,Tape Monitor

11,

For full details contact: -

PA.CE Ltd. Kneesworth St, Royston, Herts. SG8 5A0. Tel; (0763) 46511.



+COMPETITION+COMPETITION+COMPETITION+

Your chance to win one of
ten guitars

worth a total of E1445.00!!
This month we are giving away no less than TEN guitars to the
lucky winners of our New Year competition. First prize is the
Ibanez Artist guitar reviewed elsewhere in this issue; second prize
- the Kawai KS 12XL; third is a Moridaira jumbo acoustic; and
fourth is the Columbus 14R electric. Then there are SIX Chappell
acoustics for the runners-up. But that's not all. In addition to
their guitars, the winners will each receive two sets of Ernie Ball
strings!

The total value of all the prizes works out at something in the
region of £1,445. Not bad, eh?

If you fancy a stab at one of these goodies, all you have to do
is take a gander at the How To Enter section below, list the
items in the correct order, send off the reply card bound into this
issue of BEAT, and Bob's yer uncle!

THE COMPETITION HOW TO ENTER

There you are, standing in the music
shop, nervously clutching your wallet. The
assistant behind the counter is on the
phone to his girlfriend, and has been for the
last half-hour. You have definitely decided
to select and buy one of the electric guitars
on display, and thanks to the immobility of
the assistant, you've got plenty of time to
think about your choice. Obviously you
want the best guitar you can afford, but
what, apart from the consideration of
price, should be your order of priorities?
Having seen the guitar you think you want,
what are the other most important con-
siderations to be borne in mind?

A)
B)
C)
D)
E)
F)
G)
H)
I)
J)

Appearance
Ease of playing
Quality of strings
Type of woods used
Easy to tune
Likely to retain value
Sound
Hard case included
Power of pick-ups
Used by famous
musicians

1. List the six most important features to
be taken into consideration when buying a
new electric guitar, in order, on the reply
card. Indicate each by its LETTER (e.g. 1

- Al.

2. Fill in the short questionnaire. Your an-
swers to this have no bearing on the com-
petition. It is there to help us improve the
magazine and give better service to our
readers.

3. Insert your name and address in
BLOCK CAPITALS in the appropriate
space.

4. Detach and post the card off to us -
not forgetting a stamp - at BEAT IN-
STRUMENTAL COMPETITION, 1B PARK -
FIELD STREET, LONDON N1, to arrive no
later than February 1st, 1979.

5. The result will be announced in the
April 1979 issue of BEAT IN-
STRUMENTAL. No staff of Campillos Ltd.
or their families or relatives are eligible to
enter this competition. The judges'
decision is final and binding and no
correspondence can be entered into con-
cerning this competition.

1st prize: Ibanez Artist, 2nd: Kawai,
3rd: Moridaira, 4th Columbus + 6
acoustics + 20 sets of Ernie Balls!!!
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IMPROVING
YOUR

GUITAR
Fret buzz, bad intonation,
wonky action and wayward
machines get a disapproving
glare from GARY COOPER
as he tells you how to
get rid of them

One of the saddest sights in
the world (for me at any
rate) is to see a young

guitarist walk into a music shop,
dragging behind him a

thoroughly ruined guitar. It's
pretty easy to mess up your
beloved Strat copy by ham-
fisted ministrations with a

screwdriver and pliers.
For the sake of this article

let's take a fairly typical
instrument as our first example,
a Japanese Gibson copy (er,
sorry Norlin, umm, let's say a
Japanese instrument which
looks remarkably like a Gibson).
I'm sure that many BEAT
readers will either own, want to
own, or have owned such a
guitar, so let's look directly at
the sort of problems which you
can encounter with this type of
guitar.

The first problem which you
are likely to run across with this
sort of guitar (and I'm thinking
here of the ubiquitous Les Paul
replicas) is a high action. Now,
(as many guitar players will tell
you) a fairly high action can be
quite an advantage. To start
with it eliminates the possibility
(on all but the most deranged
neck!) of fret buzz. Secondly it
makes for higher power as the
strings are vibrating in a freer
manner and thirdly it gives a
purer sound. Nonetheless, for
lightening fast runs and easy
chord changes you might well
want a low action.

On most guitars this is a

relatively simple operation: you
just turn two screws (one either
side of the bridge) and down she

goes. Others (like many Fenders
and their copies) have individual
adjusters for each string. These
systems work by having a

saddle for each string, each
saddle having two small screws
at either end for raising and
lowering the string in question.

Tackle
Now all this would be

straightforward enough were it
not for two associated
problems. The first is that, as
you lower your strings, you are
likely to encounter fret buzz.
The other is that your intonation
may well require re -setting.
Let's tackle fret -buzz first as, in
some ways, it is the less serious
of the two problems.

More often than not the major
cause of fret buzz is worn
strings (these can also cause
intonation errors but more of
that later). Before you start
messing around with the action
then at least try fitting a set of
new strings. There are,
however, worse causes of fret
buzz. The most common is an
action which is simply too low.
If that is the case you'll have to
take it back up a little. If you
insist on having a fretless
wonder though then you're
going to have to look carefully
down the neck of your axe
(sighting it like an arrow) and
checking for two flaws. The first
is a fret (or frets) which stand
proud of the others.

Sometimes, if you are a

player of pronounced habits,
you will find that certain areas of
your guitar neck just haven't
been used as much as others.
Not for nothing are the first few
frets of a guitar sometimes
called 'farmer's corner'. If this is
the case you can either have a
complete re -fret or have the
proud frets stoned down to an
even height. One or two proud
frets may be caused by them
having been jolted out of their
slots.

If you are careful, and this
seems to be the case, you can
try slackening your strings,
moving them out of the way and
gently tapping the fret (covered
with a soft cloth, of course!)
back into its slot. Use only a
broad mallet for this and please
use only light strokes with the
back of the neck well supported!

For the record, the problem
can be caused by having one
fret marginally lower than the
others which has the same
affect as a proud one. Here the
remedy is either replacement of
the fret concerned or to rub
down all the others to the same
height. This is, in my opinion,
not an operation which you
should attempt unless you know
what you're doing. Leave this to
a professional, which is just
what I would advise you to do
with a re -fret.

Another cause of fret buzz is
having a convex hump in the
neck. The cure for this can be
either an adjustment to the truss
rod or even a new neck, if the
warp is severe enough.

Contrary to popular opinion, a
slight dip in the neck is normal
and acceptable. Overtightening
of the truss rod will snap or
permanently damage the neck
and on no account should you
attempt to use the truss rod
yourself, even if those damned
Japs try to look flash by giving
away allen keys with their
guitars!

Charlie
Other causes of fret buzz can

be an inaccurate slot depth in
the bridge or the same fault in
the nut. You can undertake
minor adjustments to bridge
saddle slot depths but I'm
inclined, these days, to feel that
one of the American imported
substitute bridges might be a
better bet. Quite frequently they
will not only alleviate the
problem of slot depth but also
increase sustain considerably. A
point to watch here though is
that many Japanese copies are
perfect in almost every respect

except string spacing. Quite
often they put the strings too
close together (for tiny yellow
fingers, one wonders?) and,
very frequently, far too close to
the edge of the neck on the top
'E' string. This makes you look a
right Charlie when you fall off
the edge of the neck in mid solo!
Fitting a substitute bridge may
help but don't necesarily
assume that your Les Paul copy
will take a bridge designed for
the real thing. It may well not
and, furthermore, there might
be a disagreement between the
saddles and the nut as to where
the strings should be!

Still on fret buzz (who said a
repairman had an easy lot - all
this is just about fret buzz!) you
can also find that too deep a slot
in the nut will allow the string to
vibrate against the first fret.

The remedy here is a new nut
and I'd plump for either an ivory
one or a brass replacement
(again, giving increased
sustain). Replacement should
be undertaken by a repairman
not an amateur. As most cheap
guitars use plastic nuts then
almost any copy (and any top
price models!) will be improved
by having a new nut.

Now we come to that other
bogey of guitar players -
intonation problems. Let me say
here and now that I don't think
there is a certain sure-fire
correction for all intonation
problems. In the course of my
interviewing top guitar players
over the past few years I've lost
count of the number of
complaints I've heard about this
trouble. Some guitarists I know
have virtually re -built their
guitars, fitting new bridges, new
nuts, new frets, new tailpieces,
having necks shimmed,
adjusted, almost anything to get
the guitar to play in tune at all
fret positions. The trouble is that
some people have very sensitive
ears and will never be satisfied
by the compromise that any
guitar must be by its very
nature.

Still, let's assume that you
don't have a pair of ears like a
Korg mini -tuner (essential
purchase No. 1 by the way!).
The problem usually manifests
with chords. You tune up to get
a nice open chord, perfectly in
tune, take it up the neck and
find that you're way out by the
time you get past the fifth fret.
Hands up any reader that's ever
had that problem.

Yes, intonation problems are
universal. Almost every guitar
suffers from them at some time
or another. Step one is to throw
your strings away before doing
anything else. Incorrectly
wrapped strings are a major
cause of failure to play in tune
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and I have sat in a dressing room
with a very well known guitar
player (whose name I shan't
mention as he endorses a major
brand) going through a whole
box trying to find one string in a
batch that would play correctly.
Having fitted new strings and
still having found the same
problem you are now left with
having to adjust string length via
the bridge saddle adjusters.

Many guitars are fitted with
bridges that let you adjust
forward and backward
movements of the saddles.
What you are doing, in effect, is
compensating for the amount
which you raise the pitch of a
string by actually depressing it
when you hold down a note.

The formula for this
adjustment has been repeated
many times but, for the sake of
completeness, here it is once
more. Sound a harmonic over
the 12th fret. Now play a note at
that fret position. If there is a
difference between the pitch of
the two then note whether the
fretted note is flatter (lower) or
sharper (higher). If the fretted
note is flatter than the harmonic
then the string length is too long
and you should shorten this by
moving the saddle in towards
the direction of the nut. If the
fretted note is sharper than the
harmonic then lengthen the
string by taking the bridge piece
back, towards the tail piece.

String length is not the sole
cause of intonation problems,
however. Warped necks and
incorrect neck angles can cause
similar problems. The only
serious cure here is to have the
guitar examined by an expert.
Once again, you could tackle
truss rod adjustments yourself,
you could shim a neck (altering
the angle of entry to the body)
or turn the screws of your
Strat's neck adjuster - you
could also end up with a junked
guitar, so don't do it!

Feedback
You'd be surprised how much

of a power increase you can get
on some instruments by
adjusting pole pieces up
towards the string. On guitars
which feature this adjustment
potential it's worth trying but do
watch out for strings which
touch the pole pieces or, equally
possibly, induce feedback.
Humbucking pickups work by
the second coil being wound in
the opposite direction to the
first, this tends to cancel out the
hum of the first. Single coil
pickups (a la Fender Strat)
don't offer this advantage but

do at least offer a reasonably
high treble potential which some
players prefer.

Lately, there has been an
increasing number of
replacement pickups appearing
on the market, each claiming to
be 'hotter' than the next. The
actual concept of 'hotness'
merely refers to the output of
the pickups and this is usually
achieved by simply increasing
the windings of the coil or (in
the case of humbucking types)
coils, plural.

An increasing number of
guitarists are junking their
original pickups in favour of Di
Marzios, Mighty Mites and
others, quite often with
exceptional results. Glen Tipton,
guitarist with Judas Priest,
recently spent the best part of
half an hour bending my ear
about the improvements to his
Strat which he has made with
Di Marzios and, quite evidently,

more sense to ditch your guitar
and buy a better one with good
pickups fitted as standard. If
you happen to have a cheap in-
strument which you've set up
and generally worked on to your
satisfaction it can be worth con-
sidering, though. One fact
which readers might not be
aware of is that you can now
buy a range of pickups direct
from Gibson. These start from
about £31 for an original Hum -
bucker up to £59.50 for a Jazz
pickup.

Possibly the instrument which
benefits most from these
pickups is the Strat copy. Often
these are fitted with tinny, weak
pickups and can benefit
enormously from a set of Di
Marzios. Les Paul's and their
copies can be fitted with Di
Marzios which, with the flick of
a switch, convert from twin coil
(Gibson type) sounds to single
coil operation. Very useful

Only use light strokes with the back of the neck well supported

there is a lot to be said for
replacing pickups.

In the early days of Japanese
guitars it was often said that
while they offered excellent
value in terms of woodworking
quality and playability, they
were frequently extremely weak
in the electronic department.
Whilst this is certainly no longer
true of the Ibanez, Antoria, Aria,
Yamaha ranges (and some
others, of course) there are still
cheap Japanese and generally
Oriental instruments which are
weak in the output department.
Fitting a pair of Di Marzio Dual
Sounds at £31.95 a pair can
make a lot of sense, although
some might feel that it makes

facility that. With copies,
however, you may have to
watch the string spacing and a
new bridge and nut may be
advisable.

If you actually enjoy the work
we've been talking about, you
can pick up a cheap
secondhand Jap copy, set the
action low, have the frets
stoned and fit new machines
and pickups. The result can be
remarkable but, by the time
you've paid for a brass bridge
and nut, new pickups and
switches etc., etc., you may
well have been better off buying
something like a new Aria
(which seem to retail at well
below their true value).

So, with a bit of care, you can
certainly make minor
improvements to your guitar
and there's really only one field
which we've so far ignored,
machines. These days the top
Japs, and nearly all Americans,
come with good quality
machines that don't slip. For
those of you who want to
change machines on a worn
guitar then stick either with
manufacturer's spares or
change the whole set for
Schallers which are, to my
mind, still the best you can buy,
although Grovers have their
adherents.

Having, hopefully, answered
a few questions which may have
been lurking at the back of your
mind, there are a few general
points I'd like to make before
closing. One concerns having
guitars re -fretted by repairmen.
Many expereicned Fender
players have found that their
axes benefit from having Gibson
frets fitted when re -fret time
comes around. The reason for
this is that Gibson frets are fatter
and provide more sustain. It's a
tip I learned from Laurie
Wisefield of Wishbone Ash
(probably the best Fender
player, apart from Beck, I've
ever heard). He has his Fenders
re -fretted that way and claims
that it makes a great difference.
True, fatter frets never offer
theoretically the same precision
of intonation as thinner ones,
but the difference is just a
theory and the sustain seems
better. My own vintage Jaguar
has Gibson frets and hangs on
like a BEAT reporter at a bar
with free beer!

Clot
Another tip is, according to

some buffs, leaving the back of
necks unvarnished when they
have been re -fretted.
Apparently this can give an
improvement in tonal qualities
but it's not something I've ever
had occasion to check for
myself. The final point is to
choose your repairmen
carefully. More than one fine
instrument has been ruined by a
ham-fisted clot with a hammer
and a big head. Ask around and
establish credentials before you
hand your axe over.

Golden rules are, reputedly,
for the breaking, but you can
tackle minor problems yourself.
Where the rule should be
inflexible is when it states that a
little knowledge is a dangerous
thing. Remember that and you
won't go too far wrong!
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LENNY WHITE
STREAMLINE
ELEKTRA K 52108
Having previously assumed that
Lenny White's solo albums
would be masterpieces because
he is one of the best drummers
in the world, and finding that
this was not, in fact, the case,
all the more reason for a quick
burst of delirium on discovering
that Streamline is a funky beast
with Lenny in his element. This
is toe -tapper mean -and -nasty -
commercial -funk all the way:
heavily plucked, trebley bass,
squealing keyboards, riffy,
chunky and/or soaring lead
guitar with Lenny pumping out
his ear -tangling rhythms behind
it all.

The band, in various
combinations, comprises Nick
Moroch and Jamie Glaser on
guitars, Donald Blackman and

Denzil Miller on keyboards, and
Marcus Miller on bass, with a
very welcome appearance by
Chaka Khan on Lady Madonna.
The track titles sprinkle a few
hints in advance; Struttin', 12
Bars From Mars, Pooh Bear,
and the way that the soloists on
each are billed opposite further
indicates that crisp and very
much to the point renditions
will be coming your way.

And so they do. Struttin'
steams, and so does Glaser's
workout halfway through. Lady
Madonna puts the Beatles
through the Funky Chopper,
and once Chaka has dispensed
with the words the gymnastics
commence. 12 Bars From Mars
will become the Lenny White
track to play to people who
don't understand. It revolves
around a savage guitar riff,
followed each time round by the
definitive Lenny White riposte.
He's not there when you
anticipate the beat and tap your
knee; he is when you stop to
wonder what he did with it.

And that (he preached) is why
Lenny White is the main man.
Anyone who can turn jazz rock
funk or whatever you want to
call it - generally a most
predictable format - into a bag
of clever surprises is doing well.
He also does well by
underplaying instead of
overplaying his hand. There isn't
actually a substantial drum solo
anywhere on the record,
fr' instance.

When, on Time, he takes a
little section to mix it with just
the bass, he underlines the
benefits of just hugging the
groove instead of battering his
way over the top - as Cobham
is occasionally prone to do. For

the sake of variety he slows
things down on I'll See You
Soon and for the first time on
the album things become
mediocre.

Finally, a quick nota bene for
any punks who might still be
reading this. (Unlikely - Ed)
When you've got five seconds
to spare, listen to Spazmo
Strikes Again.

C.S.

AMBROSIA
LIFE BEYOND L.A.
WARNER BROS. 56525
I've been waiting two years for
this album, the third by a band
no-one in England has ever
heard of. Which is not merely
surprising but astonishing.
Ambrosia possess a subtlety and
maturity we hardly expect these
days when bands like Foreigner
and Boston dominate the
American charts. Still, perhaps
the move from 20th Century
Records to the mighty Warner
empire will open up some
previously closed doors. The
hardest door to open is bound to
be the inherent prejudice of the
average Briton when it comes to
music. Still, there's not much
you can do about that except to
thrust a copy of Life Beyond
L.A. into his hands and scream
"Listen to this, cloth ears!"

The press blurb informs us
that this is their most accessible
album to date. This is possibly
true, but accessibility is a two-
edged sword. In most cases it
means that the band in question
have surrendered what tiny
grains of originality they once
possessed and gone straight to
where the cash is: boring and
derivative stuff that has been
scientifically calculated to
appeal to 63.5% of social
groups B and C aged between
13 and 28.

In the case of Ambrosia it
means that they have pared
down their wide, almost
symphonic arrangements to the
basics. The huge orchestrations
and bold stylistic experiments
that made Somewhere I've
Never Travelled so remarkable
have been ditched, and
although the tunes are equally
complex they are being played
by a rock band rather than the
Los Angeles Philharmonic. But
David Pack (guitar) and Joe
Puerta (bass) have always
favoured the broad canvas; their
music sounds important without
sounding pompous, and from
the purely instrumental point of
view, it works well with or
without the violins.

Since the last album keyboard
player Christopher North has
left, though he contributes to
two tracks. Joe Sample and
David Cutler Lewis fill in on the

rest, Sample playing some very
tasty piano on Apothecary.

If its accessibility you're after,
try How Much I Feel, the last
track on Side One, a mid -paced
soul ballad so classy that it
makes Hall & Oates sound like
AC/ DC. The title track proves
that they are also capable of
hitting hard, with its infectious
synthesizer riff and urgent
vocal; generally, though, the
mood is one of quiet power.
Anyone interested in hearing a
more rock orientated album is
directed back to their first,
which for all the beauty and
atmosphere of this, remains
their best.

So far I've tried to avoid
having to thrust Ambrosia into a
musical category. They don't fit
any of them, though it was
inevitable that How Much I Feel
would be described as blue-eyed
soul by the record company.
Like all real music theirs begins
and ends with the melody. Once
you've got that, you can call it
jazz, soul rock, classical -
anything you like. I call it music.

P.D.

ARLYN GALE
BACK TO THE MIDWEST
NIGHT
ANCHOR ABCL 5261
Debut albums are always
especially difficult to review -
it's always so much more
convenient to compare latest
products with earlier efforts
and search for improve-
ments/additions/defects etc.
With a debut album, that
crime is increased. Faced with
no precedent, the reviewer is
herded into the categorisation
trap, comparison with other
artists taking the place of
reference to previous product.
(There, that's got the excuses
over with!)

Anyway, Back to the
Midwest Night is the debut
album from a fella called Arlyn
Gale, and it must rank as the
best debut I've heard this year.
It has many of the cliché debut
requirements, but it leaves you
believing you've known it for
years. The accompanying press
release does me the favour of
drawing the first comparison -
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Bruce Springsteen. It also,
however, says that it's "pure
coincidence" that Arlyn Gale's
manager is Mike Appel, "the
man responsible for helping
Springsteen to superstardom".
In fact, the comparison is not
outrageous. Gale's voice, harsh
and gruff, is the star of the
platter - reminiscent even of
John Kay's but, perhaps rightly,
I have difficulty in placing it.

The music all moves along -
this isn't breathless rock, but
neither has it any of the laid-
back sleepiness which I'm
reputed to enjoy later in the
evening! The accompanying
band is hardly credited, but the
drummer/bass combination is
one of the tightest I've heard for
a hell of a long time, and Gale
himself is no useless axe -man,
seeming to have been bred on a
curious mixture of the over -
enthusiasm of Southern boogie
tempered by the sparseness of
the blues.

The songs themselves are
probably the weakest point,
coupled with an excess of
backing instrumentals with no
lead direction - the title track is
the most memorable with 'She's
Alright' with its funky rhythm a
close second.

Good though, very American,
and a terrific debut.

T.S.

BRIAN ENO
MUSIC FOR FILMS
POLYDOR 2310 623
Car chases and gunfights?
James Bond skiing down a
glacier pursued by seventy
armed guards with machine
guns? The incredible journey,
filmed by Disney, of two unlikely
but loveable companions (a
snake and an Orang-Utan)
across the wastes of northern
Canada?

Er, no. Brian doesn't go to see
films like that. Exactly what sort
of films he does go to see,
however, is something of a

mystery. European rather than
American, I Should say. The
scenes he conjures up in the
mind's eye are wild, eerie
landscapes, rolling fog, half -
formed shapes looming out of
the darkness and then

disappearing; or perhaps the
mating ritual of two bird -eating
spiders observed by moonlight
in some jungle clearing; or else
the strange fantasies of an
astronaut stranded, without
food or oxygen, on a planet
somewhere in the Andromeda
Nebula (Yes yes, very
picturesque - get on with the
review... Ed).

Some of the music on this
album has apparently been used
on film soundtracks, but the
majority is made up of
"fragments of my recorded
work over the last two or there
years." Eno's work with David
Bowie is recalled; much of it is
similar to the kind of music used
for The Man Who Fell To Earth,
and to the synthesizer pieces on
Low and Heroes. The mood is
gloomy, full of expectant
hushes and small, uncertain
noises. It's possible to see what
he had in mind with some of the
titles: Inland Sea, Events In
Dense Fog, Patrolling Wire
Borders, etc. Others are more
enigmatic: M386, Two Rapid
Formations, Alternative 3. Make
of them what you will.

There are no less than
eighteen tracks on the album,
all making up in atmoshpere
what they lack in length. It isn't
the sort of music to put on at a
party, unless your intention is to
make everyone feel
uncomfortable. Eno is interested
in Muzak - music which is not
listened to, but which provides
an unconscious background to
whatever is going on. Hence,
bright, cheerful Muzak in
supermarkets is designed to
defuse the housewife's anxiety
about spending money; in
factories it is designed to patter
along briskly in order to make
people work harder; over the PA
system after football matches it
is intended to soothe
aggression.

In other words, music can be
used to manipulate people
without them realising it. So
why do they play Tubular Bells
in lifts? What are they trying to
do to us? (Exit screaming,
escorted by men in white coats.

P. D .

MIKE OLDFIELD
INCANTATIONS
VIRGINS VDT101
The man who single-handedly
and languidly tore down the
barriers between creative rock
and the seemingly
uninhabitable wilds of pseudo -
artistic symphonia has had a hair
cut, recieved the green light
from Virgin to make it a double,
and done it again. What
precisely he has done is not
immediately so apparent.
Incantations are "magical
chants" hence the presence of

sister Sally and a preponderance
of melodies which might have
done the rounds in the court of
Henry VIII. It spreadeth thinne
over ye four sidees. And
because Oldfield as the
overdubber to beat them all
must by definition work from a
similar modus operandi on each
album, he runs a greater risk of
repeating himself somewhere: a
particular solo perhaps or the
well hidden backing track which
he must have started with and
composed as being ideal to
support all the extras.

Side one starts as casually as
you would expect with three
and a half more sides to fill
before words like tubular and
bells start edging in the
consciousness - 'reminiscent
of department. Side two is
where the incanting sets in;
Mike gets to the point a little
more quickly while Sally gets to
grips with the chanting of the
dirge. This is dolorous stuff,
lacking the inspiration which
took Bells into every household.
That's the problem with his
material, you see; to keep
flowing over two or four sides
the central idea has to be strong
and all the extras have to be
strong. It must all be strong; a
chain is only as strong as its
weakest link.

On the third side, at last, he
rolls up his sleeves to wind the
piece up to a burst of the
nearest he can come to riffing,
as per usual pre -finale almost
producing a jig to begin with
and returning to it later on. Side
four is also more guitar based;
this really is a facet of his
instrumental talent he should
work on more (and one which
would certainly not be
incompatible with the huge
sweep of his appeal). By the
same token, as soon as he
becomes too matey with a riff it
is likely to be because they are
familiar parts of his
subconscious past.

Incantations isn't dross. It is
merely an average Mike Oldfield
platter which doesn't quite
stretch worthily over the four
sides. Now sit back and watch it
bullet up the charts.

C.S.

Strumbug
THE CLASH
GIVE 'EM ENOUGH ROPE
CBS 82431
In which the media counter -
heroes energise/destroy any
remaining concept that PUNK
ROCK (heh heh) is here to stay
- they ARE the culture em-
bodied symbiotically and
zeitgeist -wise vis a vis modern
yoof (sic) and render totally
irrelevant the pathetic wimp
arrogance bank -balanced mind-
less bland soppy nastiness of
longhair bop maaaaaan an' all
that late sixties Woodstock
head -shaking dandruff brain -rot
meaninglessness in an on -going
situation of Hiroshima -style
proportions. Cool.

Check the manacing/con-
temptous slashing razor-sharp
guitar of Mick Jones, the ham-
mer -hard gonzoid (almost) but
essentially rock and roll on -the -
beat stix-work of Nicky Headon,
the shell-shocked (but incred-
ibly, immensely, dementedly
TOGETHER) bass playing of
Paul Simenon. But check too if
you know what-the-hell's-good-
for-ya the anti -God stance of
than man Strummer. Pygmy
amongst giants, skeleton in all
our closets, he is nonetheless
there. He can stand the heat
and he ain't gonna get outa no
goddam kitchen, bro.

Oppression and revolution OK
culture symbols and yeh
everyone's on the bandwagon
of radical chic posing sure sure I
know I started it all for Christ's
sake but this platter turns the
whole shebang on its head and
throttles the lifeless corpse back
to life, forces, by sheer in-
jections of manic energy, the
few pathetic life -sparks left in
this short-lived art -form we once
called rock and roll. Jeez, this is
real - the white man in the
Hammersmith Palais, the kid on
the streets (maaaaaan), the
nigger in the gutter and I don't
mean no dreadlock holiday for
some expense account tax -
exiled rock'n'roll white boy
capitalist.

Actually the Clash stink and
so does this record.

P.D.
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STEELY DAN
GREATEST HITS
ABCD 616
I normally hate 'Greatest Hits'
albums. they present a band as
all good and no dung, all highs
and no lows, no middle ground
even. However, I've always
liked the Dan, but never been
able to listen to whole platters
without corning to the con-
clusion that there's a fair
amount of driftwood which
clings to the ship slowing its
progress down considerably and
thus a compilation of Steely
Dan's brighter moments is a
welcome sight.

Infect, it's damn near magic -
there are titles from all their
albums since '72: Can't Buy a
Thrill, Countdown to Ecstacy,
Pretzel Logic, Kati Lied, The
Royal Scam, and Aja. Of cour-

"Looks like another slag -off"
se, any sod could be let loose in
the Dan's back catalogue and
come up with a collection of
crap - and, let's face it, in their
wilder moments Becker and
Fagen are as capable of the or-
dinary as the next man. There
are thanks given to a total of 65
people on the sleeve, plus
another 20 to whom the Dan are

VaiyIkvoesranlilis
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"much obliged to", but no one
seems to be credited with put-
ting this package together,
which seems a crying shame
'cos he's the guy that should be
getting the Purple Heart
(although he'd probably taken a
few before making his choice!)

Track listing is: Do It Again,
Reeling In The Years; My Old
School, Bodhisattva (side 1);
Show Biz Kids, East St. Louis
Toodle-oo, Rikki Don't Lose
That Number, Pretzel Logic,
Any Major Dude (side 2); Hear
At The Western World, Black
Friday, Bad Sneakers, Doctor
Wux, Haitian Divorce (side 3);
Kid Charlemagne, The Fez, Peg
and Josie (side 4). There is, I

reckon you'll agree, something
for everyone in that little lot. The
highspot for yours truly is the
excellently generous selection
from Pretzel Logic ... great
stuff this, a thoughtful Greatest
Hits for once, but why the hell
call it that? What is a hit? Have
Steely Dan ever had one
anyway? Never mind, good
definitive Dan which would have
made an ace Xmas present
still, its something to use that
auntie's record token for - do
people still talk about records?

T.S.

"Naw, it's OK over here"

13RECKER BROTHERS
HEAVY METAL BE -BOP
ARISTA SPART 1070
The track receiving airplay at the
time of writing is perhaps the
least typical and least satisfying
on the album. East River is like a
sledgehammer blow on the back
of the neck, a hard funk riff that
will go down well in the disco's.
As it happens, Heavy Metal Be -
Bop is more of a jazz album than
anything else. They gently lead
you into the more complex stuff
as the album goes on: Inside
Out is a modified 12 -bar with a
boogie beat, but the solos by
brothers Randy (trumpet) and
Michael (sax) are pure jazz. The
nucleus of the band consists of
former Zappa percussionist
Terry Bozzio, bassist Neil Jason
and guitarist Barry Finnerty,
though numerous friends
crowded in to shout and clap on

East River. Their playing is slick
and flashy, but hard too; this
isn't a relaxed slumped -over -
the -bar -at -2 a.m. type of jazz.
There's a lot of show-off soloing
from the brothers themselves
and by Finnerty. Sometimes it
comes over too frenzied, as on
Sponge, which opens Side
Two, and at other times it's
sweet and tasteful as on
Michael Brecker's Funky Sea,
Funky Dew. Here, as elsewhere,
some pretty free use is made of
effects - wah wah and octave
dividers sound wierd with wind
instruments, but that's because
we're not used to hearing
anything but the unadulterated
sound of sax and trumpet.

The chief criticism to be made
of this album is its occasional
crudeness. If the solos go over
the top now and again,
however, it's because they're
spontaneous. The bulk of Heavy
Metal Be -Bop was recorded live
at a club in Long Island. From
this standpoint the recording is
of excellent quality. In fact the
time seems at last to have come
when it is possible to obtain a
standard of live recording as
close as dammit to studio stan-
dard. The only instrument which
lacks crispness is the drum kit -
which as any engineer knows is
always the hardest sound to get.

Yea, be -bop combined with
heavy metal. Over to you, Tony
lommi . .

P. D.

BOB MARLEY
WAILERS
BABYLON BY BUS
ISLAND ISLD 11
This is a live double album, and
the very first thing you must
therefore bear in mind is the fact

AND THE

that Marley already cut his
definitive live album a few years
ago at the Lyceum. Since then
Marley has become the prophet
of reggae, the shining figure at
the end of the commercial trail
trodden by those who don't
otherwise know or care much
about reggae. His growing
stature has, almost inevitably,
coincided with a decline in his
musical output - or, if not a
decline, at least a series of
aimless sideways steps. Kaya,
laid back and wasted even by
the standards of Rasta's herb
king, was merely a whistle stop
en route to Babylon which, like
many a live double before it, is
the ultimate in marking time
with guaranteed sales in the
background. Guaranteed
because most of the Marley
tracks are on here: Exodus,
Jamming, Punky Reggae Party
and Kinky Reggae (the only
track which overlaps with the
Lyceum numbers) and because
even lacklustre performances -
and many of them are - in the
reggae idiom are easier to take
than, say, a duff jazz rock num-
ber, simply because reggae by
definition is a wasted, laid back
pattern of choppy riddims. It is
also interesting to note where
the album was recorded; assor-
ted unspecified (why?) venues
in Paris, Copenhagen, London
and Amsterdam. London is
curious indeed, as he didn't
play London during his tour of
'78 owing to the amount of
aggro which had accompanied
his previous dates in the capitol.
Either the London tapes are over
a year old - surely not - or
what London really means is the
barn he played instead in
darkest Stafford. So who wants
a Marley stopgap for Christmas?
Probably plenty of people, and
just wait until they see that natty
natty sleeve.

C.S.

SHORT CUTS
THE JAM
ALL MOD CONS
POLYDOR POLD 5008
Was going to review this in full,
but the album doesn't really
merit it. It's time The Jam grew
up and abandoned the role of
sulky adolescents in favour of
improving the music. Half the
songs on this album are good,
half are pretty damned bad.
Someone needs to take Paul
Weller and show him what
he's doing right and what he's
doing wrong, since what
undermines the music is a

lack of self-discipline.



CLASS OF '78 at 331/3
TOM STOCK ...

At number 10 Steve Hackett's Please
Don't Touch (Charisma) - a
delightfully restrained solo album

which sees all those concerned involved
and because it was ace to hear Richie
Havens in a semi -orchestral context!
Number 9 Kaya (Island) I'm not a reggae
fan, but Marley and Wailers put it across in
such a relaxed manner that the monotony
of the rhythm becomes euphoric, and each
varying melody or solo inter -just a part of
the whole: each song wriggles into the next
to form a consummated marriage.

The first gigantic dinosaur superstar to
make an appearance runs into platform eight

/ with his first solo album. Dave Gilmour
(Harvest) produced a thoughtful solo
project which, whilst not denying its
ancestry, has enough of his own
personality to withstand the critic's
onslaught. Joan Armatrading's fifth album,
To The Limit (A&M), occupies the seventh
slot on the ladder. Her melodies and mixed
rhythms ensure her a rating before her
intricately delicate lyrics are even taken into
account. "Am I Blue For You" receives my
wholeharted recommendation as the very
best individual song of the year, and
guitarist Phil Palmer's solo contribution to
that song as the 'best' musical line of the
year:

OK let's be predictable and include the
first American - Tom Petty and his
'You're Gonna Get It.' (Shelter). This ain't
as good as his debut album of '77 but even
so, it's a strong collection of no
compromise simple rock, tighter than ever.

The air starts to get thin as we reach the
fifth place occupied by that extraordinarily
loose -knit bunch of English folkies The
Albion Band led by the stalward Ashley
Hutchings. 'Rise Up Like The Sun'
(Harvest) is the definitive folk rock album,
surpassing the legendary Leige and Lief.
Everyone who is anyone on that scene
makes an appearance somewhere on the
two sides, but the welding together is what
makes the record work. It's a
comprehensive documentary of the English
folk melody in the modern idiom.

Bob Dylan at number 4 with Street Legal
(CBS) is my next choice - heavily
influenced by the sheer genius of his Earls
Court gigs. Street Legal sees the Zim back
at his John Wesley Harding best and that's
no bad thing. The medal section sees
Dylan back again in a secondary role in the
three album boxed set The Last Waltz
(Warner) by The Band. A selection of
superstars in the American tradition has yet
to be put together to surpass this set, but
the accolade is awarded to the Band
themselves for, despite the class of their
guests, dominating the collection.

Yes folks, it's Number 2 time and the
perennial Neil Young (Warner) makes a
game bid for the top but just falls short -
not because Comes a Time isn't his best
album for eight years, but because it's just
not the best album ever which I think the
mand is capable of making.

CHRIS SIMMONDS ...
Waving the new wave movement

aside with a regal sweep of
the hand as an enormous and

largely talentless con -trick, the fact that
very little music of real class has come out
of Britain this year becomes all the more
apparent. Too bad the class these days
comes from established (boring) American
bands; too bad, therefore, that most of my
top ten spins come from the States.

Lenny White's Streamline (Elektra) is
number one. The man is one of the best
drummers in the world and proves it by
never smacking his whole trick down on
the table; more to the point, Streamline
draws as concise a picture of advanced
funky jazz rock as nothing has since Blow
By Blow - unlike White's previous solo
efforts.

Is it cheating putting Joni Mitchell's
Don Juan's Reckless Daughter (Asylum)
firmly in the number two position, bearing
in mind that it was likely to be a classic, as
most of hers are, before it was ever
released? The album is a little short for a
double, but Jaco Pastorius' bass playing
gives the perfect excuse to include it on an
instrumental level as well as the usual
emotional one associated with Joni
Mitchell.

Even more established (boring) is
Santana's Inner Secrets (CBS), an already
widely slagged bit of class that cooks,
smokes and smoulders all the way.
Santana are not past it.
B.B. King's Midnight Believer (ABC) still
spends a lot of time on the turntable. It is
not classic blues in the strict sense but the
combination of Lucille with the Crusaders
worked out very well. The Crusaders,
meanwhile, just missed the boat with
Images - and that's why Joe Sample's
Rainbow Seeker (ABC) is a worthy
representative for the year. A good
keyboard album.

Joan Armatrading's To The Limit
(A&M) might appear in someone else's list
but is worth another mention as the build-
up of her previous albums finally gelled
properly here through a combination of
good songwriting and fine back-up.

Johnny Winter's search for his roots
has been a pleasant journey and White,
Hot Er Blue (Sky) ran the perfect bridge
between the ethnic twelve -bar formations
and the proper way to render them in the
electric idiom. There'll be room at home for
this one when the toes get itchy.

One more established (boring) contender
is Robin Trower's Caravan To Midnight
(Chrysalis). This is a very mellow platter
and might knock a few prejudices out of
the window.

Another slight cop-out is Little Feat's
live Waiting For Columbus (Warner) but it's
all there so what can you do 'sides boogie?

To underline the absence of recent
home-grown quality, I'll share the last slot
between John Mayall (Decca) and
Fleetwood Mac's Man Of The World
(CBS) as British Blues in its heyday is still
very easy on the ears.

PETER DOUGLAS ...
Reviewing is a very subjeCtiio

business. You always think you heire
perfectly good reasons for liking Apr

loathing) anything - people, food, books,
films, records. But when it comes down to
it, a review says more about the reviewer
than the record. So it's soul -baring titte,
and I still rate Steve Hackett's Pletiae
Don't Touch (Charisma) as the best Of Ihe
year's LP's, from every angle - musitally,
instrumentally, lyrically. Steve's time is yet
to come, despite his slightly disappointing
live appearances at the end of October_

Rightbehind come Ambrosia with' Life
Beyond L.A. (Warner) which is reviewed in
full near here. I won't, therefore, say much
extra about it, except that Ambrosia have
that rare genius with melody that sends a
delightfully decadent frisson down the
spine. Number three, pop pickers, vvaS not
an easy one to choose, with both 10ce and
Talking Heads jostling for the bronze; in the
end it goes to Talking Heads for their More
Songs About Buildings and Food (Sire)
because they are still trying to do new
things which, for all the excellenCe of
Bloody Tourists (Mercury), 10cc aren't -
they're simply working with the old magic
formula.

Anthony Phillips is another melody
man, and I put on Wise After The Event
(Arista) as the perfect soother of frazzled
nerves. It's richly textured and only mildly
self-indulgent. In fact, what Phillips does
with 12 -string guitars, Chris Rainbow
does with voices, and that's why his
Looking Over My Shoulder (Polydor) is
such a feast. The man is like a human
keyboard, doing things with his voice that
Brian Wilson might once have attempted.

I'm amazed, even as I type, to see
Blondie's Parallel Lines (Chrysalis) as low
as number seven. Perhaps it's because
although the band write pop music 'of the
highest calibre, they are writing pure pop
rather than any kind of classic melody.
Blue Oyster Cult are the only
headbanging band I enjoy, which is why
Spectres (CBS) makes an appearance.
Tunes you can hum while knocking your
skull against the seat in front. Good barid.

Woolly hats and effects pedala go
together, don't they, and the man Who
makes the most of both is Steve Hillage,
whose album Green (Virgin) chests. the
tape at number nine because it's his best
yet, showing an assurance and imagination
lacking in most of the year's releases; the
same can be said for Kate Bush, whose
new album is not, at the time of writing', yet
in my possession. Her debut The KIL,k
Inside (EMI) however, was astonish'
and I still don't mind hearing Heeee
cleeeeeefe etc. from time to time.

Near miss: what can I say about , the
mind -wobbling Flamin' Groovies? Flarttie
Groovies Now was not a particularly fine
album, but who cares when they played
the gig of the year at London's
Roundhouse? I get a lump in my throat fist
thinking about it. . .
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they bought the best.
We are proud to present the new line of

Acoustic amplifier products. More than ever before
we believe there is an Acoustic amplifier that is right
for you. Once you hear them, we're sure you'll agree.

Acoustic has always maintained a reputation of
reliability and dependable performance. The final
success of any product is how well it stands up in
use, and the integrity of the companies behind the
product. In these areas Acoustic is second to none.

Now for the first time in the U.K. you can see a
full range of Acoustic products at the following
hand picked dealers.

Available in the U.K.only
Aberdeen: Middleton Music Ltd.,105-109 Holburn Street.-ULL4 54512.
Barnsley: Kitchens of Barnsley, 33 Peel Street. -0226 5867
Bedford: Mr. Music, 18 St. John's Street. -0234 50861.
Belfast: M. Crymble Ltd., Dublin Road. -0232 26818.
Birkenhead: Rushworths Music House, Grange Road. -051-647 7723.
Bradford: Kitchens of Bradford, 26 North Parade. -0274 23577
Cardiff: Sound Centre, 9 St. John's Square. -0222 34018.
Chester: Rushworths Music House, 48 Eastgate.-0244 25252.
Edinburgh: Grant Music, 53-53a Home Street. -031-2281704.
Hemel Hempstead: Mt Music, 24 Bridge Street. -0442 61812.
Kent: Unisound, 48 High Street, Chatham. -0634 44068.
Leeds: Kitchens of Leeds, 26 Queen Victoria Street. -0532 446341.
Liverpool: Rushworths Music House, 42-46 Whitechapel.-051-709 9071.
London NW6: Unisound, 213 Kilburn High Road. -01-624 3900.
Loughborough: Loughborough Music Centre, 18 The Rushes.
0509 30398 or 218020.
W Midlands: Modern Music, 30 Castle Hill, Dudley -0384 55293.
Newcastle Upon Tyne: Kitchens of Newcastle, Higham House,
New Bridge Street. -0632 22965.
Newport: Sound Centre, 107 Commercial Street. -0633 66814.
Southport: Rushworths Music House, 42 Eastbank.-0704 40383.
Tredegar: Sound Centre, 91 Queen Street. -049-525 2203.

The protection department.
Every Acoustic Amplifier carries a full 12 month parts
and labour guarantee.
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There was a young black man who
died in poverty and obscurity
some time before the last war.

He recorded about ninety minutes of
country blues in various hotel rooms
and was so shy that he played facing
the wall. There are many who say
that Robert Johnson was the greatest
blues player of all time, just on the
evidence of those scratchy mono
recordings.

All of which has nothing
whatsoever to do with the new Robert
Johnson, or rather, the Other Robert
Johnson. There are superficial
similarities: both were born in the
South, both played guitar from an
early age ... er, that's about it, 1
suppose. The New Robert Johnson is
white. He's spent a lot of time
playing sessions in Memphis. He's the
bloke who played the wacka-wacka-
wacka guitar on Isaac Hayes' famous
single 'Shaft'. You may also
remember having seen him being
fawned over by Bomber on the Old
Grey Whistle Test. AND he has an
album out on Ensign Records - title:
Close Personal Friend.

I was privileged, some months ago,
to hear the rhythm tracks of some of
the songs demoed for that album -
no lead guitar, just drums, bass and a
powerful strumming acoustic guitar.
Johnson always records his tracks on
this basis; the sheer guts and energy
of even these simple foundation
backings had heads nodding and feet
stamping all over the Ensign office.

"Some people think that's the hard
way, because sometimes it requires a
little more work. If you set up a band
you just run through one time,
whereas if you put down a rhythm
guitar track, first you have to put
down this and then you gotta put
down that, so there's a lot more time
taken up, setting up all the
instruments."

It was perhaps a little early in the
interview to be cheeky, (not for you,
surely? Ed) but I felt bound to say
that the album seemed, on only a
couple of preliminary hearings, to
lack variety. Fortunately, after he had
laughingly smashed a bottle of Old
Gran'pappy over my head, Robert
took no offence.

"1 didn't think of putting
MacArthur Park on one side and
Shaft on the other ... " No Slow
numbers? "Personally, I didn't want
to put any slow ones there, 'cause I
don't like slow songs. I've never
written a slow song, so I don't know
if I would like what I did or not. But
I can see your point - it might break
the album up. But I just figured, shit,
just kick it on out."

Apart from the skill and dexterity
of his playing, Robert is well-known
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for his large guitar collection, which
consists of somewhere between
twenty-five and thirty instruments,
most of them dating back to the
1950's. "I collect anything from the
fifties", he declares, "an' I mean
anything. I just love fifties
memorabilia, I guess - the guitars,
the record players, the cars."

Robert's first guitar was one he
and his uncle made from a standard
pattern when Robert was only eight
or nine years old. The first he
actually bought was a Gibson SG,
which suited him admirably thanks to
the thinness of its neck. He "suffers"
from small hands.

"The shape of those necks from
the fifties and early sixties was like a
half-moon, fits right in the palm. The
year to look for is around '63. A
really tiny, real flat fingerboard, and
it's real thin, and from the top of the
neck to the bottom it's one size - it
doesn't taper.

Amongst his other guitars are three
1959 sunburst Les Pauls, one of
which appears on the album sleeve, a
1957 Les Paul gold top, a 1959
Explorer, a 1956 Stratocaster
sunburst ... not bad so far, eh? More
extraordinary yet, many of these are
brand new, virtually unplayed, in
their original cases. They are what
Robert calls "under the bed" models;
they were bought in the fifties by
people who never bothered to learn
how to play.

"They're very strange people that
have these guitars, I can't figure it
out. For example, we found a 1951
Ford with 4,000 miles on it. It was
like brand new. An' I bought it."
Could have sworn we were talking
about guitars just a second ago, but
there we are - when you're a
collector everything tends to overlap.
"Mainly I'm a Gibson man", he
continued. "I've got two Everly
Brothers guitars. They're acoustic
guitars, like a J200, but there was a
model they made called the J185,
which was a fifties guitar, and that
one's a little bit smaller than the
J200. They took that guitar and put
pearl star inlays on the fingerboard,
and there was a star on top of the
headstock; they were black, and they
had the big pickguards. The first two
that Gibson made for the Everly
Brothers had white pickguards, big
white gaudy pickguards. And these
pickguards have turned yellow over
the years. This guitar was the first of
the two made for the Everlys in '61,
and the other ones I've got are just
the standard models from the factory.
But I managed to locate this one - it
just had a little crack in the neck
which I had repaired. I saw it in a
store and I thought, 'Boy I jus' gotta

have it, I'll give ya anything ya want
fo' it.' And he said, 'Well, I'll take a
new J200', so I just reached over,
took one, bought it and gave it to
'im!"

He also has a B25 Gibson acoustic
made in the early sixties, and some
Silvertone guitars. These were
department store instruments which
you could order through Sears &
Roebuck. In fact they were made by
Danelectro. If you saw Robert on the
Whistle Test, you may have noticed
him using one of these very beasts.
Horrible looking, isn't it, Robert?

1959 Les Paul Standard curly maple top:
Robert's number one axe.

"Isn't it gaudy? Isn't it good?" he
chuckled. "It's got those bar pickups,
like a big finger or somethin'. But
they're the hottest pick-ups. Jimmy
Page used one a long time ago.
You'd order it from the Sears
Catalogue and it came with a case -
the amplifier was built into the case.
The whole thing was $99. You'd just
open it up, and there's all your
controls and your little speaker. The
sound from the guitar is very tinny,
but it's not weak. The guitar's made
out of a sort of clapboard, but the
neck is solid and it's bolted on, and
it's got excellent frets, perfect neck
size, very easy to use. What you do
with Sears, you jus' look it up in the
catalogue, call 'em up, go down to
the dock, and there it is in a box."

Then we were off again on the
collecting trail. Yes, of course he has
a mid -sixties Firebird, a 12 -string
and a 6 -string Rickenbacker from the
early sixties ... Now a 12 -string Rick,
the 360 model, costs £545 new at the
moment. "Mine's very rare - got the
sparkly inlays and the grey case.
They're so unpopular in the States

now that you can find a used one
there for a hundred dollars. There
ain't no sense in payin' a thousand. I
paid two hundred dollars for my black
one. It was in the music store that I
worked in, and for years nobody
bought it. They're very
unfashionable. The six -string is the
same model, the six -string version,
but it's red."

He has also a collection of old
Fender amps - the ones with the
beige cloth, made between 1953 and
1958. And, predictably, he has a
Fender Consort (brown) brand new
out of the box.

"I stuff 'em in the closet. I haven't
seen some of my guitars in years.
They're over at a friend's house."

"They're always a surprise to you,
whether it's a year, two years, three
years since you've seen 'em.
Sometimes if a friend comes over
from England we'll spend a whole
day just draggin"em out. It's such a
thrill.

"I predicted that the price of these
guitars would go up, so I started
early. I don't have a whole lot of
money, but that sunburst Les Paul on
the cover of the album, I had to pay
$3,800 for. And the other ones that I
have I've bought for as cheap as
$300. But the price of those sunbursts
now in New York is $5,000."

Another of the guitars used by
Johnson on the Whistle Test film was
a Les Paul TV, which is similar in
almost every respect to a Junior, but
a different colour. On the amp front,
he spends a lot of time with the old
Fender combo's, but his favourite set-
up is an old Fender Bassman cabinet
with a Marshall valve 50 watt top.
Most of the album was recorded like
this, using one of his sunburst Les
Pauls.

" I can get, by e.q.'ing and just
setting the tones and stuff, almost a
Fender sound from the Les Paul, and
not many people can do that. I
attribute a lot of that to my right
hand. It's hard to explain - it's just
the way I control the knobs and hit
the strings. To get my lead sound I
crank everything up. The amp doesn't
have to be too loud, because you put
it on like number two, and there's
not much difference between two and
ten on a Marshall 'cept a lot more
distortion. I never touch the tone
knobs at all on my Gibson, just never
use 'em, leave 'em on full treble. And
I mostly use the lead pick-up. By
turnin' down the Marshall to where
the gain isn't so intense, you can
work with that and work with the
presence tone. So you sit there and
play lightly, and find your clean
sound. Banking the volume from 10
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Robert Johnson

back to 71/2 on the guitar with my
little finger is what I do a lot of the
time, and then back up to 10 for
lead."

What about the little tricks, though
- the ones that young guitar players
yearn to know about, the tricks that,
did they but know them, would turn
all into screeching superstars
overnight. Spill the beans, Robert:

"Jus' plug 'er in an' let 'er rip!
Y'see, I've never really practised at
all. I haven't even played the guitar
now in five months. For two years
previous to the album I didn't play at
all. There was too many other things
goin' - and I wasn't being paid to
play. I was just doin' other things for
a living. I was so disgusted and
frustrated as a musician, and
Memphis is not a real musical city
any more. There's not a lot of work
around. I hate playin' night-clubs,
and there just wasn't anybody in
town that I thought was on the same
level that I was mentally, so I just
didn't even bother playing.

"I guess I'm just gifted, y'know,
'cause I don't work at it. I don't
write songs that much. I don't do

anything that much. I could pick up a
guitar now, and I haven't really
played recently, and I could pretty
much do some things that you'd be
impressed with."

Well I wasn't overimpressed with
the lad's modesty, but I had a sneaky
feeling that he wasn't boasting -
rather, that he was stating facts. This
notion was sufficiently discomforting
to prompt a change of tack. What
strings does he use?

"I was usin' Emmons steel guitar
strings for a while, and they were
workin' real good for me. But I think
it's up to the manufacturers how deep
they wanna go - how good an alloy
do they wanna use, and how good
does it need to be wrapped. Like
Ernie Ball strings - I just can't use
'em any more, and years ago I could.
Gibson are making an excellent string
nowi. They're making a Snapper, I
think it's called. They're pre -stretched
- I think there's some kind of
balance in them that hasn't been
there before. So I'm using a
combination of the new balanced
strings and GHS. Sometimes I'll use a
10, 13, 17, 34, 44 and so on. But
most of the time I use a 9, 12 and 16.
Usually I like a pretty heavy B string.
I like to up it a size to get a little bit
of leverage there."

In common with the majority of

guitarists today, he eschews effects
pedals - just a bit of echo on the
mixing board and maybe the odd
touch of MXR Hanger.

"I'll tell you what I did do,
though, that might be interestjn' to
ya. Somebody had mounted a little
Barcus Berry pick-up in one of my
Everly Brothers guitars and cut a hole
down there, like where a Les Paul
would plug in. Well, I didn't like the
Barcus Berry so I jerked all that shit
out and I got one of these black
Lawrence pick-ups (they're not
quite as strong as the red ones). 1 got
that Lawrence, clamped it in and ran
the wire down, found me a piece of
tortoiseshell, cut it, put a little ring
on there to make it look neat so
I plug the guitar directly into the
board, so it's like a half -acoustic,
'cause it's miked as well. It gives the
whole thing mandolin -type overtones.
On some tracks I'll do that and then
I'll take my B25 and overdub it for a
real pretty acoustic sound, because
the B25's got a deep sound, and the
Everly's got a more clangy acoustic
sound."

Suddenly the door burst open and
the next interviewer blundered in. It
was clearly time to leave.

"If I see one of those Rick 12's I'll
ship it to ya," called Robert. 1'11 hold
him to that.

. or is it? Hondo II Guitars look and feel exactly like th-- more expensive
counterparts and now that some of the more popular mcdels are available with
genuine DiMarzio pick ups and high quality American mac strings they
actually sound like the real thing. Only your wallet will ~ ow the difference!
Hondo Electrics start from as little as £43.00
Hondo Electrics with DiMarzio's from £96.00
Ask your dealer about Hondo acoustics too!

DiMarzio

sellable from your local music store
or send a sae. fora free leaflet, to -
JOHN HORNEIY SKEWES & CO LTD

Salem House Garforth Leads LS25 1 PK

UK.TRADE DISTRIBUTORS

hornbu skewes
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KINGFISHER
SERVICE

If you are into advanced sound, the
chances are you are going to need
advanced help.

Kingfisher's experts are always in the store to help and give
advice before and after you buy from our massive range of
modern musical equipment.

Eddie Allen - Ace percussion man
Dr. Bob Bigg - Guitar expert and

surgeon
Andy Hyland - Electronics engineer

supreme
Keith Freshwater - Keyboards unlimited
Kay Jay - Sheet music
Cathy Fisher - Finance, accounts Et

mail order
Colin Fisher - The boss (well, we let

him think so)

All of these people are musicians and top experts in their field.
They are at your service to help and guide you through the
amazing world of modern sounds.

Kingfisher Music Company
20 Kings Road, Fleet, Hampshire, England.

(02514 21210)
10% Dep. H.P.IPX/Access/Barclayeard/Money

The Annual
Award

for the best
British Group
in live sound

This is the Award with the music industry behind it.

The Advisory Panel includes Biddu; Michael
Cohen (MPC Artists); Richard Day (LBC); Richard
Elen (Sound International); Sally James (ATV); Alf
Martin (Record Mirror); John Peel (BBC Radio 1);
Paul Phillips (Radio Record News); Jeff Pike
(International Musican); Peter Skellern; Stuart
Slater (Chrysalis); Mike Smith (Decca); Tom Stock
(Beat Instrumental); Haydon Warren (PA).
Nominations of groups for the 1979 Award are invited
now. Details and entry forms from 27/28 George Street,
Richmond, TW9 1HY. Telephone: 01-940 9749

160 Windmill Street,
Gravesend,
Kent.
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PYE STUDIOS
PYE RECORDS LTD. ATV HOUSE, 17 GREAT CUMBERLAND PLACE, LONDON W1A lAG.
CABLES AND TELEGRAMS PYEREC LONDON W1A lAG
TELEPHONE 01-402 8114/7
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RICHARD THOMPSON
Rock music has probably

got more fringes than
Roger Daltrey's jacket -

although they serve very little
practical purpose. Rock's fringe
performers, however, tend to
add spice, distinction and
variety to the whole musical
spectrum. Many move in and
out of the main stream,
depositing classic albums on the
way to please punters and con-
fuse critics, before disappearing
back to their various country
retreats. Richard Thompson is
one of these. Nearly a recluse -
by music business standards -
living up in Norfolk, contributing
from time to time to other
people's albums, writing
profusely but, of late, recording
precious little, Richard has just
done the annual trip to town to
deposit his classic album First
Light. A short tour is to follow,
and then, one assumes, the
return journey to Norfolk to
escape again.

Richard started his public
musical life as a founder mem-
ber of Fairport Convention
(disinterested parties can now
turn the page) with whom he
stayed for five albums as
songwriter, singer and a par-
ticularly fine guitarist both
acoustic and electric. Fairport
may not have been everyone's
proverbial cup of tea, but as a
band it single-handedly created
a whole new musical mode
which enabled traditional
English themes to reach a con-
siderably wider audience.
Richard Thompson's sojourn
with Fairport lasted just long
enough for him to write one of
the genuine classic songs of the
decade - Meet on the Ledge.

Style
After leaving Fairport Richard

began recording with his wife
Linda following the release of a
single solo album. The last -
and excellent - project was
Pour Down Like Silver which
appeared in '75. Three years
later we have First Light -
received to 'critical acclaim' and
probably destined for relative
commercial failure. There's just
not a lot of bread on the fringe.
Good music all too rarely is suc-
cessful music.

Anyway, I met up with
Richard Thompson at
Chrysalis's offices off London's
Oxford Street. He was looking
suitably unimpressed with the
hassle of travelling down to
town to promote a record,

Tom Stock asked all the questions,
and the first hermit of folk
answered a couple

which in his own words, is for
him a finished product, already a
recorded piece of his past.
Thompson aficianados will have
noticed that First Light is quite a
radical departure for a man so
closely linked with the progress
and nurturing of essentially
English music. Even the ac-
companying press release
describes his style as being
"dramatic intensely personal -
and intensely British - music".

In fact, First Light has some
very definite Americanisms
probably brought about by the
inclusion of three Americans on
the album - Willie Weeks
(bass), Neil Larson (keyboards)
and Andy Newmark (drums). It
is at this point that we started
the conversation.

"I think the album is just less
self-conscious. It wasn't done to
a deliberate style. I hadn't really
considered using American
musicians; that came about by
circumstance. We tried to get
hold of English musicians but
the people we wanted were
working at the time. Andy
Newmark was coming over to do
something else and we fixed
things up with him. It was all
speculation because I didn't
know them at all. They came
highly recommended so I

thought I'd give it a chance."
The album also has the

benefit of the talents of John
Kirkpatrick but, I suggested,
was the inclusion of the button
accordion just a token gesture, a
head nod in the direction of
'folk'? "I'm not conscious of it

being anything out of the or-
dinary to my taste really. What
you say about John Kirkpatrick
- I don't know. I like working
with John really because he is
such a good musician and
people one can work with easily
are often hard to find, and he's a
very versatile and creative
musician in all situations."

First Light also differs from
previous Thompson albums in
that there is a significant in-
crease in the amount of 'up -
tempo' material. There's a
definite rock feeling which
perhaps has been repressed or,
even non-existent in the past. "I
think it's more up -tempo to be a
bit more accessible; to be
critical of our records in the
past, they haven't really been
that accessible: in some ways it
was a conscious decision. If you
have say sixteen titles for an
album, you select the more ac-
cessible ones."

Experiments
Thompson has for many

years been involved in the very
loose network of British 'folk-
rock' (for lack of a better
categorisation) artists who seem
to turn up ad infinitum on each
other's records, swapping ban-
ds with almost the same
regularity which was witnessed
in the American West Coast
scene in the early seventies. I

wondered if the inclusion of
these three Americans with no
history whatsoever of this type
of musical network, had been

(to quote 1066 And All That) a
'good thing', and if he felt that
network had perhaps been
rather restricting.

"I think it's turned out to be a
good thing - it does broaden
one's horizons as they say."

Things were not progressing
with their usual smoothness,
and my indisputable charm ap-
peared to be in dispute! I had
visions of another tortuous hour
similar to the one spent with
David Gilmour. Thompson ap-
pears, in front of the tape recor-
der at least, to be a very self
conscious animal, protective,
and slightly uneasy about com-
mitting himself without redress
to the machinations of the ar-
chetypal rock music journalist.
The conversation moved to in-
struments. On one track on First
Light, entitled House of Cards,
there appears a particular stun-
ning guitar sound, a fuzzed yet
crisp lead which almost
physically bites through the
backing tracks. What is it? I

wondered.
"That's a Roland guitar syn-

thesizer," came the reply. "I
haven't got one myself, but I

borrowed one for the record and
wasted a whole day getting the
wrong sounds out of it although
I probably got some rather in-
teresting things. It's a tremen-
dous thing, used in a particular
way. I'd like to get hold of one
to further my experiments, but
unfortunately I can't afford it!"
(How about it Brodr. Jorgen-
sen?) "I did use it on three or
four tracks on the album - I

found I could get really good
harmonium noises out of it.

Communicate
"I did have to alter my

technique to play the guitar it-
self, however. One has to be
very positive on it which makes
it hard to do subtle things
because the subtle things are
too soft to trigger the syn-
thesizer."

Americans and guitar syn-
thesizers on a record by an 'in-
tensely British' musician I

mused. Is he looking for
material success now? The
British folk rock scene, of which
he is an integral part could
primarily be criticised for being
too purist and elitist, concerned
more with its own development
than with the reactions of those
supposed to be listening to it.

"I think that's very true; in
that case, yes, I would rather
not be so specific as to make
folk rock records. I can't see
that it really exists as a suc-
cessful form. When one makes
something like a record, one
wants to communicate; it may

0
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RICHARD
THOMPSON
be to a few people or it might be
to a lot of people. I feel it's more
important to communicate with
the right people."

Communication also involves
live touring and Thompson is on
the road as I write this piece.
He's not using that American
rhythm section ("can't afford
them, I think they'd be pretty
expensive"). "Ideally I'd like to
use a twelve piece band but I'm
down to about six. My ideal
band would consist of four
violins, two cellos, a versatile
wind instrument, keyboards,
about three percussionists, plus
guitars, bass and drums."
Thompson is known and widely
respected as a guitar player as
well as a singer/songwriter, and
is an accomplished master of
both acoustic and electric in-
struments. ("Acoustic came
first because I couldn't afford an
electric one").

"I treat the two as different
instruments entirely - I've
never played a really light strung
acoustic guitar or anything like
that." Strings are in fact
DeMerle lights which apparently
are more akin to a medium
gauge from other manufac-
turers.

His acoustic influences have
mostly been American - a sur-
prising revelation really con-
sidering his 'Englishness'. Doc
Watson figures highly on the
list, although he also
acknowledges Irish and Nor-
thumbrian pipes as an in-
fluence on his guitar playing. On
the electric side he uses a Strat
and a Telecaster. ''The Strat
I've got is guite difficult to play
- I have to fight it all the time,
but the tone is superb; there's a
sort of hollowness to the sound
which is really appealing." Am-
plification is either by an old
Ampex or a Fender Deluxe
Reverb which he describes as
being "a particularly sweet
one".

Richard is well aware of the
paradox inherent in being a

retiring character and yet being
involved in a business which
seems to demand glamour and
assertion to satisfy its voracious
appetite. He's not, for example,
a gushing interviewee!

"I find it slightly unreal talking
about music because in the end
I don't have any perspective on
it. I don't know how music's
played really: one develops a
technique of playing, and of
writing songs, but the actual
music doesn't come out of you,
does it? It comes from
somewhere else, as far as I can
see. Like when you get to a

good bit - you can't switch it
off; you're absent during the
writing of all the good songs.
One sort of participates, but it's
not you, it's not this person
called 'you' who everybody
wants to quantify and solidify.
The reason that I like to keep a
low profile is I don't believe in
this solid person that's made up
of people's opinions. I don't
believe people are that fixed. I

couldn't survive if I believed
what other people thought about
me, because it's not true; if
people praise you, and if people
attack you it's the same."

Microscope
But what about critical praise

of the album, for example?
"In a sense, I've finished with

the album. The interesting part
for me is making it in the first
place and as soon as it's finished
I want to make another one but
it's never possible. As far as I'm
concerned that's it; here it is, it's
yours. I can't look at an album
as this thing in which I have to
live. It's like a cast off to me. It's
gone, it's the music of a par-
ticular moment. I don't feel the
same way about it now as I did
then. I wouldn't perform the
songs in the same way; I want
to change the arrangements
even now."

For a man so overtly on the
conservative side of rock music
Thompson's views on the New
Wave are quite startling. "All
the best music is coming from
the New Wave. All the best
ideas are there, the music's
fresh. Punk's a lot more honest
on the whole than any previous
musical revolution. I'm con-
vinced the music is more
original than the bands of the
early sixties: they were just
listening to a lot of imported
records and copying them. We
could expect a punk Richard
and Linda Thompson album - a
little more laid-back punk,
however!"

That seemed a likely place to
bring our conversation to a

close. There is undoubtably
more to learn about Richard
Thompson but there's a distinct
feeling that he doesn't want to
let the character out of the bag.
For an assassination, one needs
the victim's character and he's far
too together to let his out under
the microscope. A very deep
and personal man, Thompson
allows only tantalising glimpses
at his talent through the medium
of his records. All the sadder
then that there's been a three
year wait for this one, and who
knows how long 'til the next.
My copy of First Light's going
to be pretty worn out by
then!

Me2aticien gio0azia7
Brenell 8 Tracks 1 inch Mini Eight as new £3000
Brenell 8 Tracks model previous Mini Eight £1200
Revox A77 M K3 new low speed + varispeed £380
Various Revox A77 used from £320
Teac A3340 very good condition £350
Revox A700 excellent condition £600
RSD 12-2b mixer new £628

RSD 16-4 mixer new £870
RSD 12-2 mixer new £412.50
Allen and Heath Mod 2 16 x 8 x 16 as new £2000
Allen and Heath Mod 2 10 x 8 x 16 prewired 16 £1200
Master Room MR3 as new £740
Quad 303 amp £70

RSD 800c amp new £503
Tannoy Lancasters with 15" HPD pair £200
JBL 4311 brand new pair £520
RDG Studio Phaser brand new £155
RDG Studio Flanger £240
Introduction offer: RDG Limiter/Compressor CL20 STEREO with special effect,
19" rack mounting, for 1 month only. £400
Technical specifications: Maximum input -24db

Maximum output +24db
Compression ratio to 70 to 1
Distortion 0.1 %
Noise 25 microvolts

Details on request
Wanted all studio equipment Prices do not include VAT
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MUSIC

HIGHWAY MUSIC
263 DEANSGATE

MANCHESTER
061-833 0328

FOR MUSICIANS - RUN BY MUSICIANS

THREE FLOORS OFA THEBAiqPITRyALUE AROUND
. . ANDBACKLINE

CENTRE
ARIA, ANTORIA, CMI,
CSL, FENDER, GUILD
GRANT, IBANEZ.

Great selection of new
guitars

S/H guitars from £25 to
£1000 (rare ones)

EFFECTS, STRINGS,
CASES, PICK-UPS,
LOADS OF GUITAR
SPARES,
CUSTOMISING SERVICE,
RE -FRETTING 8- REPAIRS

100-10,000 watts of power. 3 EXAMPLES

A) 120W 5ch mixer amp + 2 x 12"
horned columns £235

b) Rig 400 12/stereo, 8/mono, ply
cabs, Roost, Malcolm Hill, Electro-
voice, RCF £875

c) Rig 1000 4 -way 16/2 stereo, clip -
on fronts, Malcolm Hill, RCF £2,095

45" HIGHWAY COMBO AMP £75

MUSIC

DRUM CENTRE
Largest in north finest

selection of kits including

TAMA 0
0

GRETSCH
BEVERLEY0 0MAXWIN
LUDWIG0 AM STACCATO

ARIA
PLUS MANY MORE,
LOADS OF STANDS,
DRUM SYNTHS -
AVEDIS ZILDJIAN,
PAISTE, UFIP, ZYN,
TOSCO, CABBER, ZANK

ALL PRICES INCLUDE VAT - HP, ACCESS, BARCLAYCARD, PART EXCHANGE

Spirit of 56 Bandstand
To be reveiwed in Beat Jan 79

We now di the manufacturer
rkes:-at ts*

CATALOGUE
1/4

COME

IDZ ROCHDALE 524483
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The studio net is cast far and wide over
Britain and Europe. Gather it in for a
detailed rundown of everything from
four track do -it -yourselves to twenty-
first century Starships.

ABBEY ROAD STUDIOS
Address 3 Abbey Road, London
NW8 9AY
Telephone 01-286 1161
Studio Manager K. N. Town-
send
Engineers Peter Vince, Peter
Mew, John Kurlander, Mike
Jarratt, Pat Stapley, Tony
Clarke, Peter James, Allan
Rouse, Haydn Bendall
Capacity Studio 1: 120; 2: 50; 3:
30
Instrument available free Stein-
way grand pianos, celestes, har-
monium, harpsichord, Ham-
mond organs, jangle and out of

5ti

tune pianos, electric pianos,
Harmony Vocoder
Instruments available for hire
Complete range of instruments
available through outside
agencies
Microphones Over 300 con-
denser microphones, mainly
Neumann and AKG
Desks 2 EMI desks 24 in 16 out;
1 EMI/ Neve desk 36 in 24 out
with NECAM
Tape machines Studer 2-24
track
Echo facilities 3 natural echo
chambers and 6 stereo reverb
plates (EMT)

Reduction suite One multitrack
reduction suite with EMI desk
Copying facilities Extensive
facilities for tape and cassette
copying
Rates £55 per hour Studios 1

and 3; £52 per hour Studio 2
Special remarks Two mobile
recording units capable of
worldwide operation. Five disc
cutting suites equipped with
EMI transfer consoles and
Neumann cutting lathes.

AIR STUDIOS
Address 214 Oxford Street (4th

11

A mixdown session in Studio
Control Room 3 at EMI's Ab-
bey Road Studios, London.
The engineers are remixing
a 24 track recording down to
2 track stereo using a 36 in-
put/24 output EMI-NEVE
mixing desk. The desk has a
NECAM computer assisted
mixdown facility whose data
entry panel can be seen
centre/left.

floor), London W1
Telephone 01-637 2758
Studio Manager David Harries
Engineers Geoff Emerick, Steve
Nye, Jon Kelly, Pete Hen-
derson, Mike Stavrou, Colin
Fairley, Steve Churchyard
Capacity Studio 1: 70
musicians, Studio 2: 35
musicians
Instruments available free
Bosendorfer grand piano
Instruments available for hire
Hammond B3 organ
Microphones Neumann, AKG,
Sennheiser, STC
Desk Neve
Tape machines 3M, Studer
stereo
Outboard equipment AMS,
Eventide, Audio and Design,
Urei, Neve etc.
Echo facilities EMT 140 and 240
Reduction suite Two - studios
three and four
Copying facilities One suite
Rates £50 per hour for any
facility in studios 1 and 2, £45
per hour in studio 3, [35 per
hour in studio 4. 20% surcharge
between 6pm and 8am, and all
day Saturdays, Sundays and
public holidays
Hours of working Normal
booking times are 10am to 1pm,
2.30pm to 5.30pm and 7pm to
10pm.

AUDIOGENIC
Address 34-36 Crown Street,
Reading, Berks
Telephone 0734 595647
Studio Manager Henry
Smithson
Engineers Martin Maynard, Kirk
Thorn, Rob Boughton
Capacity 7 to 10 musicians
Instruments available free Grand
piano, string synth, Fender and
Vox amps
Instruments available for hire
Upon request
Microphones AKG, Neumann,
Beyer, Electrovoice, Shure
Desk Custom 16/8
Tape machines Revox A77,
A700, Otari 7380
Outboard equipment Audio and
Design compressors, Scamp
ADT, noise gates, equalisers
Echo facilities Master room,
Grampian
Copying facilities Cassette
duplication services
Rates £10 per hour, £45 per 5
hour session, £110 per 14 hour
session
Recent clients Regular work for
Magnet Records, CBS. ATV,
BBC, Stadium Dogs, Straws,
Criss Thompson, Polydor, Blon-
de On Blonde, Kenny Lynch,
Peter Gage, QP Enterprises.

CARGO RECORDING
STUDIOS
Address Kenion Street, off



The elegant reception area of
Sound Track Studios,
Copenhagen (above); the
equally elegant control room
( bottom left) and the "live"
acoustics area of the studio
( bottom right).

Duke Street, Rochdale, Lancs
Telephone 0706 524420
Studio Manager John Brierley
Engineer John Brierley
Capacity 30 musicians
Instruments available free
Piano, drums
Instruments available for hire
Most
Microphones AKG, Beyer,
Neumann, Calrec
Desk Soundcraft 24 into 16

Tape machines Cadey 16 track
Outboard equipment Limi-
ter/compressors, Analog delay,
echo, reverb, flanging
Echo facilities Reverb/ tape
analog
Copying facilities Reel to cas-
sette, cassette to cassette
Rates £12 per hour, £96 per day
for 16 track; £7 per hour, £56 per
day for 8 track. 16 track mobile
£200 per day, 8 track mobile

£140 per day, 2 track mobile £90
per day. No overtime charges,
10% cash discount
Working hours Open 24 hours 7
days a week
Recent clients Gang of Four,
Joy Division, Durrutti Column,
Granada TV, Ludus, John
Dowie, Victor Brox Blues Train,
Solid Fuel Advisory Board, John
the postman.

CRAIGHALL STUDIO
Address 68 Craighall Road,
Edinburgh, EH 6 4R L
Telephone 031-552 3685
Studio Manager Bryce Laing
Engineers Stuart Jeffrey, Philip
Whittaker
Capacity 30 musicians
Instruments available free Stein-
way piano
Instruments available for hire
Haven organ
Microphones Neumann, AKG,
Shure
Desk Neve 3058 24/ 16
Tape machines Studer A80 16
track and 2 track
Outboard equipment Auto
phase unit
Echo facilities EMT plate,
Masterroom micmix
Copying facilities Studer 12/2
desk with A80 machines
Rates £18 per hour, 25% sur-
charge after 6pm, Saturdays,
Sundays and public holidays,
331/3% surcharge after 11pm
Special remarks Fully equipped
mobile Mercedes OB van, 8
track A80, Tweed Audio 14/8
desk etc.

DJM STUDIOS
Address James House, 5-11
Theobalds Road, London
WC1X 8SE
Telephone 405 5631, 242 6886
ext 277
Studio Manager Alan Florence
Engineers Dick Plant, John
Couper, Keith Bessey
Capacity Studio 1: 30
musicians, Studio 2/ Remix: 3
Instruments available free Piano
Instruments available for hire
Any
Microphones shure, Senn-
heiser, Neumann, AKG, Elec-
trovoice, Beyer
Desk MCI J H540 computerised
Tape machines MCI 24 track
(also 16 and 8 headblocks), 8, 4,
2 track
Outboard equipment Dolbys,
DBX, most 'tcys' currently
available. SMPTE sync unit to
enable 46 track line-up soon to
be installed
Echo facilities EMT
Reduction suite as Studio 1
Copying facilities Most con-
figurations
Rates £50 per hour Studio 1, £45

Continued over
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16 -Track or J 8 -Track Recording

20
RECORDING

63 Charlotte Street,

London W1,

STUDIO

Tel: 01-637 0999

Office Tel: 01-853 4050

WEST YORKSHIRE
8 -TRACK STUDIO

£5 per hour

r\DM SOSD
Elland (0422) 76161

FAIRVIEW MUSIC
Willerby, Hull

Tel: (STD 0482) 653116

8 Track £10 per hour
Equipment includes: 8 Track Ampex: D.B.X. noise reduction:

A.K.G. reverberation unit.

A.K.G. and Newman Mics: Audio and Design Vocal Stressor:
Marshall Time Modulater. For A.D.T., Phasing, Flanging, Etc.

Free use of the following instruments: Piano, Hammond L100
Organ with Leslie 145 Speaker, Logan String Melody, Yamaha

C60 Polyphonic Synthesiser

Impulse Studio
16 Track in the North East

* Raindirk 18-8-16 Desk
* Ampex 16 Et 8 Track Machine
* Spacious Control Suite
Ask for our 'Be Your Own Record Company' Brochure

IMPULSE SOUND STUDIO
71 High Street East,
Wallsend
TYNE/WEAR (0632-624999)

60

per hour Studio 2. Copying £15
per hour. Overtime of £10 per
hour after 6pm and all day
weekends and bank holidays

FAIRVIEW MUSIC
Address Great Gutter Lane,
Willerby, Hull, North Hum-
berside, HU10 6DW
Telephone 0482 653116
Studion Manager Roy Neave
Engineers Roy Neave, Keith
Herd
Capacity 10 musicians
Instruments available free
Piano, Hammond organ,
Yamaha polyphonic synth,
Logan string machine
Instruments available for hire
Drums, Fender Rhodes
Microphones Neumann, AKG,
Beyer
Desk Custom built 12 in 8 out
Tape machines Ampex 8 track,
2 Revox, 2 Nakamichi
Echo facilities AKG BX20 reverb
unit
Copying facilities Tape - tape,
disc - tape, cassette
Rates £10 per hour recording,
£8.50 per hour mixing
Hours of working 24 hours a day
7 days a week
Recent clients Heatwave,
Goldie, Michael Chapman,
Bernie Clifton, Nigel Pegrum
Special remarks Masters,
demos, production.

GOOD EARTH
Address 59 Dean Street, Lon-
don W1
Telephone 734 0864/434 1490
Studio Managers Colin Thur-
ston, Kit Woolven
Engineers As above
Capacity 20 musicians
Instruments available free
Piano, moog, drums

Microphones Neumann U87s,
U47s, 188s, 184s, AKG D224,
D202, Shure, Unidines, various
Beyers
Desk Triad TSM
Tape machines Lyrec 24
multitrack, Studer A80, B62 2
tracks
Outboard equipment Eventide
DDL, harmoniser, flanger,
Aphex, Scamp rack, various
limiters
Echo facilities EMT 140 + 240
Rates £35 per hour
Recent clients Jingles, album
for Able Label Music (formerly
Ring -O -Records), Steve Gib-
bons Band, Radiators, Tony
Visconti.

HOT ICE HLJODRITI RECOR-
DING STUDIOS
Address Box 138, Tronuhrauni
6, Hajnarfjordur, Iceland
Telephone 5-37-76
Studio Manager Sveinn Klausen
Engineers Tony Cook, Jonas R.
Jonsson, Alan Lucas
Capacity 20 musicians
Instruments available free
Yamaha grand piano, Wurlitzer
upright piano, Fender Rhodes,
Ampeg bass amp
Instruments available for hire All
kinds of top quality instruments
and amps
Microphones Neumann, Beyer,
AKG, Shure, Sennheiser, Elec-
trovoice, Sony
Desk MCI 428 Series 28 into 24
Tape machines MCI JH114 24
track, Ampex ATR 100 2 track
and Revoxes
Outboard equipment Eventide
FL201 Inst. flanger, Eventide
H910 harmoniser, ROR
parametric equaliser, DBX 160
comp/ limiter, Pultec Program
Equal, Eventide 2830 Om-
nipressor
Echo facilities EMT rever-
beration plate, AKG echo unit,
Eventide digital delay
Copying facilities JVC and Teac
cassette machines, Revox 2
track machines
Rates £33 per hour any time
night or day.

CONCEPTION
8 -Track

Featuring The
PhillipsIEChopoom

Bechstein Grand Piano
£64 NB hn, day

£75)pit) hn day
Bristoll[0272]1554721

85, Ashley Rd., N/Ion,a=C3ristol BAI



IMPULSE SOUND RECOR-
DING STUDIO

Address 71 High Street East,
Wallsend NE28 7RJ, Tyne and
Wear
Telephone 0632 624999
Studio Manager David Wood
Engineers Micky Sweeney,
Geoff Heslop, Steve Thompson
Capacity 25 musicians
Instruments available free
Piano, drum kit, Peavey Twin
Reverb amp, small synth

Instruments available for hire
Polymoog, Arp synth, Fender
Rhodes, and most other in-
struments given notice
Microphones Neumann U87s,
AKG D224s, D202s, D12s,
Calrec 650, 652, 654,Beryer M69
Desk Raindirk 18/8/16
Tape machines Ampex
MM1000, Studer B62, Revox
A77
Outboard equipment 4 track/2
track mobile
Echo facilities Tape echo and

reverb
Copying facilities Reel - reel,
reel - cassette
Rates On application
Special remarks Full recoro
production service - "be your
own record company" -
proving very popular with club
and cabaret artists; also
songwriter service, details and
brochures on request.
KMH STUDIO AB
Address Hornsgatan 78, S-117
21 Stockholm, Sweden

Seen here in Abbey
Road's No. 3 Studio, the
Harmony Vocoder developed
by EMI's Central Research
Laboratories enables star-
tling new vocal effects to be
realised.

Telephone 08 69 01 20
Studio Manager Lennart
Karlsmyr
Engineers Lennart Karlsmyr,
Ake Grahn
Capacity 20 musicians
Instruments available free Grand
piano, drum kit
Instruments available for hire
Hammond with Leslie, Yamaha
piano, clavinet, Korg, Logan,
Fender Rhodes, guitars, bass
Microphones AKG, Neumann,
Beyer, Beyer, Schoeps, EU,
Calrec
Desk KMH Custom, MCI 528 +
Data
Tape machines M79, Lyrec,
MCI, Studer, Revox
Outboard equipment ADR,
Scamp, Urei, Pandora, Time -
Warp, MXR
Echo facilities 2 EMT plates, 1

EMT foil, master room Reduc-
tion suite MCI Data plus a small
overdub studio
Rates Sw. Crs. 500 per hour.

LEADER SOUND
Address 209 Rochdale Road,
Greetland, Halifax, West
Yorkshire, HX4 8JE
Telephone 0422 76161
Studio Manager Bill Leader
Engineer John Gill
Capacity 8 musicians
Instruments available free Piano
Microphones AKG C24, C451,
D12, D19, D202, Calrec 1050
Desk Raindirk 10/4/8
Tape machines Itam 8 track,
Bias, Nagra, Revox
Echo facilities Master room
Copying facilities Real, cassette,
disc
Rates £5 per hour
Hours of working 24 hours a day
7 days a week.

Continued over

.6track recording from
99 *a 14 hour day

We're now more expensive, £99* a day, but that includes
use of our new Gretch kit, H/H, Marshall, Fender amps,
Bose & Electrovoice speakers, and more studio facilities.
And still we give you free 1/4" tape, tea, engineer, 2" tape
use, and a play with our new video. Phone Gary anytime
and he'll be glad to tell you more.

*includes discount. VAT extra.

Spaceward
19 Victoria St
Cambridge.

(0223) 64263



MAGRITTE MUSIC STUDIOS
Address Holloway Lane,
Harmondsworth, West
Drayton, Middlesex
Telephone 01-897 9670
Studio Manager Daniel Priest
Engineers Daniel Priest, Eric
Hine
Capacity 12 musicians
Instruments available free
Bosendorfer grand piano, Fen-
der stereo 88 piano, clavinet,
Fender and Marshall amps,
speaker cabs
Instruments available for hire
Arp 2000 string machine, all
percussion, any others on
request
Microphones Neumann,
Sennheiser, AKG, Beyer
Desk Helios 36 in 24 out
Tape machines Lyrec 24/16,
Ampex ATR100, Phillips
PRO20, Revox 700 Et A77
Outboard equipment Noise
gates, graphic EQ, digital delay,
DBX, 3 phasers, 4 flangers,
compressors/limiters, HH tape
echo
Echo facilities EMT stereo plate,
master room, Fairchild plate
Reduction suite 4
Lockwood/Tannoy R DG
monitors, tuned room
Copying facilities reel -reel, reel -
cassette
Rates £350 per day inclusive of
accommodation for 6 people or
£30 per hour 24 track, £20 per
hour 16 track
Recent clients Mungo Jerry (co -
produced and arranged by
Daniel Priest), Allan Clarke,
Gary Benson, The Neon Hearts,

No need to get cold feet here: a session taking place in
Iceland's Hot Ice.

Smiths Crisps jingles, the 'Stay'
advert single.

MARQUEE STUDIOS
Address 10 Richmond Mews,
Dean Street, London W1
Telephone 01-437 6731/2
Studio Directors Gery Collins,
Simon White
Engineers John Eden, Steve
Holroyd, Phil Harding, Tim
Painter, (technical) Jerry
Browse
Capacity 1000 sq. ft.
accomodating 35 musicians
Instruments available free
Steinway grand piano
Desk MCI JH100 24/16 track,
MCI JH140 4/2 track, MCI
J H120 Stereo
Outboard equipment DBX160
and Universal Audio
compressor/limiters, Lexicon
digital delay, Eventide
Harmoniser, Orban Sibilance
Controller, Keepex and Meyer
noise gates, Allison Gain Brain,
Orban and ITT parametric
equalisers, MXR Quad Pack,

Grampian
Dolby A
Echo facilities EMT echo plates
REMIX SUITE
60 sq. ft. overdub studio.
Desk MC1536 36 in 32 out with
MCI J H50 automation and
Plasma VU/ Peak display
Tape machines MCI JH114
24/16 track, 3 x MCI JH120
stereo
Monitoring Eastlake
TMI/Amcron DC300A,
Auratone baby monitors
Outboard equipment DBX 160
and Universal Audio
compressor/limiters, Eventide
digital delay with pitch change
facility, Marshall time
modulator, ITI Et Urei graphic
equalisers, Keepex and Meyer
noise gates, Allison gain brain
limiter/compressor, Orban
Sibilance Controller, Dolby A
Echo faculties EMT echo plates,
Copy Bay Studer 2 track
machines, Neal cassette
recorders available for tape
cassette and disc to tape copies
Rates £44 per hour. £8

spring effects unit,

surcharge after 6pm and
weekends
Recent clients Remix for Status
Quo Et Gerry Rafferty
Special remarks Live recordings
from adjoining Marquee Club

NED SCRUMPO'S "CHEAPO
CHEAP" STUDIO
Address Ned Scrumpo's
Emporium of Goodies, 144 Elm
Grove, Southsea, Hants
Telephone Portsmouth 816451
Studio Manager Bob Rivers
Engineers Tom Nowell, Dave
Moore
Capacity 7-10 musicians
Instruments available for hire
Vox AC30, Darburn 100 watt
combo, Laney bass amp,
Ampeg bass cab, drum kit, Elka
electric piano
Microphones AKG, Ross
Desk Canary 10/2 stereo
Tape machines Phillips, Akai,
Sony, Amstrad
Echo facilities Echo chamber
Copying facilities Tape decks
Rates £4 per hour using own
gear, £5 per hour using studio
gear
Hours of working 10am to 11pm
Monday to Thursday, 10am to
6pm Friday to Sunday.

PLUTO RECORDING
STUDIOS
Address 36 Granby Row,
Manchester 1
Telephone 061 228 2022
Studio ManagerKeith Hopwood
Engineers Ray Buckley, Joan
O'Connor
Capacity 30 musicians
Instruments available free
Bechstein grand piano, amps
Instruments available for hire
Arp Odyssey
Microphones Neumann, AKG,
Sennheiser, Beyer

BLACK

WHAT'S HAPPENIN'?
BLACK MUSIC -THAT'S WHAT

SOUL/REGGAE/NORTHERN/DISCO

BLUES/JAZZ. CHECK IT WEEKLY
IN THIS YAH MAG. 15p

SLACK
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Another distinctly Continental panorama: shots of the hardware (above) matched by the space and style (below) of the
recording areas.

Desk MCI 28/24
Tape machines 3M 24 track,
Studer mastering
Outboard equipment MXR ddl,
A Et D compex limiters, phasers,
Varispeed, Dolby EQ, Orban
Parasound
Echo facilities EMT plate
Copying facilities Studio 2: 4/2
track with vocal booth
Rates £20 per hour Studio 1; £28
per hour 16 track, £25 per hour 8
track Studio 2. 25% overtime
after 6pm, weekends and Bank
Holidays
Recent clients Rich Kids, Sad
Cafe, Tony Christie, Jingles for
Guiness, Ford, VW, Dunlop,
Girobank.

PYE STUDIOS
Address ATV House, Bryanston
Street, W1
Telephone 408 8114
Studio Manager Howard
Barrow
Instruments available for hire
Anything
Desk Cadac computer -assisted
44 in 32 out also Neve 26/16/8
Tape machines Studer 24, 4, 2
tracks
Outboard equipment Tannoy
monitors, Amcron power amps
Rates On application
Special remarks Studio 2 fitted
by Eastlake, also master disc
cutting facilities

QUEST STUDIOS
Address 71 Windmill Road,
Luton, Bedfordshire
Telephone Luton 414297
Studio Manager Dave Cook
Engineer Dave Cook
Capacity 7 musicians
Instruments available free
Piano, Slingerland drum kit,
synthesizer, guitar amp
Instruments available for hire
Any
Microphones Neumann,
Sennheiser, AKG, Shure, Beyer
Desk Soundcraft 16/8 Series 11
Tape machines Brenell 1" 8
track with Richardson
electronics, two Teac mixdown
machines

Outboard equipment Audio Et
Design compressor/limiters,
Klark Teknik graphic equalisers,
Eventide Harmoniser, flanger,
digital delay
Echo facilities Master room
stereo reverb, Roland Space -
Echo
Copying facilities Reel -reel, reel -
cassette, disc -tape.
Rates From £8 per hour,
weekdays daily rate £60.
Hours of working 24 hours a day
Recent clients Split Enz,
Aviator, Hi-Fi, Tim Hart, ATV
Music, Chrysalis Music, Druid,
The Jets
Special remarks Our experience

Continued over

i,....L.

MOBILE
RECORDING STUDIO

Contact Dave Foster
55 CLIFF DRIVE CANFORD CLIFFS A

POOLE DORSET BH13 7JG
TELEPHONE 0202 708303

ate
frifbp.ift litlcILA

16 and 8 Track
Location Recording

Facilities



Situated in the got the
metropolis amidst the

mighty roar of
_

IONElies Studios -

an 6 of peace

and tranquility only shattered
by the hit ounds being

created and mastered
there.

a -:3

CBS Recording Studios
hit makers for the world offer a wealth of equipment,
a wealth of recording expertise and a wealth of friendly staff
who really care.

Give us a ring on 01-636 3434 31-37 Whitfield Street, London W1P 5RE.



ranges from the production of
masters for release to guiding
newcomers to studio work
through their first sessions.

RELIGHT STUDIOS
Address Hilvarenbeek PO Box
64, Holland
Telephone 4255 2589
Studio Manager D. C. Van
Velden
Engineers R. Freeman, P. G.
Chateau, M. Weytmans
Capacity 100 musicians
Instruments available free
Bechstein grand, percussion
etc.
Instruments available for hire
Anything
Microphones Neumann, AKG,
Electrovoice, Sennheiser, Altec
Desk Midas 36 in 24 + 4 out
Tape machines MCI 24 track,
Studer 2 track
Outboard equipment Keepex,

STC
Desk Rupert Neve Custom
32/16/24
Tape machines 3Ms 24 track
M79, 3Ms 16 track M79
Outboard equipment Har-
moniser, Keepex, Auto Pan,
Brain Gain, Dolby A, graphics,
Time Cube, Time Modulator,
width units
Echo facilities EMT and AKG
Rates On application.

ROC STUDIOS
Address Artillerivej 40, DK-
2300, Copenhagen, Denmark
Telephone 01 57 06 00
Studio Manager
Mike Andreasen
Engineers Mike Andreasen, Per
Meistrup, Hans Joergen Man-
scher
Capacity 25 musicians
Instruments available free Stein-
way grand piano, Hammer
spinet, Hammond TR100,
Leslie, Mellotron SM400, Logan
string synth, Roland SH1000
synth, Slingerland drumkit, Rot
tom toms, Asba congas, amps,
guitars, effects pedals etc
Microphones AKG, Neumann,
Sennheiser, Shure

Cows on the track in sunny Holland

harmoniser, flanger, Aphex etc
Echo facilities 3 stereo plates,
one chamber
Rates On application
Recent clients Genesis (2
albums), Cat Stevens, Gentle
Giant, Peter Gabriel, Boomtown
Rats, Black Sabbath, Strawbs

R. G. JONES RECORDING
STUDIOS
Address Beulah Road, London
SW19 3SB
Telephone 01-540 9881
Studio Manager Robin Jones
Engineers G. Kitchingham, V.
Rogers, N. Nykes, M. Pullan, J.
Maddon
Capacy 25 musicians
Instruments available free
Steinway 'B' grand piano
Instruments available for hire
Most
Microphones Neumann, AKG,

Desk Soundcraft 28 into 24
custom built
Tape machines Lyrec 24 track, 2
x Studer 2 track, 2 x Lyrec 2
track
Outboard equipment 28ch DBX
noise reduction, DBX com-
pressor/limiters, graphic
equalisers, White Analyser,
Analogue Delay and effected
generators (Marshall and Mic-
mix)
Echo facilities Master room and
tape echo
Rates £20 per hour 10am to 6pm
weekdays; £25 per hour
weekends and evenings.

ROSENBERG STUDIOS
Address Donthequej 39, 2400
Kobenhaun NV, Denmark
Telephone 01 190110

Continued over

Scotland's Recording Centre

CRAIGHALL STUDIO

24/16 NEVE CONSOLE

16/8 and 2 TRACK STUDER TAPE MACHINES

& ALL NECESSARY ANCILLORIES

SELF CONTAINED MOBILE UNIT with

22/8 SOUND CONSOLE

8 and 2 TRACK STUDER TAPE MACHINES

CCTV. etc.

68 Craighall Road / Edinburgh EH6 4R L
Telephone 031 - 552 3685

SNR

WE MANUFACTURE (AS STANDARDI:-
Professional quality cables, for all applications
Studio termination plates
Mini -Patch System, for budget installations

WE MANUFACTURE (TO ORDERI:-
Stage boxes, transformer boxes, mic splitters switch boards, routing boards, in-
dicator systems, or almost anything you may need in this field. Why not send us
details of your problem for our prompt quotation.

WE SUPPLY:.
Shure mics and accessories at discount prices. Connectors by, Rendar, Neutric,
Preh, Hubbell, etc. + cable, including Belden multicor & mic, etc. + many ac-
cessories and misc items.

Large SAE for latest catalogue, mail order only pleafie. TRADE ENQUIRIES WELCOME
S N R PROFESSIONAL CABLES LTD.
6-8 LINKFIELD CORNER, REDHILL SURREY RH1 1BB

'West of England
%ound Ltd.

14 Swan Street, Torquay, Devon.

offer
Two Fully -Equipped 8 -Track Studios

At £8.00 Per Hour!
IsNss.

----Copying facilities and professional PA equipment
for hire.

Please ring 080-428-278 for further details.
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STUDIO

11W4

Studio Manager Hans Nielsen
Engineers Ivar Rosenberg, Hans
Nielsen
Capacity 35 musicians
Instruments available free Stein-
way piano, Wurlitzer,
Slingerland drums, ARP string
synth, Leslie, HH amp, a lot of
percussion
Microphones U87, KM84,
KM56, SM69, KM54, D224,
D12, D202, SM56
Desk Trident "A" 34 input 24
output
Tape machines Lyrec 24 track,
Studer 16 track, two 2 track
A80s
Outboard equipment 4 Urei 1176
peak, 6 Keepex, gain brain, EQ,
comp/limiters, harmoniser,
flanger, phaser stereo, Spec-
trum analyser
Echo facilities EMT plate, AKG
BX20
Copying facilities Revox A77s,
cassette machines
Rates 375 Kr per hour
Hours of working 24 hours a
day. Closed New Year and
Christmas.

A The re -mix suite at Marquee Studios.

SABRE MOBILE RECORDING
STUDIO
Address 55 Cliff Drive, Camford
Cliffs, Poole, Dorset BH13 7JG
Telephone 0202 708303
Studio Manager Dave Le Neve-
Foster

Engineers Dave Le Neve-
Foster, Yanni Flood Page
Microphones AKG D202ES, El,
D290, D1200E, D12, C452,
Calrec DM1050, Beyer M201,
M88, Neumann U87, KM84
Desk Custom built Alice ACM

18/3/16 console
Tape machines Ampex MM1100
16/8 track, Studer B62
Outboard equipment Mayer
RM68X gates, Audio and
Design F769V-R vocal stresser,
DBX RM160 com-

at...

!P [AUTO RECORdINg STUdIOS
36 Granby Row, Manchester 1, England. Tel: 061-228 2022

cofrOMN.,t,4164A%:**4fteit%a di&blVditddiQ,:el&MNaeribehNz)dltd



pressor/limiters, Dolby A, Rebis
RA401 parametric and Sound -
craftsmen graphic EQ
Echo facilities Master room
MR111
Copying facilities Revox A77s,
Tandberg TD330 and Trio KX-
630 3 -head cassette decks
Rates On application
Hours of working 24 hours a day
7 days a week, no overtime
charged
Recent clients Clash gig, Freshly
Layed Band gig, Pressups,
Fringe Benefit, Richard Harvey
for KPM.

SEPTEMBER SOUND
STUDIOS
Address 38 Knowl Road,
Golcar, Huddersfield HD7 4AN,
West Yorkshire
Telephone 0484 658895/6
Engineers Bob Whiteley, Dave
Whiteley
Capacity 45 musicians
Instruments available free Pia no
Instruments available for hire
Any
Microphones AKG, Neumann,
Sennheiser, STC, Calrec, Elec-
trovoice
Desk Sound Techniques
Tape machines Lyrec 16 track
with varispeed and autolocate, 2
Ampex AG440 2 track
Outboard equipment Graphic
equalisers, Pye and Neve
limiter/compressors, Eventide

flanger
Echo facilities EMT echo plates
Copying facilities tape - tape,
tape - cassette, cassette
duplication
Rates £15 per hour
Hours of working 24 hours a day
7 days a week
Recent clients Brighouse and
Rastrick band, Roy Hill, Child,
TV adverts
Special remarks Mobile recor-
ding facilities.

SMILE RECORDING
STUDIOS
Address 59 Upper Chorlton
Road, Manchester 16
Telephone 061 226 5369 - 962
4399
Studio Manager Steve Foley
Engineer Steve Foley
Capacity 25-30 musicians
Instruments available free String
machine, synth, guitars, upright
and grand pianos, Fender and
Marshall amps, percussion and
drums
Instruments available for hire
Anything (Syndrums)
Microphones Sennheiser,
Beyer, AKG, Calrec, Elec-
trovoice
Desk Custom built Solus
Systems 20 into 16
Tape machines Cadey 16 track,
Revox stereo, Teac cassette
Outboard equipment HH tape

echo, Solus flanger, Solus com-
pressor/expander, spring reverb
Echo facilities H H echo
Copying facilities Reel - reel,
reel - cassette
Rates Introductory offer of £10
per hour plus tape and VAT
Recent clients Jilted John,
Maddy Prior, Smirks, Ritz
Special remarks Specialist in
record pressing and bulk cas-
sette copying. Games room,
spacious new premises.

SOUND CONCEPTION
Address 85 Ashley Road, Mont-
pelier, Bristol 6
Telephone 0272 554721
Studio Manager Chris David
Engineers Chris David, Antony
David, Kenny Wheeler
Capacity 12 musicians
Instruments available free Bass
reflex bin, Bechstein grand
piano
Microphones AKG 1000, D12,
D707, D190, Shure Unisphere,
Sennheiser MD431, Reslo
Desk Alice 16 in and 8 out
Tape machines Leevers Rich 1"
8 track, Revox and Teac stereo
Outboard equipment ITA stereo
comp/limiter, 12 Alice limiters
Echo facilities Echoplex, Teac
3300, Echo room
Copying facilities Stereo tape
machines, Aiwa cassette
Rates £75 per 10 hour day, £9
per hour.

SPACEWARD RECORDING
STUDIO
Address 19 Victoria Street,
Cambridge CBI 1JP, England
Telephone 0223 64263
Studio Manager Gary Lucas
Engineers Gary Lucas, Mike
Kemp
Capacity 7 musicians
Instruments available free Gret-
sch drumkit, HH, Fender, Mar-
shall guitar amps, Bose, Elec-
trovoise speakers etc
Instruments available for hire
Rhodes piano, Precision bass,
minimoog, Hammond organ,
Solina String synth etc
Microphones Neumann U87,
KM84, Calrec CM051, CM1000,
AKG D12, D190, Electrovoice
DS35, RE10, RE11, RE16 and
others: total 24 mics
Desk 17 into 8 into 2 Spaceward
custom built
Tape machines Spaceward 2"
16 track (with full auto -logic and
monitor switching), Studer B67,
Revox A77 and B77 high speed,
varispeed
Outboard equipment Reverb
units, Eventide Harmonizer,
Eventide Instant Flanger, Mar-
shall Time Modulator, Audio
and Design Vocal Stresser,
noise gate, 4 band parametric
sweep equaliser, com-
pressors/limiters/filters etc

Continued over

AUTOMATED
24 Track Studio

AUTOMATED
24 Track Remix Suite
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Robert J. Lange
Chris Thomas
Roger Glover
Richard Gottehrer

Georgio Moroder
Jim Mason
Mike Batt
Roger Greenaway

What Converted these top Producers
to the Church?

The church we're talking about is situated at 106, Highbury New Park.
These days, though, the church hall goes under the name of

Wessex Studios.
And you'll find that the world's top producers praise it very highly.
As Studios go, the building itself is quite unique. And it produces

quite a unique sound.
Aided by a team of engineers who can perform miracles for you

on our equipment.
Namely, Cadac 24 track desks,Tannoy monitoring and a full range

of the very latest auxiliary equipment.
The results are impressive. And can be heard on albums by such
varied artists as Public Image Limited, Des O'Connor, The Torn

Robinson Band and The Three Degrees.
And, if hearing is believing, then you should get in touch with us

soon. Amen.

Wessex Studios, 106 Highbury New Park, London N5 2DW.
Tel: 01-359 0051.

A member of the Chrysalis and Air Groups of Companies.

68



Echo facilities Master
Studio B, Revox
highspeed, Spaceward
reverb
Copying facilities Neal 102 and
302 Dolby cassette decks, Sony
U-Matic and Betamax video
cassette recorders
Rates £110 per day, £10 per
nour 16 track, £7.50 per hour 2
track
Hours of working 10am to 2am
with 2 to 3 hours breaks, ie 12 to
14 hours actual work
Recent clients The Soft Boys,
June Tabor, Stiff Little Fingers,
Marmalade, Vanity Fair, The
Wasps, The Users, XL5, Mandy
Morton as well as artists from
Norway, Belgium, Switzerland,
Germany and the USA
Special remarks We also have a
PA rig available, toured Swit-
zerland this year with the Albion
Band.

Room
A77

spring

STAGE ONE
Address 14 Sebert Road, Lon-
don E7 ONQ
Telephone 01-534 5472
Studio Manager John Bassett
Engineer Dave Godfrey
Capacity 8 musicians
Instruments available free
Drums, piano, string synth,
speaker cabinets
Instruments available for hire
Anything
Microphones Neumann, Senn-
heiser, Calrec, AKG, Shure
Desk Allen and Heath
Tape machines Cadey, Revox,
Teac
Outboard equipment Various
Echo facilities Roland space
echo
Copying facilities Reel - reel,
reel - cassette
Rates £9.50 per hour 8 track,
£6.50 per hour 4 track
Recent clients Work for In-
dependent TV, radio and
record release.

STARTLING STUDIOS
Address Tittenhurst Park, Lon-
don Road, Sunninghill, Berks
Telephone Ascot 20039/21184
Studio Manager Mike O'Donnell
Engineer Neil Kernon
Capacity 30 musicians
Instruments available free Fen-
der Rhodes '88', Hammond C3,
Arp 2500, Yamaha grand piano,
church organ
Microphones AKG, Beyer,
Neumann, Shure, Schoeps,
Sennheiser

Desk MCI
Tape machines Studer A80 24
track, 2 track, Studer B62, 3M 4
track
Outboard equipment Eventide
digital delay and harmoniser,
Eventide flanger, 4 x DBX 120
compressors, 2 x LA1176
limiters, 4 x Rebis parametric
equalisers, AMS phaser,
Keepex. Gain Brains
Echo facilities EMT stereo
plates, one live echo chamber
Rates £750 per day including
food and accommodation
Special remarks Sauna, swim-
ming pool, games room, 79
acres of parkland.

STRAWBERRY STUDIOS
Address 3 Waterloo Road,
Stockport, Cheshire
Telephone 061-480 9711 /2
Studio Manager Peter Tattersall
Engineers Dave Rohl, Chris
Nagle, Martin Lawrence
Capacity 35 musicians
Instruments available free Stein-
way grand piano
Instruments available for hire
Any
Microphones Neumann, AKG,
Beyer, Sennheiser
Desk Helios 28 in 24 out
Tape machines Studer A80 VU
24 track and Studer stereo
Outboard equipment Dolby A,
digital delays, Eventide har-
moniser, DBX and Audio and
Design limiters and com
pressors, Keepex units,
parametric and graphic
equalisers, Parasound De-Essers
Echo facilities EMT echo plates
Rates £35 per hour for 24 track,
£30 per hour for 16 track, £20
per hour for stereo. £5 per hour
surcharge after 6pm and at
weekends
Recent clients 10cc, Barclay
James Harvest, Piccadilly
Radio, Radio Tees jingles.

STUDIO CORNET
Address Aachener Strasse 112,
D-5000 Koln 40
Telephone 02234 75801
Studio Manager Wolfgang Hir-
schmann
Chief Engineer Wolfgang Hir-
schmann
Capacity Studio 1: 30, Studio 2:
10
Instruments available free Stein-
way grand piano, Hammond
A100 organ, jangle -piano,
Clavinet, Solina, vibes,
xylophone, chimes, glocken-
spiel, timpani, percussion,
guitar amps
Instruments available for hire
Neupert cembalo, Minimoog,
ARP Pro -Soloist, Korg
Polyphonic synths
Microphones Neumann, AKG,

Continued over
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MUSIC I 1 CENTRE

STAGE ONE

1" 8 + 4 TRACK STUDIO

Air conditioned, T.V. Lounge, Free use of
drums, String Synth, Piano, Amps and
Speakers.

Rates from £6 per Hour,

For Brochure and Rate card
Ring 01-534 5472 (24 hours)

14 Sebert Road, London E7 ONQ.

Ned Scrumpo's
"CHEAPO CHEAP"

4 -Track Studio
HOURLY RATE/BLOCK BOOKINGS

EASY ATMOSPHERE/GEAR AVAILABLE

PHONE PORTSMOUTH (0705) 816451

or call in to

Ned Scrumpo's
Emporium of Goodies

BUY - SELL - EXCHANGE

144 ELM GROVE
SOUTHSEA

P.A. HIRE. VAN/DRIVER HIRE
EQUIPMENT HIRE
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EARTH

BBC, Schoeps, Shure, Elec-
trovoice, Altec, RCA
Desk Siemens Sitral Studio 1:
32/24 Quadro, Studio 2: 16/8
Tape machines Studio 1: Lyrec
TR53 24/16 track 2" Studion 2:
Lyrec TR53 16 track 2", 8 track
1"
Echo facilities EMT 140 st., AKG
BX20, time delay Lyrec TDV
2702
Rates Studio 1 DM195, Studio 2
DM105. 25% surcharge after
lOpm, 50% surcharge on Satur-
days, 100% surcharge on Sun-
days and holidays.

STUDIOS DAVOUT
Address 73 Bd. Davout, Paris
75020
Telephone 01 371 5339
Studion Manager Yves Cham-
berland
Engineers C. Ermelin, R. Roche,
W. Flageolet, P. Omnes
Capacity 100 musicians
Instruments available free Stein-
way Concert Grand
Instruments available for hire
Fender piano, organ, all syn-
thesisers
Microphones Neumann, AKG,
Beyer, Shure
Desk Cadac
Tape machines 3M 24 track
Echo facilities Natural 6", EMT
plate
Reduction suite Mixing room;
'Eastlake Audio'
Rates On application

A
fish-eye
view
of
the
Impulse
control
room

Hours of working Nine till mid-
night any day except Sunday.

TELECOMMS
Address 189 London Road,
North End, Portsmouth
Telephone 0705 60036
Studio Manager Roger Kennedy
Engineers Mike Devereux, John
Cooper, Roger Kennedy
Capacity 8 musicians
Instruments available free Fen-
der Rhodes, Arbiter Autotune
drums, combos, guitars, syn-
thesizers etc

Instruments available for hire All
free of charge
Microphones Neumann, AKG,
shure, Beyer, STC, Calrec
Desk Allen and Heath Mod 11
Tape machines Brenell Mini 8
Outboard equipment Scamp
ADT, compressors, phasers,
MXR graphic equalisers, limiters
Echo facilities Roland space
echo
Copying facilities cassette, 1/4

and '/2 track reel - reel
Rates £58 per day (special
package deal); £9 per hour
during day, £12 per hour during
night

Recent clients Adverts, jingles
for Capital, LBC, Radio Victor,
Southern TV. Bands include
Joe Jackson, Staa Marx and
many more.

THE MUSIC CENTRE (in-
corporating CTS Studios and
De Lane Lea Music)
Address Engineers Way, Wem-
bley, Middlesex HA9 ODR
Telephone 01-903 4611
Studio Manager Louis Elman
(MD), Peter Harris (Technical

Continued over

GOODRECORDING STUDIOS
SITUATED IN COLOURFUL SOHO

TONY VISCONTI -
"GOOD EARTH is the best
studio in the western
hemisphere - but I'm not
saying why

TRY US AND HEAR THE
01-734 0864 DIFFERENCE FOR YOURSELF
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46 Track is at home
with Trident

-direct to disc too
Contact 01-734 9901/3 and get into the picture

TRIDENT RECORDING STUDIOS LIMITED A17St. Anne's Court Wardour St. London WIV 3AW
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HAVE YOU BEEN
HANDLED WITH CARE AT

(lUEST
See our entry in the studio survey for an im-
pressive list of our recent major clients. When
you're ready for the best in 8 -track recording,
Phone Luton 414297.
24 -hr. answering service.

Studio Faders

0
For low cost Carbon or

professional Conductive Plastic and Wirewound faders,
stroke lengths from 60mm to 105mm, contact:
AUDIOFAD, 46 West Way, Bournemouth,
Dorset, BH9 3EB. Phone (02021511883

Director), Bob
Administrator)
Engineers John Richards, Dave
Hunt, Dick Lewsey, Richard
Goldblatt, Kenny Denton, Rafe
McKenna, Kevin Metcalfe (disc
cutting)
Capacity Studio 1: 125; 2: 40; 3:
20; 4: 10
Instruments available free
Pianos
Instruments available for hire
Any
Microphones Neumann KM84,
KM86, U87, M49, AKG D24,
D202, D224E etc
Desks Neve consoles in all
studios; with NECAM
automation in St. 3

Zimbler (Studio

Tape machines Studer A80,
from mono to 24 track
Outboard equipment Flangers,
phasers, harmonisers,
parametric equalisers, Aphex
etc
Echo facilities EMT plates and
master room springs
Reduction suite All studios dual
purpose
Copying facilities Copying room
Rates On application
Special remarks Disc cutting
(Neumann), film and te)ecine
facilities, licensed bar/
restaurant, free car parking,
own production company. The
Kids are Alright - the Who,
Bowie '78, Wishbone Ash.

WESSEX SOUND
Address 106 Highbury New
Park, London N5 2DW
Telephone 01-359 0051

Musician wishes to sell various items of top -
line recording and hi-fi equipment: Viscount
IIIR and TVC deck, amplifier and speakers
£100; Sennheiser MD211 microphone, brand
new, £60; Akai X335 tape recorder, 4 track,
crossover heads, £150. Ring 622 7223 after
6pm.

11DublinStreet,EdinburghEH13PG
0315568162

"Atmosphere at Castle Sound
is essentially young, laid back
and with a professional bite-

just right in fact."
October 77 Beat I nstru menta I
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The Studio in the North

September
Sound

Studios

 Ampex AG440 stereo machines.
 16 TRACK LYREC with van -speed

and auto locate.
 Sound techniques desk.
 Eventide Flanger Iphaser).
 Neve Stereo limiters/compressors.
 EMT echo plate.

Microphones by: A.K.G., Neumann
Sennheisser, S.T.C., Calrec.

 Beyer headphones.
Tannoy monitoring.
 Crown amplifiers.
 Graphic equalizers.
 Mobile Recording.

38 Knowl Road, Golcar,
Huddersfield.

Tel. (0484) 658895/6

CUSTOM RECORD PRODUCTION

CASSETTE DUPLICATION



A The Sabre mobile.
Studio Manager Bill Price
Engineers Tim Friese-Greene,
Gareth Edwards
Capacity 60 musicians
Instruments available free
Bosendorfer grand piano, Fen-
der electric piano, Hammond C3
organ
Microphones Neumann, Senn-

heiser, Shure, Electrovoice,
STC, Sony
Desk Cadac 32/24
Tape machines 3M, Studer
Outboard equipment Full range
of Urei, Eventide plus many
other devices
Echo facilities EMT 140s
Reduction suite Equipped

main control room with vocal
overdub booth
Rates £45 per hour all operations
Studio 1, £40 per hour all
operations Studio 2
Hours of working 24 hours a day
7 days a week
Recent clients Motorhead,

as Three Degrees, Rumour, Public

GIG CENTRE
160 Windmill Street, Gravesend, Kent

Tel: 0474-66766

Stockists of

1=?Roland
synthesizers, amplification, effects

IIIJ
BOSS
effects and
accessories

We accept Barclaycard, Access, HP and part
exchange welcome

Image, Hawkwind, Lena
Lovich, Generation X, Tom
Robinson Band, Clout, Des
O'Connor.

WINDRUSH STUDIO
Address High Street, Bourton-
on-the-Water, Gloucester
Telephone 0451 20172
Studio Managers Nigel King,
Hugh Showring
Engineers Hugh Showring,
Nigel King
Capacity 7 musicians
Instruments available free H H,
Peavey, Fender amps
Microphones AKG, Shure
Desk ITA 10/4
Tape machines Teac A3340,
Revox A77 with varispeed
Outboard equipment DBX,
compressors, Pioneer reverb
unit, Hitachi cassette deck
Echo facilities ADT unit, Revox
tape echo
Copying facilities Not bulk
Rates £4.50 per hour
Hours of working 9am to 12pm
but flexible
Recent clients Local new wave
and rock bands, TV com-
mercials and demos
Special remarks Ac-
commodation also available.

"Wanna Breath of Fresh Air"

MAGRITTE STUDIOS

offer you

24-16 Tracks - lyrec multi track Ampex
ATR 100 Mastering Machine.

Helios 36 into 24 Mixing Console.
D.B.X.E.M.T.

Stereo Plate. Tanoy Red - Lockwood
Monitoring -

Bosendorfer Grand Piano. Fender 88
Clarinet Amps - Cabs

- Limiting - Phasing - A.D.T. - etc.

Put all this in a superb acoustically tuned
studio, situated in 4 acres of creative space
with no parking problems + beautiful all

inclusive accomodation.

Ring Dan or Eric on 01-897 9870
"The Best Ears in the Business"
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THE
MUSIC

CENTRE
ENGINEERS WAY, WEMBLEY, MIDDLESEX HA9 ODR

01-903 4611 TELEX: 923400

FOUR 24 TRACK STUDIOS WITH 24 HOUR TECHNICAL
BACK-UP

NECAM AUTOMATION - NEVE CONSOLES - STUDER
RECORDERS

NEUMANN DISC CUTTING - FULL FILM FACILITIES

FREE PARKING -BAR/LOUNGE

ENGINEERS: JOHN RICHARDS - DAVE HUNT
DICK LEWZEY - RICHARD GOLDBLATT

KENNY DENTON - RAFE McKENNA

KEVIN METCALFE

BOOKINGS: BOB ZIMBLER



OVATION
GUITARS

New England is aptly
named. It's probably the
closest you can get,

landscape -wise (as they say over
there) to the Old Country itself- cute, quaint li'l winding
roads, plenty of trees, mild
autumnal weather, and very
English -style people too.

Your roving U.S. correspon-
dent was musing upon all this
whilst purring through the coun-
tryside in a 95 -foot -long station
wagon belonging to one Jim.
Hennessey. Hennessey is
employed by Ovation in the
capacity of Ad and Sales Promo-
tion Manager and, on this occa-
sion, as a tour guide. A tall,
serious-minded fellow is Jim,

bearing a slight resemblance to
Mr Spock, though his ears look
human enough. And a nicer
chap never walked God's earth,
to be sure.

As we whizzed along leafy
lanes towards New Hartford, the
Connecticut town in which part
of Ovation's manufacturing
operation takes place, Jim
outlined the history of the com-
pany.

It all began back in 1945.
Charlie Kaman was an engineer
working for a large aerospace
company when he was suddenly
inspired with a new idea for
helicopter blades; this idea took
such a grip on Charlie's imagina-
tion that he quit the firm and

The new
Adamus guitar:
expensive for all
the right reasons,
with its decorative
but functional
soundholes.

The neck
block is integral
with the bowl,
reinforced by a
main centre strut.

set to work in his mother's
garage with a $2000 government
grant in his pocket, and twenty
years later he was a multi-
millionaire. Well, O.K., there
were a number of intermediate
stages, but nobody wants to
know how you make millions,
do they? The fact is, Charlie had
long been interested in guitar
playing in his spare time -
nothing more exciting than jazz
big band chord -playing stuff,
admittedly, but he had always
been nagged by the feeling that
there was never enough
midrange in the guitars. And,
being an engineer, he set out to
try and fix the problem instead
of just sitting there bitching
about it...

Epoxy
Hennessey's car swung ma-

jestically into the car park adjoin-
ing a large nineteenth-century
red -brick textile mill. This was
the place. A few brief introduc-
tions, and we were on our way
to view the entire process from
A to Z.

Right, silence at the back of
"the class and let's get on with it.
Each Ovation starts life as a dou-
ble sheet of fibreglass, which
looks and feels like shower cur-
tain material. This is compressed
at 400°F and at a pressure of
35001bs per square inch with an
oily black liquid which is com-
posed of a mixture of resin, dye
and catalyst. The shape of the
press is of course the shape of
the guitar bowl, and the
substance of which this bowl is
formed is known as Lyrachord
- allegedly better than wood
for its acoustic properties.

Why?
O.K. - it seems that the

"roundback" idea and the use of
synthetic material combine to
produce a louder, purer and
more distinct sound than wood
because a) wood absorbs sound- it's porous, whereas
Lyrachord isn't, and thus
reflects the sound waves out of
the sound hole; b) the lack of
corners, back struts and braces
means that the sound flows
around more smoothly inside;
and c) the vibrational qualities of
Lyrachord are so accurately
known that the tops (which are
made of wood) can be
acoustically matched.

Meanwhile, back in the fac-
tory, the internal heel for the
neck and the support ring are
glued and pressed into place
with epoxy resin; elsewhere a
substance called Laminac is
used as adhesive. And that's
pretty much it for the bowl.

The tops are made from sitka
spruce - an old idea. What is
new is the way that the spruce is
braced underneath. X-shaped
braces are the traditional stan-
dard type, and Ovation still use
them on their cheaper guitars.
VT -bracing is used on the mid -
price instruments, and as the
name suggests this means that
the struts run more longitudin-
ally than laterally, and this allows
the wood to flex more freely.
The A -brace - the newest of
the lot - is a further step again.
A guitar top braced with one of
these will flex quite considerably
along its long axis, but be almost
rigid from side to side. And the
grain runs the same way as the
flexing.

The necks are made from two
large planks of mahogany press-
ed together with three lengths of
maple, and each of these com-
posite planks is sufficient for six
necks, the shape of which are
drawn on in pencil as a rough
guide, then cut. A machine then
carves the necks and buffs them
with extraordinary precision, six
at a time. The business of inser-
ting the frets and the finger-
board inlays is not significantly
different from that carried out at
other guitar factories. What
does differ is the degree to
which each component of the
guitar is complete before being
joined with the rest. In other
words, the checking and inspec-
tion is meticulate at every stage
of construction, thus ensuring
overall standards and minimizing
wastage. Thus neck, body and
top are all complete when join-
ed, and this joining is the last
process in the entire assembly.
The top edge is in two steps to
allow for a particularly wide bin-
ding strip, and abalone inlay on
the more expensive models. And
since the top is the only organic
substance south of the neck, it
is treated with special care -
buffed many times both manually
and mechanically. There's no
pickguard - an area of hard,
transparent polyester is applied
below the sound hole so that the
wood is not encumbered with
the addition of a separate plastic
plate.

Upstairs is the electrical sec-
tion. Actually, this is the part
that people are most interested
in, since the quality of Ovation
guitars that makes them sell so
prodigiously is the fact that
though they are constructed in a
roughly similar way to other
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acoustics, most of them have
built-in pick-ups, lead socket
and volume/tone control. In
other words, they are made for
the performer who wants an
acoustic sound he can plug into
an amplifier. So how does this
work?

The pick-ups are built into the
bridge. There are six of them, or
rather six piezo-electric
elements, one at each string an-
chor point on the bridge saddle.
These combine with the FET
(Field-effect transistor) pre -amp
inside the guitar bowl, the pre -
amp being powered by batteries
which are installed at the fac-
tory. Ovation reckon that these
will last about a year, at which
time new ones can be slotted in.

A variety of finishes can be
obtained, though the vast ma-
jority of Ovations that reach
this country have natural tops.
Sunburst, red -top, nutmeg,
white -top and black are the
choices, though the latter has to
be specially ordered for acoustic
models.

But what about the Magnum
bass, the Matrix range Applause
guitars, and lastly the amazing
Adamas? These are largely the
product of another factory, this
time in a town called Moosup,
which is a short drive from New
Hartford. And it was here that
the eyes really started to open
wide. This place is an awesome
technological giant which not
only makes guitars, but other
products of Charlie Kaman's
industrial empire: the nose cone
for NASA's space shuttle and
sections of the F-14 fighter
plane are assembled next to
bodies for the Applause guitars.
Think about that next time you
hold down a C9th chord.

Eyeballs
I was introduced to the

amiable but plaster -footed (from
a motorcycle accident) heir to
the throne, Bill Kaman, who is in
charge of Applause, Matrix and
Adamas. Adamas guitars cost
an average of $2500 each, and
are quite possibly the most
beautiful looking guitars your
open-mouthed reporter has ever
clapped eyeballs on. They take
the Ovation roundback revolu-
tion a way further; for a start, in-
stead of a soundhole they have
22 sound -holes of different sizes
clustered in two symmetrical
groups on either side of the
body's top end. The total area of
these holes, which are a

development of the old f -hole
idea, is equal to that of the
sound -hole on the conventional
Ovations.

The top is made from two thin
layers of carbon graphite sand -

76

... and the older stalwarts: the Balladeer (left) and the Breadwinner.

wiching a spruce veneer
because, to quote Nick Mackin,
the engineer responsible for this
extraordinary project, "it's thin-
ner, more flexible and more
quality -controllable than a con-
ventional birch top". The grain
of the graphite runs straight
along the guitar, whereas the
spruce runs at an angle. Every
part of the guitar top - and that
includes the fancy wooden
"epaulettes" around the sound -
holes - is weighed individually
to ensure maximum vibration.
Oh, and the multitude of holes is
apparently because this arrange-
ment is less prone to feedback
than the traditional design.

The bodies are similar to Ova-
tion bodies, with additional
strength added to the heel
block, and there is an access
hole in the back to get at the
electronics, which are inserted
as one of the last stages of con-
struction.

In short, the Adamas is a fear-
fully expensive guitar, but for all
the right reasons. For a start,
there were four years of research
before the first guitar rolled off
the production line. All that has
to be paid for somehow. Then
again, the actual labour, the strin-
gent inspection standards in-
volved and the sheer cost of the
materials (seven different woods

are used for the epaulettes
alone) mean that there's no way
these things are ever going to be
cheap. The same applies to Ova-
tion guitars, in case you've ever
wondered about the price of
those. Man-hours of work have
to be reflected in the eventual
retail price of anything. It's en-
tirely up to you whether you
think it was worth it.

Conscious of this somewhat
elitist image, the company have
been researching ways of pro-
ducing instruments more cheaply.
Matrix was the result. A
number of automated techni-
ques, derived from the
aerospace division, have been
adopted to ensure a briefer pro-
duction time for Matrix guitars.
Obviously there is a slight reduc-
tion in quality, but what it does
mean is that you can have a
guitar which resembles Ovations
just about as near as dammit for
considerably less money -
and you've got automatic
sanding and buffing to thank.

The same feeling lies at the
rtoot of the Applause guitars.
They are solid -bodied in-
struments, whose necks are
made from a mixture of metal
coated with baking enamel for
the fingerboard and injection -
moulded plastic. It's just a

natural extension of the idea that

a guitar doesn't have to be made
of wood that has led to the crea-
tion of the "Urelite", body.
Urelite, according to the
oscilloscopes, has a resonance
and sustain to equal that of
wood, and it won't crack or split
so easily either.

"It's the low end of the
market," Nick Mackin said.
"We're catering for the begin-
ner, and we're competing direct-
ly with the Japanese and the
Koreans for a share of that
market. To do this we had to
adopt a new approach to
building them - what costs
money is man-hours, and by tak-
ing the man-hours out of the
process we can produce a
cheaper instrument. Some of
these Applause guitars only
retail at about $160."

So there we are - the Kaman
Corporation is working for both
the superstar and the penniless
punter. That same evening Jim
Hennessey and myself went to a
Bob Dylan gig in Springfield,
Massachusetts; Jim was hoping
to show an Adamas to the
Great Zim himself. At the
Sound -check Zimmo stroked his
chin and walked away. Jim
shrugged philosophically. Why
should he worry? He's already
shown three to the rest of the
band ...



A sad fact, proved to be true night
after night, is that without proper
amplification, good guitarists with
expensive instruments will sound
bad. The worse the sound, the
worse the playing and every-
one suffers. It's a waste of
good money and talent.

Since Yamaha make
excellent musical instru-
ments they naturally
needed amplifiers of
compatible quality to do

KemblelYamaha, Mount Avenue, Bletchley, Milton Keynes Telephone 0908 71771

them justice, and since only the best
is good enough for Yamaha, they
built their own.

Like the rest of their instruments,
Yamaha amplification is a satisfying
blend of sophistication and reliability;

characteristics not shared by a lot of
their rivals.

But then Yamaha is a
breed of its own.

)YAMAHA
Craftsmen to the world's
musicians since 1887.



PERFECTION IN DESIGN AND CRAFTSMANSHIP

FT 145
Mounts in seconds
without loosening strings.
Natural sound without feedback.

Unretouched photo by
international photo haus

Nashville, Tenn.

1
Perfect Intonation
Longest Sustain
Longest Life!

A brilliant acoustic
string with the
highest electrical
output!

Exclusive USA Distributor
L & L SALES CO.

1003 Saunders Ave.
Madison, Tenn. 37115

615/868.6976

Exclusive Canadian Distributor
ERIKSON MUSIC REG,D
7750 Trans Canada Hwy.

St. Laurent, Quebec H4T 1A5

Exclusive Australian Distributor
WAREHOUSE SOUND CO.

338 Brunswick Street
Fitzroy, Victoria 3065

Australia

Exclusive French Distributor
NASHVILLE

11 Rue de Douai
75009 Paris, France



Rose -Morris

STARTS DECEMBER 28th
BIG NEW YEAR DISCOUNTS

ON LEADING MAKES OF

GUITARS -ORGANS -AMPLIFICATION-
DRUMS -SYNTHESIZERS -EFFECTS UNITS
MICROPHONES -BRASS AND WOODWIND.

Everything for the Pro and Semi -Pro
Musician

H.H. Professional P.A. Centre

die Cw

I F=3).
Roland
7afet

11-emier
aliclaitars
Aria Guitars

HODGES & JOHNSON

160 WINDMILL STREET GRAVESEND KENT. TEL GRAVESEND 66766



GIG CENTRE
Gravesend

It isn't often that we get a

chance to visit a shop that
has only been going for six weeks. It's

even more seldom that we can walk (or
stagger) out a few hours later feeling that
the future, both for the shop and the local
musicians, will be long and rosy.

Gig Centre, in Gravesend's Windmill
Street, left precisely that impression and
on the face of it there are two obvious
reasons. First of all, the shop nestles under
the comforting umbrella of the Hodges and
Johnson organisation, and while the shop
itself has only swung its doors open a few
dozen times Hodges and Johnson have
been going for over thirty years, currently
boasting many retail outlets both in the
group and mums and dads fields.

Secondly, manager Andy Dungate is a
well -travelled musician himself - still
keeping his hand in despite setting up the
shop - and therefore has a very accurate
picture of the local music scene and the
kind of service musicians are after.

"We sell gear and we can get anything
on order," he explained. "Obviously that's
the main thing. But more than that, I want
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the shop to become a local meeting point
for musicians. It sounds corny, but if they
are not buying immediately they are still
welcome to come in, try gear, talk,
whatever they want. Once musicians get
the idea that it's worth popping in for
whatever reason we can assume that trade
will take care of itself on a word of mouth
basis."

But stock always has to be the main at-
traction, and Gig Centre have crammed
plenty into the premises. On the amp side
they have secured agencies for HH, Rose -
Morris, J Et C ("a new PA from up North"),
Roland and Yamaha and the floorboards
buckle under the appropriate models. The
fact that Andy is personally taken with
most of the shop's lines is no coincidence,
and his blessing goes with most of the

"Our mutual friend" Geoff Whitehorn
jams with manager Andy Dungate - but why is
he smiling?

many guitars on display as well.
Here it is the turn of the ceiling to buckle

under assorted acoustics, semi -acoustics,
copy solids and name solids: Gibson,
Rickenbacker, Aria, Guild, Jedson, CSL,
Eko, Columbus and Ibanez are a few of the
names that trip comfortably off the tongue.

Poached
Space doesn't allow Andy to stock more

than a smattering of keyboards, but
remember that a well -stocked warehouse
ordering equipment for nine or ten shops is
always in the background, so a keyboard
player who knows what he's about
wouldn't run into any great problems there.
Drums lose out altogether, but Andy was
quite prepared to admit that with a

specialist drum shop quite nearby he didn't
feel he would be able to seriously compete.
That's what we were hinting at at the
beginning; the Gig Centre knows exactly
what they are likely to sell and what
clientele they should build up.

Despite it being the only band shop
in Gravesend, Andy only envisages about
thirty percent of his customers coming
from the town. The rest, he confidently
predicts, will be drawn from the Medway
area generally and even poached from
London. At the moment the nearest
competition in Bromley and Maidstone, so
there's no reason why Gig Centre's radius
should not be an expansive one.

Lark
But musicians will know that being short

of a jackplug is as much of a crisis - and
probably a more frequent one - as
needing a new backline, and Gig Centre ac-
cordingly stocks all the accoutrements:
strings (Rotosound naturally sells steadily),
effects ("MXR, Roland, Re -An bits and
pieces, and we can get hold of stuff like
Colorsound") and even Mighty Mite and
di Marzio pickups.

And "to pay for the tea money" Gig
Centre do sheet music "Elton John, Deep
Purple, that sort of lark" and plaster the
front door with musicians' adverts. Don't
too many adverts steal business, we ven-
tured? "Well, they've got to come to the
shop to see them," explained Andy, "and
while they're here ..."

Another business and goodwill drum-
mer -upper is the annual competition for
musicians held at the local Woodville Halls,
and Andy is also hoping to reinstate gigs
there as a regular event.

So, we might as well round up by poin-
ting a finger in the direction of the second-
hand (or trade) department and the repairs
service. If it's a small job, they do it on the
premises - it it's a big job, Andy extends a
loan of another piece while the offender is
fixed at leisure.

Even more to the point, Andy is a

Chelsea fan. So if you want to try out a
new Gibson, gulp down a cuppa and chew
the cud over the golden days of The Boys
In Blue all at once, well - Gravesend's the
place to head for.



Little things like never charging overtime
- like being the first purpose designees
48 track facility in the UK - like having
a choice of the most comprehensive
auxiliary equipment in Europe. That's why
we're popular with proc ucers and artists
alike. If little things mean a lot to you,
come and see us.

SARM STUDIOS LIMITED  OSBORN HOUSE
9-13 OSBORN STREET  LONDON El 6TD

TELEPHONE 01-247 1311
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Iisa fact that each studio is,
at one and the same time,
essentially similar and

dissimilar to the next one. A
studio's raison d'etre is, after all,
to record music, but it's the
ways in which individual
establishments go about
performing this function which
create the all-important
differences.

Sophistication

The subject of this month's
'Spotlight' for example can
point to a number of varying
factors to distinguish itself from
the crowd. It's the first purpose-
built 48 track studio in Great
Britain: that fact, in itself, makes
Sarm a special case, giving it
that extra pull necessary when
aiming for the prestigious client.
(Sarm was, incidentally, the
country's first purpose built 24 -
track when it opened in 1973).
The level of technical
sophistication within the studio
leaves a lot of would-be
competitors standing in the
starting blocks - not least
because a young engineer Jim
Smith employed more
mundanely as a tape op. has a
habit of designing and building
new 'toys' when his exact
requirements are not met by
commercial products. The
studio's decor is essentially
futuristic and the attention to
detail throughout is
painstakingly excellent. It is
not, however, any of these
factors which endeared us
irretrieveably to the studio. Yes,
you've guessed, it's that good
old intangible - atmosphere.

Personality

Sarm breathes personality
from the moment you walk in -
either the offices conveniently
sited just across the road, or the
studio itself. Sarm spent five
years building up this
atmosphere, reputation and
personality - Queen, Elton
John and David Essex are
amongst its genuinely regular
clients - only to find them
dashed eight months ago when
a fire in the studio lobby caused
extensive damage. The over-
enthusiastic firemen wound up
their hosepipes leaving Sarm
with an uninvited five inch deep
lake throughout the building.

Obviously a decision had to
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SARM STUDIOS

Fish-eye view of the studio: hexagonal central area flanked by Bosen-
dorfer piano and drum booth.
Transparent acoustic screens are of revolutionary design.

be made quickly, and the
Sinclair family (who own and
run the company in a
delightfully intimate manner)
took the plunge (no pun
intended) and decided that
rather than re-emerge with a
patch -up job they may as well
come back with as close to the
ultimate as possible. As things

have turned out, the decision
has proved to be the right one.
So, first things first and the
entire studio/control
room/kitchen/tape library/etc.
was stripped and gutted, and
the re -build begun from bare
walls and ceiling. The results are
a testament to the genius of the
designer Peter Sarony.

The studio room, although
relatively small, has emerged as
a flexible and deceptively
versatile recording area. Each
individual piece of rock -well is
suspended from the ceiling -
part of the attention to detail we
mentioned earlier. The studio's
colours, green and black with
fawn, are in evidence
everywhere, and everywhere
black meets black there's a
small strip of green. The
carpet proclaims the studio's
name: Large mirrors on one wall
create the impression of space
as well as providing excellent
sight -lines to the large drum
booth normally out of sight of
the control room.

Sculpture
A beautiful nine foot six-inch,

black Bosendorfer concert
grand dominates one end of the
studio (until your eye is
inevitably caught by an
intriguingly erotic brick
sculpture by Walter Ritchie
which is used as a soundboard
for the piano.) The central area
is brick -floored and very live -
helped by the wooden ceiling.
The drum booth, floated on
neoprene, is very large and
provides a second live recording
area.

The acoustic screens are of
particular interest. They stand
about six feet high; the bottom
third is heavily baffled while the
top consists of angled perspex
which not only deflects
sound into the baffles but also
provides perfect vision. They
can be linked together to form
vocal booths in any position in
the studio without locking the
vocalist away. An excellent and
essentially simple innovation
which, Studio Manager Jill
Sinclair told us "allows
unbelievable separation."

Capability
The window through to the

control room has also been
enlarged and the deflection
angle changed slightly and the
view both ways is excellent.

Dominating the control room
is the Trident TSM console -
40in/40out with 24 groups -
Trident's largest effort to date.
The monitor channels on the
desk are equipped with their
own EQ capability, auxiliary
send and panning functions and
have the extra bonus of being
routable direct to the quad -
stereo buss which in fact turns
the console into an 80 input
monster during mixing!



At the far end of the control
room is the 'toy rack' -
designed in-house. Although it's
designed to house normal 19"
racking units it differs from the
normal by being removable. The
whole rack slides forward on
rollers allowing for easy access
to any module which requires
attention. The contents of the
rack are in line with the studio's
technical reputation: Kepex
noisegates, Eventide DDL,
Phaser, Flanger, Marconi
Limiters, Teletronix levelling
amps, dbx compressor/
expanders, Marshal Tim
Modulator, Eventide
Harmonizer, Aphex Aural
Exciter - the list is endless.
Monitoring is by two Cadacs
installed overhead.

Quality
'What about tape recorders?'

might be the next cry. Don't
worry, they're neatly installed in
an ante -room off the side of the
control room. Two Studer 24 -
track A80 Mk11s sit smartly side -
by -side. Echo, provided by EMT
Digital and Master Room echo
units plus an EMT plate, is aso
of the highest quality.

Massive Trident TSM 40/40 dominates the control room. "It's this
personality angle which really swung us into believing Sarm is among the
very, very top studios we've visited."

Re -tracing our steps (after a
few unpublishable jokes with
the effusive Gary Langan,
Sarm's chief engineer) we came
back through a corridor (lined
with framed album sleeves of

previous successes) to a neat
reception area. A door leads into
the copying room where two
Studer two tracks sit either side
of a Triad Fleximix 8 in 2 out
mixer. On the way out (or in) is

the kitchen, small but effective,
and Sarm offer food to order at
any time of day or night,
(although with Blooms very
close by the competition is
pretty fierce.)

Functions
Across the road in the offices,

we chatted to Jill Sinclair. Had
t ie conversion really been
successful?

"Yes," was the
uncompromising reply. "The
real luck was in being able to
move all the adminstrative
functions to these offices, and
also the fact that many of the
staff remained loyal during the,
eight months we were off the
air." Sarm is a labour-intensive
operation - nine people fully
employed in a small studio
means that no-one can wander
around feeling lost or in search
for something without meeting
one of them after taking only a
few steps - and it's this
personality angle which really
swung us into believing Sarm is
among the very, very top
studios we've visited. It's that
good.

For free brochure write to:
SHERGOLD GUITARS,
Avenue Industrial Estate,
Gallows Corner, Romfolsi,
Please enclose S A.E
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STUDIOS DAVOUT Paris

When in Rome do as
the Romans do became
When in Paris do as

the Parisians do for our visit to
Studios Davout. On a personal
level the old adage meant ac-
climatising to the smell of garlic,
thrilling to the sight of an em-
bryonic James Hunt (very fast
but not very safe) behind every
steering wheel and glancing
eagerly at the wine shops flying
past the window. On a

professional level it meant
taking one of France's leading
recording complexes in the con-
text of the country's music in-
dustry, not only logging their
equipment roll but getting an
idea of the way the inmates ap-
proach their work.

Occupied
The first two impressions of

the place were distinctly odd in
the nicest possible way. The
studio, tucked away at number
73 Boulevard Davout in the
south of the city, hides be-
hind a strangely nondescript
- almost shabby - front: in-
side, however, no less than four
studios are to be found, three
recording and one mixdown.
The second surprise, even more
of an eyebrow raiser, was that
all four studios were occupied
and very busy at the time of our
visit. Aren't they all? you might
murmer, remembering past
promises of bulging booking
ledgers. The answer in no.
You'd be surprised at how many
top London studios you can visit
- and stay the day without
seeing so much as an off -duty
roadie on the premises.

Once the deceptive amount
of acreage behind the front
doors had become apparent, it
became equally apparent that
the 'hello, nice to see you, any
chance of a coffee?'s would
84

have to stop and that a bit of
legwork would have to com-
mence. With Dominique Durand
acting as guide and link man, we
made for the hub of the
complex, the re -mix suite.

Engineer William Flageollet
flicked a switch to kill the tape
and swung around to face the
notebook. "Most of Davout's
remixing is done in here", he ex-
plained, "with about 20% out-
side work. Some tapes even
come from outside France, but
this is generally when a French
producer has recorded in
England. Studios Davout have
been going for fifteen years but
the re -mix suite in its present
form is only two years old. It was
also a re -mix suite before".

Like much of Studios Davout
no lesser figure than Tom Hidley

of Eastlake furnished the design;
the equipment, by the same
token, was only the best and
plenty of it. Before we go on to
list it, however, it is as well to
refer to the intangible but never-
theless ever-present feeling in
Davout that the familiar self-
conscious image of, well, flash,
is not present at all. No feet on
the console, no fur -piled car-
pets.

William leant back and the
light caught the centre of at-
traction, a 28 input Cadac desk.
"Twenty four direct outputs, 4
for re -mix, 7 sub -groups", he in-
toned, waving around the desk.
"Eight echo sends ... we have a
natural echo room here
designed by Tom ... also 2 EMT
plates. Echo is as you like it.
Anyway, you can take echo
from any of the studios ...12
echo returns on the desk ...
"Echo is no problem then(!)

Eastlake
He's also got more toys

packed away to the left of the
desk than you'd find on the
ground floor of Hamley s during
the Christmas sale. Take it
away, William: "24 Dolby A,
phaser, parametric EQ, delay
flanging by Loft, an American
company, 4 Keepex with more
noise gates expected soon,
autophaser, filter/limiter,
Lexicon digital delay, Eventide
harmoniser, Aphex Aural Ex-
citer, Urei Teletronix LA -3A, UA
limiters, EMT PDM compressor,
Publison comp/limiters".

The monitoring again bears

the Hidley Eastlake stamp, bi-
amplified by Crown DC300A:
two facing the console in
elegant horn -like wooden
casing, and two more behind
should Quad intrude in the
future. A pair of Auratones
complete the speaker picture.
All the tape machines were Am-
pex, the main beast being 24
track with one 16 and one 24
head. Besides that nestles one
ADR 100 2 track, and one 2 or 4
track with varispeed. Another
reinforcement is expected
shortly.

The final cherry in the re -mix
suite is a Sony Videocassette
recorder and screen to take care
of the large proportion of
sounds to picture work that they
get. Michel Legrand, working at
that moment in the cavernous
Studio A, has completed a video
there for Japan and, announced
a straight-faced William,
"James Bond is booked in for
April." In the old days nearly all
their work was based around
movie picture soundtracks; it
has fallen now to a well packed
25 per cent.

Back to Dominique and on to
Studio A. As its nominal
capacity is 100 musicians,
Legrand and band were lost in
one corner, hammering out a
swinging jazz number which
didn't sound as if it would need
too much attention in the over-
dub department. A 24 track
Raindirk console straddles the
control room, which in turn en-
joys a fine vantage point with an
uninterrupted view of the vast
studio floor.

They have a few compressors



and the like in there but the
general idea is for tapes to pass
on to the re -mix suite, so an
enormous line-up is not vital.
The room adjoining the control
room houses a 35mm projector,
aimed laser -like into the studio.

Cozy
Right - Studio B. This is the

small, cozy one, and was ac-
cordingly filled to the rafters
with authentic french rockers.
Engineer Philip Omnes sat hud-
dled beneath the sprawling
bodies, and beneath him - a 24
track Automatic Processes.
Hidley did the planning here. Toys
(here we go again), to name a
few: Teletronix and Spectra -
Sonic compressors and, take
our word for it, a few more
which we were unable to
examine as sessions in Davout
don't stop for a notepad. Quite
right too.

There the main tape machine
had been provided by 3M. In the
studio itself, just room for the
average size band.

Brass
Back to Dominique and on to

Studio C ("the middle size").
Once more it was onto tiptoes
as a brass section loosened up in
readiness for the red light.
There the console was Cadac
again - 28 in 24 out, and the
tape machine a 24 track 3M,
garnished with a Sonaplan XT14
Autolocate. Once again, the
monitoring was from Eastlake,
and Dolby, Revox. Publison and
Crown equipment filled out the
rest of the space. "Studio C is
roughly divided into three
parts", explained Dominique,
waving towards the booths at
the back.

On the subject of in-house in-
struments, detailed lists for each
studio don't really apply as most
of the gear can informally shift
from one to another. Studio A
boasts a Steinway concert
grand (this presumably isn't so
mobile), and smaller versions in
B and C. Other instruments
taken in by a quick swivel of the
eyeballs were two Hammond
organs, a couple of Fender
Rhodes and a harpsichord.

Cadac in the re -mix suite (left).
Right, from the top: Studio B
control room; the drum booth in
Studio B with an English
message on the torn; awaiting
the red light in Studio C; more
knobs to twiddle, this time in the
Davout mobile. Extreme right;
vocals time in Studio B.
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(Was that Daquin or Couperin
being played a fraction too
fast?)

Time for a coffee after that
lot, we thought, but no -
Dominique plucked at the
magazine's sleeve and we
blinked back into the French
sunlight (much like ours ac-
tually) to cast the peepers over
the Davout mobile. "It isn't the
Rolling Stones", he admitted
candidly, swinging open the
doors of a Citroen van parked
casually on the kerb. Olympia,
the country's main music hall, is
frequently visited by the mobile.
Stoneslike it may not be, but 40
inputs with direct output for 24
tracks is 40 inputs with direct
output for 24 tracks in
anybody's book.

Counterparts
Their rates in A, C and the re -

mix suite are 700F (about £87
per hour) or 10,000F per two
days and in B 400F per hour
(about £501. This may seem
steep in comparison to nearly all
British studios, but it also un-
dercuts many of their European
counterparts.

"There are hundreds of kit-
chen studios all over Paris",
grumbled William back in the re -
mix suite, "and they take up a
lot of the work". (Funny,
Davout looked pretty busy that
day). "We do get some of their
tapes, though, because they
need the kind of mixing room
we have to get the right sound.
Although France has never been
in the forefront of the rock
music industry, we now have a
few people singing in English
and we export some of our
stuff. Don't forget French disco.
What could we offer English or
American bands? The French
sound". What is the French
sound? "It is land here you must
fall back on the authentic
pronounciation) different".
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200,000 PEOPLE. ONE SPEAKER.
Go to almost any major outdoor rock concert

and you'll find three things. Lots of music. Lots of
people. And lots of JBL.

Those giant towers of sound, some containing
as many as 1200 loudspeakers, require the very
finest equipment. And that's why JBL is used more
than any other brand for large, outdoor events.

Of course, if you've got a slightly smaller sound
requirement- say a board room, discotheque,

church or recording studio- we can handle that,
too. With the same famous JBL integrity.

We've been making components and electronics
for quality sound reinforcement systems for over
30 years now.

And we've gotten quite good at it.
Call or write us. We'll send you information on

our full line of products, and put you in touch with
your JBL Engineered Sound Systems Contractor.

JBL
GET (TALL.

Harman (Audio) U.K. Ltd. St. John's Road, T lers Green, H h Wycombe, Bucks. HP10 8HR



MUSIC
MART
To have your company listed,
contact Howard Rosen, 01-3695378

AMP & GUITAR SHOPS

BARNARDS MUSIC STUDIOS,
40 Camden Road, Tunbridge Wells,
Kent (0892) 22141

CASSMUSIC LIMITED, 29South
Street, Eastbourne, Sussex. BN21 4UP
(0323) 37273

CASSMUSIC LIMITED, 38 Monarch
Parade, London Road, Mitcham, Surrey.
CR4 3HA. 01-640 1870

CUSTOM AMPLIFICATION, 45
Nantwich Road, Crewe, Cheshire.
(0270) 4779

HUMBUCKER MUSIC, 124c Green Lane
Road, Leicester 106331 769318

J.S.G. MUSICAL, 108b, Main Street,
Bingley, West Yorks 0976 68843

KINGFISHER MUSIC CO., 20 Kings
Road, Fleet, Hants. 02514 21210

PALL MALL MUSIC, 58 Pall Mall,
Chorley, Lancs. Tel: 02572 71124

POWER MUSIC, 124c Green Lane Road,
Leicester (0533) 769318

S.A.I., Regent Street, Coppull, Nr.
Chorley, Lancs. 0257 791845

SUN MUSIC, 110-111 Oxford Road,
High Wycombe, Bucks. 0494 36686
SUPERMOUSE MUSIC,
233 Melton Road, Leicester 105331 63830.
After hours: 105331 606623/607279

TELECOMMS, 189 London Road, North
End, Portsmouth 107051 60038

WHITE SOUND EQUIPMENT, 3 Albion
Place, Sunderland, Tyne & Wear.
(0783) 78058

WOOD BROS. SOUND CENTRE,
33 London Road, Buxton, Derbyshire.
0298 4638

WOODROFFES MUSICAL
INSTRUMENTS LTD., 119 John
Bright Street, Birmingham B1 1BE
(0211 643 6545

CUSTOM BUILT
SOUND EQUIPMENT

ACCOUSTIC SOUND SYSTEMS,
17 Andersons, Stanford -le -Hope, Essex
Stanford -le -Hope 6218
DORON SOUND SYSTEMS, 453 Brook
Lane, Kings Heath, Birmingham B13
OBT. (021) 777 4971

DISC CUTTING
& MASTERING

COUNTY RECORDING SERVICES,
London Road, Binfield, Bracknell,
Berks. Tel: 10344) 54935
MIDLAND SOUND RECORDINGS,
Meeting House Lane, Balsall Common,
Coventry. (0676) 32468

TAPE TO DISC SERVICE

ANGLIA PRESSINGS, 112 Beach Road,
Scratby, Great Yarmouth, Norfolk NR29
3PG. 0493-730136

CASSETTE DUPLICATING
The Cottage Sound Studio, Forres,
Morayshire, Scotland.
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DISCO SERVICES

D.J.ELECTRONICS (HACKNEY) LTD,
83 Queens Road, Southend-on-Sea,
Essex, SS1 1PY. (0702) 353033/4/5
DAVE SIMMS DISCO SERVICES, 1-5
The Grove, Ealing, London W5 5DY 01-
560 0520

S.I.S. (SOUND EQUIPMENT) LTD.,
57 St. Andrews Road, Northampton
NN1 2PB. Tel: 0604 32966

ROGER SQUIRE'S DISCO CENTRES
LONDON
176 Junction Road, N19.
01-272 7474
BRISTOL
125 Church Road, Redfield.
0272 550550
MANCHESTER
251 Deansgate, 3
061-831 7676

EQUIPMENT
HIRE SERVICES

JULIAN'S STUDIO INSTRUMENT
RENTALS LTD. 01-459 7294/5
MAURICE PLACQUET LTD.,
(Colin Barton), 358-360 Uxbridge
Road, Shepherds Bush, London W12.
01-749 3232
SUPERMOUSE MUSIC,
233 Melton Road, Leicester 105331 63830
After hours: 105331 606623/607279
TELECOMMS, 189 London Road, North
End, Portsmouth (0705) 60036

LIGHTING
CHAMELEON LIGHTING, 40 Westfield
Avenue South, Saltdean, Brighton BN2
8HT. 0273 32539
LAIR HUST LTD., 7/9 Wood Close,
London E2 01-639 7547
METEOR LITES, 8 Pinnocks Lane,
Baldock, Harts 0462 892121

P.A. SYSTEMS
AXIS SOUND EQUIPMENT, 58 Avon
Road, Bournemouth, Dorset BH8 8SE.
0202 38246
CABIN SOUND CENTRE, la/2
Bamborough Gdns, London W12 8QN.
01-749 1121
CASCADE MUSIC, 42/44 Upper
Tooting Road, London SW17 7PD.
01 272 3997
GROUND CONTROL, 7/9 Wood Close,
London E2. 01-739 7543
H H.B. P.A. HIRE, 16 Wallasey
Crescent, lckenham, Uxbridge,
Middx. Ruislip (71) 73271/36986
HIWATT EQUIPMENT LTD., Park
Works, 18 Park Road, Kingston-upon-
Thames, Surrey. 01-549 0252/3

LIVE WARE, 17 St. Anne's Court,
Wardour Street, London W1V 3AN.
Tel: 01-734 9901/3
MUSIC SYSTEMS HIRE, 128 Brooks
Road, Cambridge. 0223 40841

R & C MUSIC, 2 High Street, Bexley,
Kent. 29 51663
STANDISH LIGHT & SOUND HIRE
CO. LTD., 358 Preston Road, Standish,
Nr. Wigan. (0257) 421603
SUPERSTITION HIRE, 3 Tumoak
Avenue, Woking, Surrey 04862 65885
E. ZEE HIRE LIMITED, 7-9 Market
Road, London N7. Tel: 01-609 0246

PERCUSSION
INSTRUMENTS

PERCUSSION SERVICES, 17-23 Vale
Royal. London N7. 01807 8383

EQUIPMENT
REPAIR SERVICES

MAURICE PLAQUET LTD.,
(Colin Barton), 358-360 Uxbridge
Road, Shepheards Bush, London W12
01-749 3232

SUPERMOUSE MUSIC,
233 Melton Road, Leicester 105331 63830
After hours: 10533) 606623/607279

AMPLIFICATION

ROKA'S SHOP, 57 Endell Street,
London WC2B 9AJ. 01-240 2610

ORGANS ft AMPS
BUG SOUND ELECTRONICS, 76 Manor
Street, Braintree, Essex. 0376 21962
STEVE JACKSON, Roundhouse Music,
72-73 Chalk Farm Road, London N.1.01-
267 5641/2. Evenings 01-340 8105.

SPEAKERS
JOHNSON & JONES (Quality Speaker
Repairs), 66 Dalston Lane, London E8.
01-254 9331.

GUITAR SERVICES
PETER COOK, 17 Perimeade Road,
Perivale, Middx. 01-998 3101
ROKA ACOUSTIC SERVICES,
67 Endell St., London WC2.
Tel: 01-240 2610

GRIMSHAW GUITARS,
12a Vickers Road, London NW5
Tel: 01-485 8362

INSURANCE
CANWORTH BROKERS LTD., 43
South Molton Street, London W1Y 1H6
01-408 2272 (10 lines)
GIElSON Et CO LTD., Inc. Insurance
Brokers, 54 Uxbridge Road, London
W12. 01-743 4834/5
ROGER SQUIRE'S (INSURANCE),
55 Chalbert Street, London NW8.
01-722 1130

LIGHTING EQUIPMENT
FACILITIES

AAR VAK ELECTRONICS, 12a Bruce
Grove, London N17 6RA. Tel: 01-808
8923
CEREBRUM LIGHTING (Sales & Hire), LTD
168 Chiltern Drive, Berrylands, Surbiton,
Surrey KT58LS. 01-390 0051

MULTIFORM ELECTRONICS LTD., 22
Portugal Road, Woking, Surrey GU21
5JE 04862 70248

ROGER SQUIRE'S DISCO CENTRES
See our address entries under the
heading Disco Services.

ZENITH LIGHTING, 60 Ifield Road,
London SW10. 01-352 7048

MAIN AGENTS FOR
ALTEC & UNIVERSITY
SOUND
THEATRE PROJECTS, 10 Long Acre,
London WC2 9LN. 01-240 5411

MANUFACTURERS
ELKA-ORLA (UK) LIMITED, 19
Bluebridge Industrial Estate, Halstead,
Essex. Halstead 5325/6

AMPLIFICATION
AFLYN MUSIC, 71 Windmill Road,
Luton, Beds. 0582 414297/36950

HIWATT EQUIPMENT LIMITED,
Park Works, 16 Park Road, Kingston -
Upon -Thames, Surrey. 01-549 0252/3.

SOUTHERN MUSIC, 34 Waterloo Road,
Hove, Sussex 0273 733387

WATKINS ELECTRIC MUSIC LTD.,
66 Offley Road, London SW9 OLU.
01-735 6568/9/0

WHITE AMPLIFICATION, 211 High
Street West, Sunderland, Tyne & Wear.
10783) 43627

ZOOT-HORN SOUND EQUIPMENT,
31 Station Road, London SE25.
01-653 6018

ELECTRIC ORGAN KITS

ELVINS ELECTRONIC MUSICAL
INSTRUMENTS, 12 Brett Road,
Hackney E8 1JP. 01.986 8455

CABINET FITTINGS
AFLYN AUDIO, 71 Windmill Road,
Luton, Beds. 0582 414297/56950

ADAM HALL (SUPPLIES) UNIT Q,
Starline Works, Grainger Road,
Southend-on-Sea, Essex. 0702 613292

CUSTOM-BUILT
PERCUSSION & FITTING

PERCUSSION SERVICES, 17-23
Vale Royal, London N7. 01-607 8383

P/A EQUIPMENT

AMEK, 2nd Floor, Islington Mill,
James Street, Salford, Lancs. 061-834
6747

EPICENTRUM, Foxhouse, Moor Road,
Langham, Colchester, Essex 020 636 668

GE LF ELECTRONICS LTD.,
6 Duncombe Street, Bletchley,
Milton Keynes. Tel: 0908 77503
RESLOSOUND, Eagle Road, Rye,
E. Sussex. Rye (079 73) 2988

SOUNDCRAFT, 5/8 Great Sutton St.,
London EC1. 01-251 3631

SYNTHESISERS

SYNTHESISER MUSIC SERVICES
LTD., 12 Holland Park, London VV11.
01-221 5665

MUSICAL INSTRUMENT
SHOPS

Al MUSIC CENTRE, 88 Oxford St.,
Manchester 1. (061) 236 0340

ANDERTONS MUSIC CENTRE, 5
Stoke Fields, Guildford, Surrey. (0483)
75928

ASSEMBLY MUSIC, Alfred Street,
Bath 10225) 63508

BERRY PIANOS, 48 Grand Parade,
Haringey, London N4. 01-800 2488

ALLAN BILLINGTON LIMITED,
172/174 Park View Road, Welling, Kent.
01-303 1429/3441

COOKES BAND INSTRUMENTS, 34
Benedicts Street, Norwich, Norfolk.
0603-23563

CORNELL, J.P., 31 Spring Bank, Hull.
(0482) 215335

I.P. DIAS (CARLISLE) LTD., 149-153
Botchergate, Carlisle.

DUCK SON & PINKER, Harmony Hall,
Bridge Street, Bath. (0225) 5676

EUROMUSIC, 13 Princesses Parade,
Waterside, Crayford, Kent DA1 4JD.
(03225) 22544

F.D. & H. MUSIC, 138-14U Charing
Cross Road, London WC2H OLD.
01-836 4766.



NOW OPENING! THE MIDLANDS' LEADING
KEYBOARD CENTRE

BIRMINGHAM SYNTHESIZER CENTRE
at Woodroffes 5/8a Dale End, Birmingham, B47N L Tel: 021-236 4992/3

AGENTS FOR OBERHEIM, PROPHET, WASP, YAMAHA, CRUMAR, ROLAND, ARP, CAT AND KITTEN

Oberheim Wasp

the midlands' LEADING SPECIALIST IN GROUP KEYBOARDS AND SYNTHESIZERS - CONTACT GEZZ
WOODROFFE FOR ALL YOUR REQUIREMENTS.

We accept Barclaycard, Access. H. P. and part exchange welcome.

BILL OCCLESHAW

* Remo Roto toms

* Gretsch drums

* Remo drum heads

* Natal Latin
percussion

* Percussion Services

* Stands Et fittings

Sole agents for the South
9 Blandford Close, Henleaze, Bristol BS9 4BN
Tel: 0272 627488
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HALING SOUND, 37 Kings Road, St.
Leonards-on-Sea, Sussex. 0424 42870
KEMPSTER & SON, 98 Commercial
Road, Swindon, Wilts. (0973) 5523/
26375
KENNARD & SONS LTD., 10 New
Rents, Ashford, Kent. (0233) 23226
KITCHEN, R.S. LIMITED, 27-31
Queen Victoria St., Leeds. Leeds 446341
LOUGHBOROUGH MUSIC CENTRE
18 The Rushes, Loughborough, Leics.
105093) 30398
IVOR MAIRANTS MUSICENTRE, 56
Rathbone Place, London W1P 1AB.
01-636 1481
MANUSCRIPT, 107 Friern Barnet Road,
London N11. 01-368 6673
MATTHEWS, 20 The Broadway,
Maidstone, Kent. (0622) 673355
MILTON KEYNES MUSIC, Boogaloo
Basement, 17 Bridge Street, Leighton
Buzzard, Bedfordshire. 05253-66622
MR. BOTTLENECK, 7 Queens Street,
Salisbury, Wilts. 0722 23889
MUSIC EQUIPMENT LTD., 55
Camberwell Church Street, London SE5.
01-701 2270
NICKLIN & SONS LIMITED, The
Square, Barnstaple Devon. (0271) 2005
NORTHERN SOUNDS, 41 Jane Street,
Workington CA14 3BW. 0900-4797
NORMANS (BURTON -UPON -TRENT)
LTD., 1 Lichfield Street, Burton -Upon -
Trent (0283) 61528
MAURICE PLACQUET LTD., 358-360
Uxbridge Road, Shepherds Bush,
London W12. 01-749 3232
ROSS SOUND HOUSE, 17 Gloucester
Road, Ross -on -Wye, Herefordshire.
(0989) 2431
RUSHTONS MUSIC; 28 Oswald Road,
Scunthorpe, S. Humberside.
Scunthorpe (0724) 2400
SANDRA'S MUSIC CENTRE, 6
Allhalland Street, Bideford, North Devon
(023) 722 707
DAVE SIMMS MUSIC CENTRE, 1-5
The Grove, Ealing, London W5 5DX.
01-560 0520
SOUTHERN MUSIC, 34 Waterloo Street,
Hove, Sussex. 0273 733387
CHRIS STEVENS MUSIC CENTRE
LTD., 11 Queens Road, Southend-on-
Sea, Essex. 0702 45451
CHRIS STEVENS MUSIC CENTRE
LTD. 33 North Street, Romford,
Essex. 70 455 42
STRINGS 'N' THINGS, 39 Fleet Street,
Swindon, Wilts. 8793 39304

STROTHERS (ASSOC. RUMBELOW)
Coronation Buildings, Wallasey Road,
Wallasey, Cheshire. 051-638 3622/9871
SUPERMOUSE MUSIC,
233 Melton Road, Leicester (0533) 63830
After hours: (0533) 606623/607279

DAVID VANE MUSIC, 28 Markel
Street, Exmouth. 03952-75246
WAKEFIELD MUSIC CENTRE, 5
Silver Street, Wakefield. 0924 72202
WOODS (PIANOS & ORGANS) LTD.
15/17 Manchester Road, Bolton
BL2 1EH. Bolton 27171. Branches:
Preston 52865 & Burnley 33709
YARDLEYS, Snow Hill, Birmingham.
021-236 7441

KEYBOARD SHOPS

KEYBOARD HARMONY, 82 High
Street, Redhill, Surrey RM1 1SG. 91-
88821

PERCUSSION SHOPS

DRUM CENTRE, 79 Percy Street,
Newcastle, Tyne & Wear. 0632 27910

DRUMLAND, 75 Lowfield Street,
Dartford, Kent. (32) 24449
ALLAN BILLINGTON LIMITED,
172/174 Park View Road, Welling,
Kent. 01-303 1429/3441

LONDON DRUM CENTRE, 276
Portobello Road. London W10 5TE.
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PERCUSSION SERVICES, 17-23 Vale
Koval, London N7. 01607 8383
SUPERMOUSE MUSIC,
233 Melton Road, Leicester (0533) 63830.
After hours: (0533) 606623/607279

PROFESSIONAL AUDIO
SUPPLIERS

R.E.W., 146 Charing Cross Road,
London WC2. 01-240 3064/3068
ROGER SQUIRE'S
(STUDIOS DIVISION);
55 Chalbert Street, London NW8.
01-722 1130

RECORDING STUDIOS
The Studios below are listed
under maximum track capacity.

48 TRACK

TRIDENT STUDIOS,
17 St. Anne's Court, Wardour Street,
London W1 . 01-734 9901

24 TRACK
ABBEY ROAD STUDIOS, 3 Abbey
Road, St. John's Wood, London
NW8. 01-286 1161
BASING STREET STUDIOS
(ISLAND), 8-10 Basing Street,
London W11. 01-229 1229

BERWICK STREET RECORDING
STUDIOS, 8 Berwick Street, London
W1 01-734 1888
CENTRAL SOUND RECORDING
STUDIOS LTD., 9 Denmark Street,
London WC2H 8LP. 01-836 6061
INDIGO SOUND STUDIOS LTD.,
Gartside Street, Manchester, M3 3EL
1061) 834 7001
R.G. JONES RECORDING
STUDIOS, Beulah Road, Wimbledon,
SW19. 01-540 9881
KINGSWAY RECORDERS LIMITED,
129 Kingsway, London WC2B 6NH.
Tel: 01-242 7245
MAJESTIC RECORDING STUDIOS
LTD., 146 Clapham High Street,
London SW4. 01-622 1228/9
MANOR STUDIO, Shipton Manor,
Shipton-on-Cherwell, Kidlington,
Oxford. 08675 2128
PEBBLE BEACH, 12a South Farm
Road, Worthing, Sussex 8N14 7BA
0903 207744
ROCKF IELD STUDIOS, Roc kf ield
Road, Monmouth. Wales 0600 2449/
3625
STRAWBERRY RECORDING STUDIOS
3 Waterloo Road, Stockport, Cheshire.
(061 I 480 9711/2

16 TRACK

ANVIL OF DENHAM, North Orbital
Road, Denham UB9 5HH. 01-332 3522

CRAIGHALL RECORDING STUDIOS,
68 Craighall Road, Edinburgh EH6 4RL
031-552 3685
DECIBEL STUDIOS, 19 Stamford
Hill, London N16. 01-802 7868,
01-807 2146
FOEL STUDIO LTD., Foel Llanfair,
Caereinoin, Powys, Wales 093882
758573
FREERANGE STUDIOS, 22
Tavistock Street, London WC2.
01-836 7608
GOOSEBERRY STUDIOS, 19 Gerrard
Street, London W1. 01437 6255
01-734 2257
GROSVENOR RECORDING STUDIOS
16 Grosvenor Road, Handsworth
Wood, Birmingham B20 3NP.
021-356 9636/7
HORIZON STUDIOS, Horizon House,
Warwick Road Coventry CV3 6QS.
102031 21000
K.P.M. STUDIOS LTD., 21 Denmark
Street, London WC2H BNE.
01-836 6699
LEE SOUND STUDIO, 158
Wolverhampton Road, Pelsall, Nr.
Walsall. 0922 6871.13/ 682961

ORANGE STUDIOS, 3-4 New
Compton Street, London WC2. 01-836
7911/3.

MAGR1TTE STUDIOS, 15 Holloway
Lane, Harmondsworth, West Drayton,
Middx. 01-897 9670.
PLUTO STUDIOS, 3 Waterloo
Road, Stockport, Cheshire SK1 3BD.
(061) 477 0434
PYE RECORDING STUDIOS, ATV
House, Great Cumberland Place,
London W1. 01-402 8114/7.

RIVERSIDE RECORDING STUDIOS,
78 Church Path, (Fletcher Road),
Chiswick, London W4. 01-994 3142

R.G. JONES (OF MORDEN) LTD.,
Beulah Road, Wimbledon, London
SW19. 01-540 4441 & 01-542 4368
SEPTEMBER SOUND STUDIOS, 38
Knowl Road, Golcar, Huddersfield, HD7
4AN (04841 658895/6

SPACEWARD SOUND SYSTEMS, 19
Victoria Street, Cambridge, CB1 1JP.
0223-64263 (Between 10 am and 2 pm)

T.M.C. RECORDING STUDIO,
118 Mitcham Road, London SW17.
01-672 4108
T.W. MUSIC, 211 Fulham Palace
Road, London W6. 01-385 4630.
VILLAGE WAY STUDIOS
228 Imperial Drive,
Rayners Laner,
Harrow. 01-868 2073

8 TRACK

BIRD SOUND STUDIOS, Kings Lane,
Nr. Stratford -Upon -Avon, Warwicks.
(0789) 85705 & (07891 3081

CRAIGHALL RECORDING STUDIOS,
68 Craighall Road, Edinburgh EH6 4RL
031-552 3685
DE WOLFE STUDIO, 84 Wardour
Street, London W1V 3LF. 01-4398481

FAIRVIEW MUSIC, Great Gutter Lane,
Willerby, Hull, N. Humberside HU10
6DW. 10482) 653116
FREE RANGE SOUND STUDIOS, 22
Tavistock Street, London WC2.
01-836 7608

IMPULSE ORGANISATION. 71 High
Street East, Wallsend NE28 7RJ,
Northumberland. Newcastle 106321
624999

LEADER SOUND, 209 Rochdale
Road, Greetland, Halifax, West Yorks.
(04227) 6161
MILNER SOUND LIMITED, Studio
117c Fulham Road, London SW3.
01-589 6477

QUEST STUDIO, 71 Windmill Road,
Luton, Beds. 0582 414297/36950
SUN RECORDING SERVICES LTD.,
3436 Crown Street, Reading, Berks.
0734 595647

TELECOMMS RECORDING STUDIOS,
189 London Road, North End,
Portsmouth 10705) 60036

4 TRACK
D.T.S. RECORDING, 16 The Broad-
way, Maidstone, Kent. (Maidstone)
670 326 & (Medway) 401 467
GATEWAY STUDIOS, 162a Balham
High Road, London SVV12. 01.673 7316
SAMMA STUDIOS, 90 Lots Road, London
SW10. 01-352 4136

MOBILE
JET MOBILE, 8 Bell Meadow, Sutton
Road, Maidstone, Kent. Maidstone
57967
ISLAND MOBILE, 8-10 Basing Street,
London W11. 01-229 1229 Telex:
12421

RECORD PRODUCTIONS

IMPULSE ORGANISATION, 71 High
Street East, Wallsend NE28 7RJ,
Northumberland. Newcastle 10632)
624999
LOOK RECORDS LTD., September
Sound Studios, 38 Knowl Road, Golcar,
Huddersfield HD7 4AN
0484 658895/6

SUN RECORDING SERVICES
LTD., 34-36 Crown Street, Reading,
Berkshire. 0734 595647

STORM RECORDS, Pressings, sleeves.
(Studio facilities available). Music
publishing and songwriting services.
S.A.E. 133 Park Road, Blackpool.
Tel: 27357

CARREA MUSIC, 46 Farndish Road,
Irchester, Wellingborough, Northants.
NN9 7E E. Rushden (09334) 56520

REHEARSAL STUDIOS

FARMYARD REHEARSAL STUDIOS,
White Line Road, Little Chalfont,
Bucks. 02404 2912
HOLLYWOOD STUDIOS, 38-40 Upper
Clapton Road, London E5 8E1(1'806 1121
MAURICE PLACQUET LTD., London
Studio : 01-749 3232. Pinewood
Studio : 0753 654571

RIDGE FARM STUDIOS, Cape),
Nr. Dorking, Surrey.
(0306) 711571/711202

SOUTH LONDON STUDIOS,
Basement 5, Bridge Parade, Waddon
Road, Croydon, Surrey. 01-689 9310
01-688 1056

TRACKS REHEARSAL STUDIO, 110
Churchfield Road, Acton, London W3.
01-993 0751 & 01-992 9061

SOUND HOUSES

FENDER

SOUND PAD MUSIC CENTRE, 64
London Road, Leicester. (05331 20760

H/H

JOHNSON'S MUSIC (SOUNDABOUND)
LTD., 227 London Road, Sheffield.
S24 NF (0742) 53127

TOUR SERVICES

LIGHTING & SOUND
HIRE

ENTEC LTD, 90 Wardour Street,
London W1. 01-903 5790

FLASHLIGHT & SOUND GmbH,
Bussestrasse 11, 2000 Hamburg 60,
West Germany. 010 494 05115527/68
Telex : 12421

RAINBOW PRODUCTIONS, 7/9 Wood
Close, London E2. 01-739 7543

BACKDROPS, GRAFIX, 22 Manor Farm
Drive, Swinton, Mexborough, South
Yorkshire, S64 8JB
070988 5705

WHOLESALERS

CLEARTONE MUSICAL INSTRUMENTS
LTD., 27 Legge Lane, Birmingham 1.
(021) 236 6100

WOODS (PIANOS & ORGANS)
LTD., 15/17 Manchester Road,
Bolton BL2 1EH. (0204) 27171



New from AMCRON
REAL TIME ANALYSER RTA2

* 5" CRT Display
* Internal Pink Noise Source
* 1/3 or 1 octave Display
* Frequency range 20 -20kHz
* Outputs for X -Y Recorder
* Compatable with any microphone
* Price £1,960 ex. VAT

The Amcron RTA2 Real Time Analyser is designed as much for use as a production tool
as it is for on -site audio analysis of Theatres, and Recording Studios. A flight case is

available.

POWER AMPLIFIER D75
The Amcron D75 power amplifier
replaces the previous model D60.
Employing completely new type
circuitry it offers also many
new features, but without any
increase in the price.

Other Amcron Products include:

* New Amcron IOC comparator. DC300A 500 watts/chan. £550

* Balanced XLR input connectors. D150A 200 watts/chan £350

* Signal presence indicators. VFX2A Crossover unit £270

* Separate Signal/chassis earth. EQ2 Equaliser unit £599

* 45 watts into 8 ohms per channel. IC150A
IMA

Preamplifier

Intermodulation

£260

* Price £230 ex. VAT Distortion Analyser £610

MACINNES LABORATORIES LIMITED
Carlton Park Industrial Estate,
Saxmundham, Suffolk. Tel. Sax. 2262/2615

Macinnes France
18 Rue Botzaris, Paris 75019.
Tel. 206 60 80 206 83 61
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N -350D
Brown stained spruce (solid) top,
mahogany back & side, rosewood
fingerboard & bridge, fully adjust-
able mahogany neck, deluxe
machine head.

PROUDLY PRESENT
THEIR EXCLUSIVE
RANGE OF NEW
GUITARS FROM

N -40D
Solid spruce top, mahogany back/
side, rosewood fingerboard,
mahogany adjustable neck,
chrome plated deluxe machine
head, Guild M-450 strings.

N -40DS
hifs N -40D with sunburst top.

N -500J
Solid spruce top, maple back/side,
mahogany adjustable neck,
chrome plated deluxe machine
head, black finish all way round.

20 CHARTWELL ROAD, CHURCHILL INDUSTRIAL ESTATE,
LANCING, WEST SUSSEX BN15 8TU.
SEND LARGE STAMPED ADDRESSED ENVELOPE FOR CATALOGUES.



PERSONAL ADS
This section is completely free of charge. Please help us by keeping your ads as brief as possible. Remember that telephone numbers will produce
far more response than addresses. Write to Personal Ads, Beat Instrumental, 1B Parkfield Street London N1.

GUITAR PLAYER wishes to form or join
NEW WAVE band. Definitely no BOFs
and hurry before I change my mind.
(Coming... Ed.) Phone Josh on Blantyre
826614.

KEYBOARD PLAYER urgently required
for S.E. London band. Must have access
to a van. Rehearse Sundays 6-10pm.
Phone Steve 01-698 0211 after 6pm.

FOR SALE: Vox AC30 top Et Marshall 2 x
12 cab, both in good condition £95, or
will split £45/50. Also Electro Harmonix
Big Muff Sustain/Fuzz pedal, 6 months
old £13. Coloursound Overdriver; New,
£12: Phone Richard on Bomere Heath
(Shropshire) 368.

AVERAGE BASSIST, 31, seeks band.
MOR and rock, possibly more. Enjoyment
and hard work essential, pennies a

bonus. Phone Colin, 01-478 2068 after
6pm.

SUCCESSFUL SONGWRITER with con-
tacts has surplus commerical lyrics Et
wants first class composer. Can set lyrics
to strong commercial melodies. Used to
working with MOH/POP but interested
in disco, soul etc. Norman Woodward, 24

Braunstone Gate, Leicester LE3 5LG, Tel:
548850,

FOR SALE: Five piece Premier drum kit,
cymbals, hi -hat, excellent condition,
£125ono. Glasgow 776-1334.

BASS GUITARIST 117) wants
lead/ pianist/rhythm Et drummer for rock
band to play Queen Music only (National
Anthem 2" Ed.). Must live Sheffield
or Rotherham Et willing to work hard.
Write Russell Mansell, 26 Oswestry Road,
Sheffield, or phone Sheffield 387486.

WANTED: KEYBOARD PLAYER,
original material, Harlow area. Prefer own
gear although elec. piano available.
Serious offers only. Phone Harlow 29379
anytime.

AMATEUR BAND: The Whisper in need
of 'jazzy' rock drummer to join keys, lead,
rhythm and bass set up. Dartford -
Eltham area. Phone Mic on Dartford
22841 after 6.

DRUMMER wants to join working band
- consider non working band with drive
willpower or would like bass and co -lead

guitarists to form original band. Bob,
South Ockendon 4272.

FOR SALE, CSL Deluxe 1959 model
(limited edition). Black with gild plated fit-
tings, Super 70 pus. £150 with hard case.
Dave, Garston (Herts) 71148 after 6pm.

WANTED: Bassist for ambitious young
rock group lapprox 15) into Wishbone
Ash, Rush etc. and own material.
Brentwood area: serious offers Basildon
284973, Mike.

DRUMMER 117-231 wanted to complete 4
piece band with modern ideas. Ex-
perience unnecessary but must be com-
petent. Tel Tadcaster 833255 after 4pm.

FOR SALE: empty cabinet for sound
mixing console or similar. 30" x 20" x 7"
removable lid, expertly built and ab-
solutely perfect. Suit soundman building
"wn mixer. £30 ono. Tel: Ron 01-804
6681.

GIBSON EBO Bass Fr case £150, Eko 12
string £60, or swap both for Rickenbacker
bass. Telephone Chelmsford 102451
465686.

MUSICIAN wishes to sell various items of
top -line recording and hi-fi equipment:
Viscount III R 8 TVC deck, amplifier and
speakers £100; Sennheiser MD211
microphone, as brand new, £60; Akai x
355 tape recorder, four track, crossover
heads, £150. Ring 622 7223 after 6pm.
Bargain.

BASS PLAYER with good vocals wanted
for semi -pro North London band playing
mid -sixties material. If you don't sing,
bring a vocalist. No rubbish please.
Phone 01-883 9463 after 7pm.

SMOKE - magazine of new poetry,
graphics, stories, Contributions
welcome. 50p for four issues from Dave
Ward, Windows Project, 46 Elsinore
Heights, Liverpool 26.

MARK SHERIDEN MANAGEMENT
requires new acts, new wave, rock 'n'
roll, cabaret artistes. SAE tapes and
records. Write to 20 Harold Close,
Beachlands, Pevensey Bay, Sussex BN24
6SL.

......
GER WATERS BOO..

Ecti Get your copy of
5 the Rotosound rock

n' rollers brochure -
a comprehensive

guide to the Rotosound
Gauge Selection range.

T.

Q
0

Ask your local
dealer or write to

Rotosound James How
Industries Limited

20 Upland Road Bexleyheath
Kent England DA7 4NR

$ Please send me a copy of the Rotosound rock n' rollers brochure 
NAME

ADDRESS

bi

..........c-

01°
ps- G

0
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Acoustic

Bill Occeshaw
Bird Bros.
Black Echoes
Boosey and Hawkes
Brodr Jorgensen

CBS Studios
.cChase Musicians
Craighall Studios

di Marzio

Eagle
Electrovoice
Elka Orla
Elvin's

Fairview
Fletcher, Coppock Et Newman

Gig Centre
GMS
Good Earth
Guild

Hammond Organs
Highway Music

INDEX TO ADVERTISERS
48, 49 Hornby Skewes 52 RDG 56

89 Impulse 60

57 I.T.A. 27 Sabre 63

62 Sarm Studios 81

14 James How 93 Shergold 83

73 JBL 87 Shure 23
Smile 72

64
3-6

Kemble
Kingfisher

77
53

SNR
Sound Conception
Soundwave

61
60
39

65

IBC

Lawrence
Leader Sound
Logan

78
60
29

Spaceward
Stage One
Strings Er Things
Studios Davout

10, 15, 37,

65
69
92
86

I FC Macinnes 91
Summerfield 8

19
31

94

Magritte
Marquee
MM Electronics
Music Centre

73
67

7, 40
74

Theatre Projects
Trident Studios

11

71

60 Music Ground OBC
13 Van Reas 53

Ned Scrumpo 69 Vitavox 53

79
26
70
53

Orange

Peavey
Pluto Studios

25

33
66

Wessex Studios
West of England
Woodroffes

68
61
89

Pye Studios 54
18
57 Quest 72 Zildjian 35

EXPRESSIVE AND RESPONSIVE TOUCH -SENSITIVE STAGE PIANO

Are you bored with the same old electric piano sound?
Are you looking for a new and interesting piano sound?
Are you looking for an electronic piano which has a wide range of piano
sounds, transpose control, panel sustain switch, phasing, loud and soft
pedals and all sorts of other things, but most of all is reliable and at a realistic
price? Then look no further.

The Elvins TS55 stage piano has all this and much more. The
Elvins TS55 is a refined instrument, volume is constant when
the sustain pedal is depressed and there is no break -through
noise when the sustain pedal is in use. The Elvins TS55 has a
wide dynamic range of touch -sensitive response. The Elvins
TS55 is now available from most professional keyboard stores.
Send large S.A.S. for leaflet or visit our showroom. Free light
refreshments served.

ELECTRONIC MUSICAL INSTRUMENTS,
12 Brett Road,
Hackney,
London E8 1JP.
Tel: 01-986 8455/5063
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DiMarzio
Musical Instrument Pickups, Inc.
643 Bay St., Staten Island, N.Y. 10304
(212) 981-9286



HAMMA
F')Roland

Cai
YAMAHA

MXR

SYNTHESIZERS

Premier

IC GROuitii
246 Station Road,

Dunscroft, Doncaster.
Tel: (0302) 843037

°taller _11.711ME- R

THIS IS OUR FENDER SPECIAL OFFER MONTH
All prices include VAT

FENDER GUITARS

Stratocaster rosewood neck .

Stratocaster maple neck
£234
£254

Jazz m; neck
Mustang
Musicmaster

£294
£168

£99

Stratocaster + trem. £264 Fender Pro -10 pedal steel guitars,
Stratocaster m; neck + trem. £284 3 pedals, 4 knee levers £590
Telecaster rosewood neck £214
Telecaster maple neck £234 Fender Rhodes 73 Stage piano . £585
Telecaster Custom £234
Telecaster Custom m; neck . . £254
Telecaster Deluxe mlneck £281

S. h Jazzmaster £195 AMPS
SRI Jaguar £250

Musicmaster £99 Twin Reverb £325
Mustang rn; neck £158 Twin Reverb JBL's £410
Mustang rosewood neck £145 Pro Reverb £260
Bronco £134 Dual Showman cab £150

Dual Showman amp £265
Champ £65

BASSES Vibro-Champ £73
Bassman 10 £235

Precision £224 Bassman 135 Head £195
Precision m; neck£244 100W Bassman cab £190
Jazz £274 Dual Showman Head £275

A.L.MQ MGM ORANGE

GHAMERys A

BURMAN

OW/U[1'100

ampeg

HRH
kA131),

CtRLSBFK)

UBL

WE MUST HAVE THE LARGEST STOCK OF GUITARS AND AMPLIFICATION ANYWHERE

H.P. available - Same Day Service - Part Exchange Welcome
Mail Order - All Goods Available for Export

Good Repair Service on the Premises

WE WILL MATCH OR BEAT ANY GENUINE ADVERTISED PRICE!


