
ROBERT FRIPP

Life and times

ye



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

symilAHA

Kemble/Yamaha, Mount Avenue, Bletchley, Milton Keynes Telephone 0908 71771
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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.



THE LONDON AMPLIFICATION CENTRE THE LONDON SYNTHESISER CENTRE

cco
22 CHALTON STREET, OFF EUSTON ROAD,

LONDON, N.W.1
TEL. 01-387 7449

2 mins. walk from Euston or King's Cross Station

40% DISCOUNT OFF

ROLAND SYNTHESISERS,
SYSTEM 101. RRP £575.

OUR PRICE £345
Other Roland equipment now in

stock

Moog Synthesisers,
Polyrnoog, Polyrnoog
Keyboard,
Mini-rnoog, Multi-rnoog,
Micro-rnoog Lab Amps,
Taurus Pedals and
many more.

22 CHALTON STREET, OFF EUSTON ROAD,
LONDON, N.W.1
TEL. 01-387 7449

2 mins. walk from Euston of King's Cross Station

40% DISCOUNT OFF

KORG SYNTHESISERS. 900
Prese RRP £575.

OUR PRICE £345
Other Korg Synthesisers also

available.

NOW OPEN
IN MANCHESTER

60 Oldham Street, Manchester 4
Tel: 061-228 2865

10 mins. walk from Manchester's Picadilly
Station

For the largest range of Keyboards/
Synthesiser/Amplification at prices

you can afford

40%

DISCOUNT OFF

YAMAHA AMPLIFICATION.
B100 115, 100w Bass Combo.
RRP £459. OUR PRICE £275

30%

DISCOUNT OFF
ARP SYNTHESISERS

ARP OMNI. RAP £1598.
OUR PRICE £1098
SOLINA STRING

ENSEMBLE
40% DISCOUNT

RRP £725. OUR PRICE £449
OTHER ARP Synthesisers

also available

25%

DISCOUNT OFF

YAMAHA KEYBOARDS
CS50 Synthesiser. RRP £1350.

OUR PRICE £999
CP20 Electric Piano. RRP £790.

OUR PRICE £599

COMPLETE RANGE OF CRUMAR KEYBOARDS NOW
AVAILABLE, ROAD RUNNER, ROAD RACER, ETC.

COMPLETE RANGE OF MOOG SYNTHESISERS IN OUR
SALE AT PRICES TOO LOW TO PRINT ! !

GRAND OPENING SALE NOW ON IN OUR
MANCHESTER BRANCH
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CHASE In London

MUSICIANS4?) Tel 01-387-7276
Et Manchester
Tel 0611-228-2865

CRUMAR'S CREATIVE
KEYBOARDS

The London Synthesiser Centre has the biggest range!

The MULTIMAN S string and brass synth can produce brass, piano,
clavichord, cello and violin voices, separately controlled. The
Multiman's split keyboard has bass volume control for 2'/2 octaves,
volume control for first 27 and remaining 34 notes of F -F keyboard.
Vibrato, with speed and depth, slide controlled brass filter, attack -
decay slides and emphasis and contour control give wide range of
brass formations and mix.

DS 2 synthesiser is the big brother of the DS 1. DS
2 features polyphonic function, two digital
controlled oscillators, VCF, VCA, two LFO's, LFO
mixer, white or pink noise generator, high, low-pass
filter controls, portamento and pitch bend. All this
in a 50 pound package!

The ORGANISER 12 is one of the hottest double manual keyboards
on the market. Two five octave (C -C) keyboards, both with nine flute
drawbars and four preset voices, give this organ an incredible range
of tones. Upper manual has nine percussion drawbars with
percussion effects and two key -click sounds. Sustain on/off and auto
sustain selects last note of chord for sustain. Bass section operates
on bottom three octaves (C -B) of lower manual, has mode and
footage selectors, decay, range, resonance and volume rotary
controls. Vibrato and tremolo have rotary depth and speed controls.
Pitchbend gives semitonal transposition. Optional 18 note bass pedal
board.
ORGANISER T1 is a single manual keyboard version of the T2.

The superb new Crumar PERFORMER string and
brass synths have arrived ... they have brass attack,
decay range, resonance and volume controls, three
way equalisation length, crescendo -sustain and rate
of delay and depth modulation.

The London Synthesiser Centre has the best prices



MEET MR SYNTHESISER
Mr Synthesiser is, of course, Mr Amirk Singh Luther.Amrik, the charismatic head of

Chase Musicians, is the man behind the London Synthesiser Centre. The LSC has offered
the lowest synth and keyboard prices since its inception and Amrik is renowned among
British musicians for stocking the biggest range of keyboards at the UK's lowest prices.
Spurred on by the success of the LSC in Chalton Street, Euston, Amrik has opened the
London Synthesiser Centre in Manchester. The store, at 60 Oldham Street, Manchester
4, now offers the best deals on keyboards in the Midlands and north of England.

SYNTH PRICES SLASHED!
The YAMAHA CS -50 polyphonic synth is one of the best
poly synths on the british market. Thirteen
programmable sections and 20 effects controls give this
instrument an easily programmed and extensive range
of sounds.

RRP £1350 Our price £999

The KORG 900 PS Preset is one of the most versatile synths you can
buy. Twenty nine different tones, including pre-set vibrato,
portamento and other effects make variable synth tones available
with touch bar switches. A nine octave keyboard and octave up -down
switch give the Preset incredible range.

RRP £575 Our price £395

ALSO ON SPECIAL:

YAMAHA CP-20 electric piano
RRP £790 Our Price £599

YAMAHA CS -10 synth
RRP £373 Our price £299

The ROLAND 101 synth is the basic model of the
System -100. This instrument features VCO, VCF, VCA,
LFO, ADSR, noise generator, High pass filter, audio
mixer and portamento. It has a thirty seven key
keyboard.

RRP £575 Our price £345

The London Synthesiser Centre,
22 Chalton Street, off Euston Road,
London NW1. 01-387 7276.

The London Synthesiser Centre
in Manchester,
60 Oldham Street, Manchester 4.



If you want natural studio sound with plenty of volume and cut through
power, go for the unique double shell Premier Resonator range. .

ICoptions with the best selling Q04.
Choose from thousands

of setups and a vast range of
tlet

Premier Elite range.
Or try Premier Soundwave,

the range with single tension fittings
for a free and vibrant sound. The Premier Drum Co. Ltd.,

That's just the start of Premier choice. Blaby Road, Wigston, Leicester, LE8 2DF.
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young person's guide by Giovanni Dadamo

Beat Guv'nor Tom Stock said it like
he meant it: "He's one of the great
guitarists. There isn't a week gone by

without letters asking about him and where
he is and what he's doing. He may not be a
household name exactly, but Robert
Fripp's influenced thousands of young
players. I wish, "he added not a little
ruefully, "I only had the time to talk to him
myself."

Cover story. Big Splash. Fripp From A to
Z. "For Monday?" Five days. As usual, this
was going to have to be one of those reach
for the sky but don't be too down if you
don't catch the sun assignments.
Sometimes a handful of good air can be
almost as good. It's an attitude Robert
Fripp probably would be quite supportive
of, as I'd discover quite soon.

Mr. Fripp, as everyone and his Aunt Edie
must know by now, was_in London during
the closing days of April. Simultaneously
available with this appearance was a little
gem name of 'Exposure', the long -
anticipated first Fripp solo LP and - as me
and many more'll gladly testify, it was well
worth the wait.

Tom Stock had asked for an exhaustive
piece. Research began as close to point A
as possible. No, not with Bob himself, that
would be a couple of days' hence.
Meanwhile I began to probe the roots of
the man's career with the invaluable
assistance of something entitled 'The
Young Person's Guide To King Crimson',
the two -record Crimson compilation
assembled by the man himself back in '75. I

set the first disc on the deck, snuggled into
a lumpy armchair and listened.

Not just with ears but eyes too. 'Guide',
you see, comes complete with 'Guide' -
book, a twelve -inch square, twenty -page
King Crimson dossier that tells the Crimson
story from start to finish. Mr. Fripp
compiled the item himself, of course, and
related the group's erratic, often brilliant
saga in the form of a series of diary entries
starting off on June 1st, 1968 - release
date of the word on Giles Giles Et Fripp, the
ill-fated ensemble that would be the
springboard to Crimson itself. From then
on the story tells itself in newspaper
clippings, gig and record reviews, extracts
from interviews, plain entries of fact ('July
17: Recording with King Crimson
Producing', this following directly on from
earlier entries about a series of recordings
with outside production help that had, by
July 16th, come to naught: 'Recording:
Dissolution with Tony Clark and
abandonment of all tapes'). More
fascinating still, are Fripp's own little notes
and comments, extracts from his private
'Journal' and so on.

The plan was a quick refresher course.
As on previous occasions, I found myself

starting on June 1st, 1968 and being drawn
through a barrage of good and bad events,
all the way along the years, through
countless line-up changes, four massive
American tours, nine albums, through to
Fripp's final announcement that King
Crimson has "ceased to exist" just -
impeccable timing - as the group's eighth
and penultimate LP, 'Red' hit the shops.
The book doesn't end there, however.
Bravely, Fripp leaves nothing out, not even
the by now typically across the board
reviews that met the posthumously -
issued 'U.S.A.' LP or the final
announcement that Fripp was working on
this last compilation itself, delivered in
typically venomous fashion in a pop weekly
gossip column.

King Crimson were the British rock'n'roll
event of 1976, a breath -taking live band
who sounded like no-one who'd ever come
before them. In less than a year they went
from an enthusiastic whisper on the street
to certified Next Big Thing, a position
solidified by a cracker first LP. They were
something to get excited about. They were
reaching for the sun.

No-one catches that golf -ball. Crimson
faltered, rallied, shed first one skin then
another. Crew -men were lost at sea. Some
jumped and one or two, perhaps, were
even nudged a little. Horizons were aimed
for and some turned out to be mirages after
311. But Crimson could never be totally
discounted, even when times got weird. It
became apparent that Crimson was Robert
Fripp's gig first and foremost. In the end he
was the only original left but the hunger for
new musical maps never seemed to falter,
just as Fripp's Gibson never said anything
twice and never spoke without having
something worth communicating.

There are ten King Crimson records and
some are brilliant and some aren't but
every one has something worth hearing at
least ten times. Like always, it's better to
hear than rely on hearsay. They're still
around and deserve to be. A part, as they
say, of our musical heritage. And as for the
day-to-day facts and fantasies, as I've
already intimated at least once, Fripp's
'Guide' booklet does an admirable job of
telling it from his point of view.

"I'm a short and tidy person," said
Robert Fripp in a King's Road office at
noon on Friday April 27th, 1979. In point of
fact, he's no Nils Lofgren. But it's the
second half of this statement that rings
truest with Robert Fripp.

'Exposure' comes complete with a little
grey folder. Inside are a number of sheets
of an informative nature, plus Robert Fripp
post -card, this fulfilling both a decorative
and functional (if you can afford the stamp,
that is) role.

Ill III
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The sheet that counts is Robert Fripp's
discography. First come the 'oldies'
bearing his own name: 'The Cheerful
Insanity Of Giles, Giles and Fripp', the
Crimson years, two collaborations with
Brian Eno, 'No Pussy Footing' and
'Evening Star'. 'Exposure' next, of course.
Thence to Production credits: eight to
date, kicking off with a trio of albums
featuring various manifestations of Keith
Tippett, 'Matching Mole's Little Red
Record', Spontaneous Combustion's
version of 'Sabre Dance' and, more
recently, the excellent 'Peter Gabriel II' (the
record which converted this long-time non -
Gabriel consumer, not a little, I suspect,
due to Fripp's involvement). Two others: a
solo LP by Daryl Hall (the blond one)
entitled 'Sacred Songs', recorded over
eighteen months past and unlikely ever to
see the light of day ("Unscheduled"
according to the RCA fat -cats: Fripp
suggests you drop the label a stiff
letter/ petition - it could just work). Most
recent .is an LP with three American ladies
called The Roches, one of whom - Terre
- can be heard on 'Exposure'; an acoustic
group which Fripp insisted on keeping that
way in the studio, against heavy record
company pressure. It's just come out
Stateside and is, Fripp beams, receiving
very hot reviews.

There's been extensive guest
appearances too, both on several of the
above -named, and on discs by everyone
from Blondie ( 'Fade Away And Radiate'),
Van Der Graaf / Peter Hamill (another
'Exposure' guest, along with Hall and
Gabriel) and, but of course, the lead guitar
on Bowie's 'Heroes'. And that's by no
means that, even omitting a number of
items mentioned in the 'Exposure' booklet
(Would you believe a Charlie Drake '45? It's
true, Fripp's later career displays the kind
of gargantuan appetite for work, work,
work matched only by that of stalwart
sidekick Brian Eno. Fripp is still set to star
opposite Debbie Harry in the new
'Alphaville' (a kind of French '1984') movie,
now iced until late Winter. Meanwhile he
already has his next LP in the can, and its
follow-up all worked out.

Fripp in the flesh made his first
manifestation at the Polydor offices on the
day following receipt of this assignment.
Mr. Fripp would, Polydor Boy Wonder
Chris Bohn announced, be giving a preview
of his next LP, 'Frippatronics' early that
evening and would I care to come? I would,
and so would some thirty other bods, the
bunch of us crammed into this second floor
executive office.

Black suit, shirt, socks and Gibson cover
the better part of Fripp's frame. As always,
he sits. He has a pedal board before him
and a couple of tape machines by his side.
What is about to happen, he announces,
leaves a lot to chance. It could be very
good or, just as easily, go horribly wrong.
Fripp is prepared for either eventuality. For
him, Fripp explains, this is just a rehearsal
for 'Music For Restaurants' which event
will occur on the following evening at a
Notting Hill pizza parlour. We should feel
free to move around, fetch drinks,
sandwiches etc.

"Would you like to pick a note?" asks
Fripp. The gent seated opposite him asks
for 'E'. Fripp begins to pluck 'E's. In a

matter of seconds his first note has been
through the tape system ans set up a
swelling, repetitive rhythm. Fripp throws in
other notes, variations, snatches of
melody. Within minutes there's a

symphonic swell of sound filling the room.
It's called Frippatronics and can be
delicately beautiful one moment,
turbulently hard the next. It's entrancing
and at the same time isn't in any way
aggressive. Another piece follows, again
kicked off by someone in the audience.
Same only different. Towards the end
Fripp leans over to the line of recording
tape poised between the two recorders and
gently taps it with an index finger. The tune
distorts slightly and the distortion part is
repeated on the tape. Another way of
making music. At the end Fripp's eyes take
a long slow scan across the room, covering
every face.

The atmosphere remains relaxed. Fripp
talks to anyone who wants conversation.
The three kids from The Cure rush up and
pelt him with questions. Fripp explains,
carefully and patiently.

'Restaurant Music' goes splendidly.
Afterwards the Pizza Express manager is
said to offer Fripp a regular spot. The next
night Frippatronics fill a record shop
basement. After the 'set' Fripp answers
questions from the audience and tells the
little group of Crimso freaks at the front
where to get hold of the best Crimson
material.

Within minutes of meeting Fripp it's
obvious that a quick -run through of his
musical career simply isn't on. Like Eno,
the immediate and lasting impression is of
coming into contact with a buzzy, hungry
mind that savours anything and
everything.

'Frippatronics', it transpires, belongs to
the category Eno's termed 'ambient music'
- intelligent Muzak, if you like, that can
either be listened to head-on, or, at the
opposite extreme, used to give a room
colour of the sort wallpaper can't provide,
complement a mood, whatever. At the
previous evening's restaurant
performance, says Fripp, he deliberately
avoided disturbing anyone, "anything that
might verge on the cacophonous or even
mildly disturbing.

"But I think some of it did. It seemed to
me at times that people forgot that they
were eating and needed to be reminded of
the fact. So I'd give them a little jump now
and then, just to wake people up." The
British visit is only part of a global tour of
"offices, restaurants, and record shop
basements." It was not an idea that met
with immediate approval from his record
company, Fripp admits.

"But I think that EG (his management
company) gave up on the idea of 'Robert' a
long time ago, in terms of having a person
who ever really worked within the
conventions of the established norm."
Having Eno around helped, says Fripp, "to
re-inforce each other's sometimes
'peculiar' ways of operating."

Will he do any 'orthodox' performances,
with a band, say? Songs like 'You Burn Me
Up, I'm A Cigarette', I explain, in answer to
Fripp's query as to what an 'orthodox'
performance might involve.

Fripp has no current plans of that nature,
says Fripp. However, he does know what

he'd do if he ever does get the itch to play
in a group context again. "Get the
musicians together, rehearse for six weeks
so that a common music could be
discovered between the people involved.
Do that, rather than going in with a pre-
conceived notion of the music that this
band will write.

"And then at the point, when one has
decided a rough repertoire, go into a club in
a major centre - in New York it would be
Max's Kansas City, in London The
Marquee perhaps - and play every night.
And rather than kill the musicians by
travelling, one would kill the musicians by
playing! It seems to me a far more sensible
way of proceeding - all their energy will
then be available for playing. The
responsibility then will be on the audience
to get to the event."

Impossible? "The business will change,
" states Fripp with conviction.

"What happens then, of course, is that
this get to be the established trend. Once
there's a precedent, which is the most
difficult, then a number of other people do
it and then finally the business adopts this
as the way of promoting artists.

"So, in seven years' time - if this works
out - Fripp and Eno would have to play
Madison Square Gardens. To validate the
idea of playing in large spaces. That would
be the logical conclusion.

"But in practice, of course, one remains
fluid, and never denies oneself the possibility
of a different kind of performance.
Although," he proviso's, "because of the
prevailing 'conventional wisdom', more
energy has to go into this other stream at
the moment in order to get it working."

What happens if you're playing
Frippatronics and feel the urge for the kind
of expression you'd get from a rock guitar?

"I always felt, in terms of the so-called
'The Heavy Metal'," commences Fripp,
"where one is trying to attack the audience
on a visceral level, that often it was far
more effective to produce tension by
purely musical means - certain
dissonances, combined with the volume,
could do far more than with a straight
forward root fifth ocatve, than the
traditional YAG-AG-AG-GA-GA-GA-GA-
GEH-GEH-GEH-GEH-GEH!" (Rough
transcription of Fripp singing HM attack
riff) "Which is so common -place now that
it doesn't create tension, however loud.
But if you went to the root fifth flat ninth, it
would still be sufficiently acrid and abrasive
to have impact."

It's possible, Fripp admits, that
Frippatronics performances are "only an
excuse to get the people together in the
place.

"See, I don't know if Frippatronics is
good or bad, from a purely musical point of
view. It really seems rather irrelevant that
one has to develop a different way of
approaching that situation. There is
obviously responsibility on the audience,
because there's very little doing in the way
of tricks to snare the audience."

Is Frippatronics necessarily a solo
performance art?

"Because musically it's often so dense
that the range covered is akin to a small
chamber ensemble. By the time you've had
the thirtieth generation coming in, there's
quite a thick layer. Which doesn't always

10



provide room for other instruments.
"In the field of Applied Frippatronics, it's

not something really which can exist
outside of a recording studio. Pure
Frippatronics can, but Applied - on 'Here
Comes The Flood' where there's twenty-
nine seperate loops I did at home, edited,
spliced, notated and then transferred onto
the song in the studio. The middle of 'I May
Not Have Had Enough Of Me But I've Had
Enough Of You' is Applied Frippatronics,
the fluttering of wings in the background
there. That takes a lot of work and is
specifically designed to allow for other
instruments. But it's not a spontaneous
situation."

'Exposure' was, Fripp reveals, once
known as 'Music For Sport', which title
now applies to the album's second side.
"And there's a number of different ways of
presenting that. One is to say that initially I

was approached by a friend with a view to
providing music for the NBC 'Wide World
Of Sport', which shows on Saturday
afternoon television in America. And I sent
him a whole number of Frippatronics
events, basically water music that
would've been appropriate for swimming.

"That's not the only sport to which it
refers. There are a number of personal
sports that Eno and myself have
researched, and we've found this kind of
music very fitting."

For example?
"Entertaining at home? Something like

that? In fact, it was while entertaining at
home that the Frippatronics tapes - which
I've had for quite a while - I was simply
playing them, and the response of the
person who visited me was so strong that I
decided to release the album."

Isn't there an endless source of
inspiration for the 'ambient' composer?

"But in practice, of course,
one remains fluid, and
never denies oneself the
possibility of a
different kind
of performance."

Music For Opening Cans, Music For
Headaches, Music For Poodles,
Cutting Your Toe -Nails To . ?

"Frippatronics carry on, as it were? Yes,
it does seem so. Part of this is to help Eno
to generate and supply a large catalogue
('Music For Catalogues'?) of Ambient
Music to a 'muzak' firm. There are several
firms, aside from Muzak Inc. that supply
background music. So instead of going to
all the trouble of setting up your own
company, one could simply lease out tapes
to an existing company. But that would
need a fairly large catalogue. So I'm very
happy that four months of playing
Frippatronics around the world could, at a
very conservative estimate, generate
enough material for fifty or sixty albums.
Assuming one is very, very choosy about
the quality of material, it would be difficult
to find that you didn't have a dozen superb
albums. I just don't have the time to listen
back to all the Frippatronics that are done.

"Suddenly one discovers there are just
ten seconds that generate a lovely mood.
And one could simply cut that segment
out, put it on a loop and develop a whole
new fresh Frippatronicised situation purely
from those ten seconds. You could feed
the Frippatronics back into the
Frippatronics as a second step. Or transfer
it to 24 -track and solo over the top of it, or
treat it in different ways. The possibilities
are quite endless."

'Guitar Mechanics' is yet another item on
the production line. A Frippatutor? Robert
explains:

"Guitar Mechanics' works in two distinct
ways. The first is to develop the
musculature of the left hand, then the right
hand, and then co-ordination between the
two hands. It has to do with the figure
exercises and in a sense its arithmetical.

And it has nothing whatsoever to do with
music, it has only to do with learning to
walk in terms of being a guitar -player.

"The second part of it is: since having
learned to walk, one needs to walk
somewhere, presumably. And then there
should be a vocabulary. So, instead of
presenting music in two or three general
modes or scales, maybe five or six, what
I'm doing is to develop a system of modes
and extensions of synthetic scales.

"In addition to the normal major scales,
of which there are seven modes, you have
the harmonic minor - seven scales there;
melodic minor - seven scales there.

"Blues scale - seven scales there or,
depending on whether it's a septatonic or
heptatonic system you might have eight
scales there. Then you have maybe
seventeen or eighteen reasonably well-
known systhetic scales, some of which are
seven and some are eight -note systems. All
the modes there. Quite apart from
becoming involved in at least four generally
accepted pentatonic scales, with modes on
those.

"And you find you have something like a
hundred and seventy, hundred and eighty
scales. Quite apart from all the different
ways one can deal and work within scales.
Whether, for example, you proceed in
thirds or in fourth; whether you examine
the harmonic structure and some of the
chords within these modified scales. Quite
beautiful, you'd never discover them in any
other way than by getting into synthetic
scale formation.

"So instead of showing a few words, it's
a question of: Here is the dictionary. Now
pick words for yourself that you like. Or,
since we've been using the metaphors of
walking and talking: Here's the map of the
world. Walk where you like."
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SUTHERLAND

BROTHERS...
Quiverless

Gavin and kin
take pot-shots

at
quivering
Tom Stock

Whover coined the phrase 'It's
the singer not the song'
which Mick Jagger, amongst

others, plaintively crooned through
the sixties, could well have coined it
about the Sutherland Brothers. If
ever a performing artist's work has
been lifted, packaged, and used to
sell a superstar, then the brothers fit
the bill. Rod Stewart probably owes
more to the two songwriters than he
does to anyone else (except Britt, of
course, and his lawyers are said to be
sorting that one out!) and even now
includes 'Sailing' as his anthem in live
performance. Yet how many people
knew the Sutherlands wrote that
particular song, recorded, and even
released it as a single for themselves?
Certainly not the audience at a gig in
north Germany where the brothers
played support to Wishbone Ash, for
the Sutherlands found themselves at
the wrong end of a barrage of tin
cans, bottles and other assorted
missiles. It must have been strange to
have been accused of ripping off their
own song! The Sutherland Brothers
have long been respected as two of
the finest songwriters around at

present, even if one doesn't
particularly go overboard for their
music. Now there's a new album,
`When the Night Comes Down',
recorded totally without any members
of the now -defunct Quiver. We
figured a couple of hours with the
boys wouldn't go astray ...
Gavin: The standard questions for us
are, 'how do you go about writing?'
and 'do you work together?' -
but it's not the sort of thing that
you can actually pin down. We didn't
have a system or anything; I don't
think anybody does.
lain: I think I'd qualify that. I think
there are people who have a system
- there still are staff writers, a la Tin
Pan Alley, who seem to be able to
write to order, asking themselves
what is in the charts and then
deciding how close to that successful -
formula they can go without actually
directly ripping off the song. It's such
a weird and personal thing though;
talking about writing songs though is
always difficult without sounding
pretentious, because you get down to
discussing inspiration: and that's a
grey void area. It's like trying to

discover what it is that makes people
paint pictures, or create sculptures;
it's beyond classification, in some
sense.
B.I.: Do you consciously settle down
to write?
lain: That's what I'm saying: I think
it just does happen: it comes from the
unconscious.
Gavin: I think the longest lasting
songs are usually - at least in the
experience that we've had - are the
ones that wern't hard work to
write.

Some of the other stuff is like
genuine inspiration: you get involved
with the lyrics, and word games, and
then find that you get stuck: then it
becomes hard work and the chances
are less that it will become a quote
`good' song. The stronger songs
usually sort of 'appear'.
B.I.: Do you concern yourselves more
with lyrics than melody, vice versa, or
don't you think about it?
Gavin: Well, whatever's necessary to
suit the song.
lain: In the past I've written songs in
which the lyrics have had more
emphasis because I've written them
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first, or have had the idea for them
first, and that way they tend to be
stronger as they have to stand up by
themselves and for themselves in the
first place; usually, though, it's a
combination of things. A lot of songs
sound great, but if you strip them
right down to the lyrics alone, they
end up saying very little indeed. A
good tune can give banal lyrics a
much deeper meaning. I mean, you
can say `0000h 000h aaaah aaaah' -
many different ways and it depends
on how you say it in that case, rather
than what it is you're saying.
Gavin: Some tunes are lyrically
catchy rather than melodically
memorable. Take the current
Supertramp single: that's basically a
word game song, and that's where it
scores, that's where the attraction is
in that; but they do others where the
melody is the reason that the song is
successful.
Iain: Ultimately, though, it is a
combination of the words and tune
together.
B.I.: Moving on to your current
album now; it is very, very
`American' isn't it?
Gavin: Well, it goes back a long time,
you see. When we first started (about
1920!) - people always used to say
we sounded and wrote 'American'
when we did our very first album for
Island; our argument, for the sake of
an argument,was that a lot of
American country stuff and the roots
of their music comes from the same
sort of roots that we're from - the
north of Scotland, and all the
traditions of Scottish folk culture
which I suppose gives you a certain
sort of background. I'm not saying
you use that in any particular sort of
way as I'm not particularly interested
in that stuff, but it must have some
sort of influence.
B.I.: But in the case of 'When the
Night Comes Down' you did make a
positive decision to record in America
on the West Coast with established
Los Angeles session musicians.
Gavin: Sure, I take your point - but
we were mainly looking for the
musicians who suit the music that we
write, and that's where they are. I'm
not saying that wasn't the case with
Quiver, but it was a case of us
wanting something fresh to do.
Ian: It's not that there are no great
British players; we could have done
the album here and it could have
been just as good ...
Gavin: But we just wanted to do
something different. The band had
just split up, and we just thought
`now the band's finished and we're off
the road for a while, we'll get another
album together in LA simply because
it's something we've always fancied

doing.' We enjoyed working with
those guys: really good musicians,
and nice people as well.
B.I.: How different did you find the
working environment?
Gavin: Well, it was automatically
different for us because, apart from
when we first started out, it was the
first time we'd ever approached an
album without actually having a band
together - and the fact that we had
so-called session musicians coming in
to do things did create a different
atmosphere. Obviously, very little was
pre -planned, and the guys in question
had no idea of what we were going to
ask them to do.
Iain: For want of a better word, it's
not as 'clinical' over there as it can be
in England. The attitude towards
session players is different as well.
The guys that we used worked
together as a band on a number of
projects so it turned out like playing
with a band: it's not like playing with
five separate guys, and having to go
around explaining each different part
all the time.
B.I. Did you have to score the music
this time then, working with people
who weren't necessarily conversant
with your music?
Gavin: No, no, we've never scored
our stuff: from our point of view it
was like working with an established
band.
lain: A lot of people have still got
this concept of session musicians
being like old guys with glasses sitting
there waiting fro you to put a sheet
of music in front of them so they can
just plonk away, read their lines, and
leave without having put any sort of
soul into what they've been doing. In
LA it was totally unlike that. They'd
all played in bands - Boz Scaggs,
Jackson Browne: we found that if, we
gave them a good tune they'd be able
to work it up immediately, and we'd
work the arrangements between us.
Gavin: We just came in with a couple
of acoustic guitars and sit and sing a
song through a few times, and they'd
know roughly what was going
on by the end of the second run
through. We'd then play together for
half an hour and record it!
lain: Some things were more precisely
constructed than that implies: some
things had definite ideas, definite
licks that we wanted put in. In that
case we'd just sing the riff, or play it
out on the piano - but basically we
let them play. We've always worked
like that - I mean with Quiver the
guitar was basically Tim (Renwick)'s
department. There were definite lines
for him, but fundamentally that was
his bag. You see, if you're working
with good musicians, it's basically
insulting to their own creativity and

taste if you try and impose on it. The
reason why you're working with that
guy in the first place is because you
like what's going on in his head - so
you're not trying to force your
opinions on him all the time. A lot of
the tunes did definitely turn out
differently to the way we heard them
when they were written. There was a
different feel to the way we had
expected.
B.I.: So you didn't take the
opportunity for freedom presented to
you by the split up of Quiver to
stamp your own personalities firmly
on the new record?
Gavin: Well, it's fifty-fifty. Like lain
said, the basics and arrangements
we'd work out between us, but there
was a lot of it that the other guys
came up with for us. Basically we
tried to keep some freedom in the
studio which made it a lot better for
everybody: if you go into things too
deeply and break them down into so
much bloody detail that everybody,
by the time you've finished it, is
bored to death with the song the end
result cannot be anything like as good
as if it does happen in a freer
fashion. I you're working with
people of that calibre then there's no
problem at all.
B.I: Did you sort of fly to LA, book
the studio and then start looking

for someone to play on the
album with you?
Gavin: No: what happened was we
went and did a single there early last
year plus a couple of other songs for
the American version of the last
album (Down to Earth) and worked
there with this producer Glen Spreen,
and he put this band of freelance
studio players together whom he had
used on albums before, so they were
used to working together: ... so it
was like a trailer for this album.
B.I.: What are your plans now?
Iain: Well, we're discussing the
groundwork for a tour here in
September time ...
Gavin: There's nothing we'd like
more than to be part of a permanent
band - you know when I look at
bands like Status Quo I feel really
envious that they could have kept
together for such an incredible length
of time. I sort of regret that the very
first band we had together never kept
together. It would have been great.
But we've earmarked a few mates of
ours for the tour but it depends
simply if the people we want to work
with will be available at the time that
we're ready to play ourselves.
B.I.: But how do you fill in the time
between now and then?
Gavin: Well, the album's out so I
expect the promotional circus will get

Continued  0 
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under way - but at Iain's house
we've got a small studio ...
lain: We've got a Teac and Revoxes
and other stuff which we've acquired
over the years - we do find we're
doing something all the time. If we're
not writing we're laying down ideas
and demoes.
Gaving: We've got some good play
back stuff as well, JBL's and all that,
and I've recently bought an organ,
one of those play in a day things with
autochords.
B.I.: (incredulously): Really? Like a
la Woolworths?
Gavin: No, not one of those battery
ones! It's a two manual one with a
rhythm box, and everything seems to
come out sounding like the
Tornadoes! You see, I'm not a
keyboard player, so I can play
around with the right hand, but I
can't get the left hand together on a
keyboard at all: I tend to get too
muddled up, playing with both
hands, and singing as well, I find it
rather a strain on the brain, you
know!? But, the songs that I've
written on that - for me a completely
different instrument - have turned
out so different to when I've sat
down, as normal, in the past with an
acoustic guitar. I find that different
instruments do lead me in varying
directions: like my wife has just
bought me a harmonium for £40 in
auction! ... that'll be interesting,
getting into that: the next few songs I
write may well turn out to be very
sort of churchy . . .

lain: I find that if I've been away
from a piano for a while and I've just
had a guitar - I find coming back to
the piano to tinkle around I usually
come up with something. It works the
other way round too if I haven't
touched a guitar for a while: different
instruments tend to lead to different
kinds of songs. Like if I go round to
Gav's place and pick up one of his
guitars, just something about it being
a different instrument - i.e.
somebody's else's instrument, makes
me think differently somehow.
B.I.: Do you collect instruments?
lain: Not deliberately, but we have
accumulated some over the years
we've been playing. We've got quite a
good range of gear. I've got an
Ovation and an old Gibson acoustic,
a Hummingbird, which I like very
much.
Gavin: I've got an old Les Paul, a
black one, and a Telecaster - we're
not really enthusiasts as such, not as
much as a lot of other people are, but
I do appreciate good instruments,
obviously. We haven't got walls full
of guitars.
lain: Tim Renwick, he's the kinda
guy: when we toured the. States ...

" A lot of people
still have this concept
of session musicians
being old guys with
glasses sitting waiting
for you to put a
sheet of music in
front of them so they
can just plonk away. .

(laughter here as Gavin exhorts his
brother not to publicise Tim: 'he's
got his own fucking album to
promote!) ... he'd come in with some
bit of gear and say 'It only cost me
twenty five dollars' and we'd simply
sit there and say 'nice one Tim'.
Some little old amp that doesn't work.
1953! ... Nice one.
B.I.: Pianos?
Gavin: lain was lucky - he bought a
house and there was a grand piano as
part of the deal - a Bluthner
bin: It's a beautiful piano: I think it
was just so enormous, needed nine
men to lift it, they just couldn't get it
out of the place!
B.I.: You did spend some time
without a keyboard player didn't
you?
Gavin: Sometimes you find if you've
got a keyboard player in the band
they want to play anything and you
have to spend so much money
keeping them supplied with gear.
lain: It's the same with recording all
those overdubs! Bit of piano here, bit
of organ there, synthesizer,
harpsichord. ..
Gavin: ... and they want everything
in fucking stereo as well! Everything's

"If you go into
things too deeply and
break them down
into so much bloody
detail that everybody
. . . is bored to death
. . . the end result
cannot be as good as
if it does happen in a
freer fashion.

got two tracks and the next thing you
know is you're left with like three
tracks for four part vocal harmonies!
B.I.: How much do you regret
writing Sailing?
Gavin: Not at all.
lain: Not really ... I know what you
mean though; it's a funny thing to
live with.
Gavin: It's a drag when you get
introduced to people as the 'guys that
wrote Sailing,' because we have done
other things along the line.
lain: It's a good song, it's a song to
be proud of: it's a good tune ...
Gavin: And I thought Rod sang it
really well, it was a really good
version and of course it was
unbelievably successful, way beyond
anything we could have realistically
hoped for it when we knew Rod was
going to record it. We still get a buzz
when we hear football crowds singing
it, and the Navy adopted it: I think
that's when it became a little more
than just a pop song that had been
successful. It's strange that some song
in particular out of all the things
we've written should have stood out
so far.
Lain: It's not really a rock song, or a
pop song, or anything: it's a simple
tune, or it could have been written a
hundred years ago: it's timeless;
there's nothing that dates it to this
era at all ...
Gavin: There're other sides to it as
well in the way that other artists
approach it: it's open to so many
different treatments like the way
Robin Trower has done it that's a
great version with Jimmy Dewar
singing it, and then of course the
other end is the Vince Hill, James
Last, Val Doonicans of the world
doing it as well ...
Raucous laughter, as you may
suspect, ensued at this point and the
conversation swept off on a steep
tangent away from the discussions of
songwriting and success to politics for
this was the day of the last General
Fiasco. Aspects of rock musicians'
responsibility towards their public
when being seen involved like their
American counterparts in establishing
thier allegiance to particular political
affiliations: all very interesting, and a
welcome alternative to the pompous
drivel emanating from the television
sets of that day.

So, we left. The Sutherlands
expressed their desire to remain
musicians knowing exactly where they
stood in the rock world strata, and to
continue their songwriting process.
Check it out on 'When the Night
Comes Down' - West Coast
influenced, but then have the brothers
launched the big question of rock: Is
Scotland the Source of Neil Young?
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Stage shows are often pretty
fair indication of the mentality
of the musician whose work is

being illustrated by it. So, those who
associate John Miles with his monster
hit single of a few years ago, titled
simply, 'My Music' would probably
get a strange buzz from seeing the
opening of his current production.
Touring the country promoting his
latest album, 'More Miles Per Hour' (a
pretty gruesome pun I suppose), Miles
travels in company with a rather large
Concorde silhouette complete with
green cockpit lights and revolving
flying insignia. Add to that swirling
flashes of clouds and rapidly
disappearing stars as the thing gets
going and you have all the necessary
ingredients of a pretentious, sympho-
league boro-concert. Right? Wrong
again!

Miles has come a long way since the
probably sincere but relatively non-
event single 'Music', and now parades
his music in the context of a hard-
bitten rock band, pared down from
the last time I saw him when he
travelled with brass and backing
singers to boot. Now the formula is
pared down, and he comes through it
with flying colours.

I caught up with the tour at the
Odeon in Birmingham and settled
down to watch the soundcheck before
nipping backstage for a chat. But,
things are different here, too. Miles
uses the Schaeffer Vega radio pick up
system which, apart from other
advantages we discussed later, allows
him to come down from the stage and
across to the monitoring area where he
can hear his own guitar sound from out
front - as well as that of the rest of his
band. The system is fitted to his
current favourite guitar, a '59 sunburst
Les Paul.

"This is the first tour I've used it
on," he told me later. "We had some
hassles with it in the beginning,
including blowing the thing up when
we first plugged it in. (Due, I was able
to ascertain later from the mixing
engineer, to the fact that someone
forgot to check the voltage rating and
promptly stuck in into the good old
British line of 240 volts. The American
110 volt rated piece of equipment
obviously committed a rapid hari kari.)
The system actually seems to increase
the Les Paul's output, and adds to its
sound; there's certainly more power,
and especially more top end treble and
the whole thing sounds so much
cleaner than it used to with
conventional jack leads.

"It's got two outputs - one of them
is just too high powered and produces
an ultra -clean sound but with no
sustain at all. It just fires the note and
dies away almost instantly; even the

second output turned out to be over-
powered, so we've had to add a resistor
network to cut it down to a more
controllable level . . ." another
advantage is the total eradication of
any possible chance of an electric
shock from the guitar: I know it's
unlikely anyway, but all the same
there's a certain amount of reassurance
in knowing that you're not going to get
zapped to oblivion!"

Moving on from here to the latest
album - Miles oficionados may find
the new record a little quieter and more
finely constructed. "I think the change
of producer contributed largely to the
more melodic sound we have now on
record - as well as the decision to use
an orchestra on four of the tracks. It's
selling well as well, especially when you
consider that we haven't really done all
that much for 12 months or so: I'm
determined to get another album
out this year, as I feel I've left it rather
too long between them."

Elsewhere in this issue you'll be able
to find the Sutherland Brothers
discussing their feelings towards
writing one of the classic anthem songs
of the seventies, 'Sailing'. Although
the song became famous more because
Rod Stewart sang it than because the
two brothers wrote it, it has
considerable similarities in some
contexts with Miles' own career: 'My
Music' was a monster hit single for
Miles, and yet it would be fair to say
that musically it's pretty
unrepresentative of his style: consider,
especially, that it's piano song, and
then take a couple of minutes to listen
to the man's rock guitar technique; on
stage now the show is very guitar four
piece orientated and the piano is only
used in show piece numbers, 'Music'
included. Did, then, Miles regret that
song, or if not, then perhaps its
timing?

He considered the question. "Yes -
I suppose I do. I wish I had written
Music yesterday, or this morning. It's
not that I regret it - no, that would be
too strong. It's been a marvellous song
for me, tremendously successful and
has helped in so very many different
ways: but it seems ironic that I should
be required to fall straight away into
the classic, 'how do I follow that'
syndrome which seems to afflict many
artists at some stage of their career.
For me, it happened rather too early,
as people associated me with a
particular sound, a particular
approach before I'd been able to
establish one for myself. It's all right
say, for Wings to thunder through
their present set as there'll always be a
space in their act for Paul McCartney
to take his acoustic guitar alone to the
stool and sing Yesterday. Now I'm not
equating 'Music' with 'Yesterday' -

that would be unfair, but you see what
I mean?

"Maybe I am responsible for
misleading some people to my live
shows: people who may not go to gigs
very often and who aren't necessarily
in touch with what I'm into now: but
hopefully they'll get into what I am
playing anyway and I still include
Music in the set: it is a good song,
definitely, but like I say, how do I
follow that? Fortunately, there's a
strong grass roots following that isn't
surprised, so it'll get along all right."

And then there's the freedom of
movement, of course. Miles still plays
piano on stage, and the radio mic on
his guitar allows him to move from his
central guitar playing system to the
raised piano platform where,
incidentally, a Yamaha CP70 takes
pride of place, without trailing miles of
vulnerable lead behind him; and then
there's the ability to listen to the
soundcheck.

"I don't suppose I considered that
important when I went for the
system," he continued, "as it just
didn't spring to mind: but it is,
definitely, a very important factor. I'm
particularly concerned over my guitar
sound, and no matter how much you
trust the engineer you do ultimately
have to depend on his dealing with the
sound. Now I can come down to the
desk and hear it for myself, as well as
the overall sound of the band too."

Beat readers should remember a
series of colour advertisements which
have been run in the magazine
featuring John Miles playing a
hitherto unknown guitar of unusual
appearance - the Packleader,
manufactured in the north west of
England by one Terry Pack. I asked
John if he still used the guitar, and
what also had happened to his previous
trade -mark, that jet black three pick up
Gibson.

"Well, that Packleader stuff came
about by accident - I'm not connected
with the company or anything.
Someone just asked if I'd like to try
one out and I was reasonably
impressed with it - it seemed to be
well made and the sound was good,
but I had hassles with the action,
never quite getting it low enough for
my style of playing: I guess it only
needed more time for me to play the
thing, but somehow I never got round
to it; I've got another one now and that
needs some time spending on it to get
the action sorted out as well: I do like
the guitar, it seems to suit me in a way,
but at the moment I'm playing mainly
my sunburst Les Paul . . .

"And the black one? That's a
Switchmaster. I've played it for years,
but somehow I've gotten more into the
Les Paul now. The sound is not that
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different, and the Paul does allow me
much greater plectrum freedom, I'd
had the central p/u on the
Switchmaster lowered further into the
body, but I still suffered from plectrum
noise when I hit the thing: it's still a
good guitar and I do use it for some
numbers, but - well you know,
sometimes you just go for something
else without really meaning to take
anything away from the axe you'd been
using up until that moment."

On the amplification side John uses
just a couple of pieces: a small new
Orange combo which links to the
Switchmaster, and he's just acquired a
Marshall top: "Yeah - I'm really
pleased. It's an old 50 watt top,
second-hand. I'd asked a couple of
friends to keep a look out for this
particular model, and then it turns up.
I only had to pay £90 for it, and it's as
reliable as anything."

Miles is one of those refreshingly
honest guitar/singer/keyboard playing
songwriters who have few pretensions
about where they are in rock music,
and who can take an objective view of
their position; John's north-east
humour is capable of sustaining him
through bad patches, and he
continues to write and play for it is in
these areas that he's most at ease. Does
he take time out to consider whether he
is any one in particular of those four
descriptions? Singer, songwriter,
guitarist or keyboard player?

"Not really: I consider it all part and
parcel of the same package: each is an
integral part of what I am and what
I'm doing. I suppose if you push me
then I'd have to say that I enjoy singing
and playing guitar the most. I guess
I'm a rock 'n roller in that sense, but
each has its part to play in the music
that I write and perform. I started my
career as a kid learning classical piano
- probably in the same way as a score
of other current artists; it's the most
well trodden path into the rock
business, simply because that was the
only way one could get near a piano -
to learn the classics. Hopefully the next
generation won't be so tightly
subjected to that sort of thinking and
will be allowed more freedom.

"I'd been playing the classics for a
while and then I heard the likes of
Jerry Lee Lewis - Christ, I wasn't
allowed to even think like that, let
alone play like it! It just wasn't allowed
to come within a million miles of the
mentality of the classical piano
teacher. I suppose that some teachers
could even have tried to convince me
that Lewis wasn't actually playing
piano - it was something else. It was
at that stage that I took up guitar
lessons: they weren't 'rock' guitar
lessons per se, but the teachers were
certainly more broad-minded in their

approach to teaching and playing and
there was a definite atmosphere of
freedom which could never have
existed in the classical piano world.
They didn't appear to regret the change
that had come over and was still
coming over their instrument, whereas
there was a distinct feeling of bitterness
in the classical piano side: the very idea
that the piano could be involved in
contemporary rock music had to be
defended -a sort of last ditch battle."

Fortunately, then, Miles' guitar
teacher's broad-mindedness influenced
him back towards the piano as well
with the freedom that he'd acquired on
the guitar. Hence, 'Music', which was
written a year before it eventually hit
the top of the singles charts.

Writing still takes up a considerable
amount of Miles' time; "I tend to get a
load of ideas while we're working on
the road which I have to keep with me
until we come off tour: I like to
actually lay aside a couple of months in
the year simply to get down to working
on those ideas and coming up with

definite songs and arrangements. I'm
working closer now with Bob Marshall
(the Miles Band's bass player) - but
the collaboration thing varies with each
song - there's no distinct pattern at all,
other than Bob writes the lyrics and I
write the music: apart from that it can
happen in any order, and we just fling
ideas at one another. We also tend to
work pretty well under pressure when
an album's due to be recorded and
there's not much in the bag!"

So, into my bag went the latest
album - a much more satisfying
collection of songs, in my opinion,
than John's managed in the past: I've
felt that each of his previous albums
has been an agglomeration of different
numbers on which a couple have stood
out from the crowd. More Miles Per
Hour is a much more cohesive record,
more melodic, more thoughtful: as
he's planning another one this year, it's
to be hoped that he continues
developing this theme. Perhaps it
might provide the answer to 'How do I
follow 'My Music' for him after all.
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GIBSON PAUL
Price: £375 (inc. VA TI

Reviewed by: Tom Stock

There are probably two assumptions
held by a significant proportion
of musicians concerning the Gibson

Paul which I shall have to deal with before
going on to review this guitar. Firstly, it's
widely assumed that Gibson have
introduced the Paul to establish their name
in a price bracket which has been almost
exclusively Japanese territory in this
country for the past eighteen months: in
other words, a Gibson copy for the grand
old firm itself. Secondly, it's popularly held
that The Paul is the first really new guitar
from Gibson for a great many years. In
fact, both assumptions are incorrect.

On the question of price, it's too easy,
because of the prestige associated with the
Gibson name, to forget that in their native
America Gibsons are not really expensive
guitars. They may well, and in fact do,
command the same sort of attention and
worship, but the young American has
easier access to them over the years than
his equivalent in the UK, and The Paul has
come in at the bottom of the price range
without the comparative furore it created
when introduced over here. The second
belief, that it's a new guitar, must also be
laid to rest in that a great many of the parts
and switches and electronics are
established Gibson bits and pieces with not
a lot in the way of innovation. There, sorry
about that!

So, what do we have? Well, first off, it's
one of the most attractive Gibsons I've ever
come across - apart from the L6's which
will remain my favourite Gibson's of all
time. It is, of course, a Les Paul shape, but
what makes it stand out from the crowd is
a combination of the chosen wood and the
decision to leave it with an almost entirely
natural finish - tantamount to coming
straight off the tree in fact. Gibson have
made an unusual decision in their wood
choice: the Paul is constructed, head, neck
and body, from Walnut, a timber not
normally associated with electric guitars
and more normally found sitting
somewhere in the laminates of cheaper
acoustics. It's a strange choice, but on the
evidence of the review sample, a good one.
Walnut has a lovely straight grain with a
number of varying shades of colour which
combine to give the Paul a furniture like
appearance: Arthur Negus's great

grandson may well be foaming at the
mouth over one of these guitars in a
hundred years time! But therein lies an
indeterminate: is anyone sure how the
walnut will wear as a guitar rather than a
dining room chair? From a musical point of
view, however, walnut adds weight to its
own choice by having very high natural
sustaining properties - something which
becomes only too evident when you plug
the thing in ... but, true to form, more
about that in a little while!

The rest of the guitar is a la Les Paul,
apart from a decision to move the p/u
selector switch from its familiar place down
to works end of the body where it now sits
very close to the bridge: in fact, too close,
as it becomes damn near invisible when
you strap the guitar on. It seems to me to
be a rather unnecessary decision, and one
which spoils the naturally good ergonomics
of the basic design. The aformentioned
'bits and pieces' are all of high quality -
Grover machine heads, Schaller bridge and
fittings, Switchraft pots as per usual. The
neck carries an attractive Ebony
fingerboard with tastefully restrained
position markers.

The p/us are something of a mystery as
Norlin UK haven't been inundated with
information from the Gibson headquarters,
but an educated guess from the service
department points to them as being
standard Gibson humbuckers without their
covers. Some schools claim they're the

newer 'Dirty Finger' design but it seems
unlikely.

So there's the guitar: basically an LP55
shape, naturally finished, constructed to
Gibsons well known high -standards, and
marketed at a refreshingly low price in
comparison to some of their more
esteemed products. Part of this price cut
has obviously been achieved by some
clever buying in the wood department, plus
the use of established circuitry as well as
the moving of that p/u selector switch
which has negated the need for cutting
expensive channels through solid blocks of
wood!

The proof, however, is always in the
pudding, so strap the thing on and plug in
is the next move. So what about the
sound? It's pure Gibson - which I suppose
could hardly be said to come as any sort of
a surprise being as it is a Gibson, and uses
Gibson machinery! Playability, however, is
a different kettle of fish, and given that the
sound is OK, the biggest and most pleasant
surprise of all comes with the neck and that
ebony fingerboard. I must confess to
preferring well -honed ebony for a
fingerboard against more popular choices
including Rosewood, mainly because it
seems to be har ar, giving a solid base to
raise vibrato against. The neck is quite
wide, but somewhat thinner than one
might expect and the combination is far
more reminiscent of top Japanese guitars
which seem to aim for this playability, this
intangible extra which makes playing an
instrument a joy in itself, for its own sake,
as well as for the sounds that you're

actually playing. Frets
were a little too high for my liking, and
were it my guitar I'd probably go to the
expense and bother of having them filed
down a couple of thou.

Unfortunately, this delight is tempered
by the positioning of that p/u selector. It
seems quite beyond me, and I do not
understand why the decision was made to
place it down there, even when cost is
taken into consideration. If it does have to
sit around the control pots, then above
them would be an easier place. Still, one
gets used to everything, and the guitar's
many other virtues more than overcome
that particular little vice. The p/ us, as
stated, provide that customary Gibson
sound - fat, middley, bluesey, chord -
orientated, or slow, bulbous lead runs,
even though some exponents of the
Gibson art manage to do better than I.

The pots do appear to have a slightly
lower value than in the past which means
(to you ignorantiscenti! I that the change
through volume and tone is less than you
might be used to - a good thing, by 1066
and All That standards as it results in more
accurate tone and volume positioning. So a
fine guitar: I was fortunate enough in
Frankfurt at the recent fair to get along to a
Norlin reception to see Les Paul himself
playing one of these guitars, and if it's
good enough for him? ...

So overall, a very welcome addition
indeed to the mighty Gibson range,
providing a genuine alternative to some of
the better known and respected Japanese
imports of recent years, providing Gibson's
name at a more reachable price. Certainly
worth my endorsement, and your time
checking one out.
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Tel: 01-472 4690

PETER BONNER MUSICAL
YOUR 0506 SPECIALIST

FOR THE EASTBOURNE AREA

FEATURING THE NEW fi6S0/613 PAUL

ALSO FENDER, GUILD, AND ALL

OTHER LEADING MAKES

6/7 IVY TERRACE, EASTBOURNE
Tel: (03231639335

NORTH LONDON GROUP G
For all your musical

requirements
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electric bass guitar strings
Semi (Half) Round Bass String

Wound with round stainless steel then precision ground
and polished. This provides an extremely flexible string with a
flat playing area and 'Vibration Chambers' below the surface of
the visible winding. Also eliminates finger and fret wear.

Available in long or medium scale.

Set No SRIOL Long Scale Set No SRIOM Medium Scale

Round Wound Bass String
Wound with stainless steel to give tremendous magnetic

response. Extremely flexible. All strings are burnished to
reduce finger and fret wear.

Available in long or medium scale.

Set No RWIOL Long Scale Set No RWIOM Medium Scale

electric guitar strings
Plain String

Unique 'Long Life' twist at ball end. Almost doubles
strength at this weakest point, reducing breakage. Finest plated
high tensile steel.

Wound String
Sounder covered strings are precision wound under a

constant tension using a process which allows you to cut the
string anywhere along its length without the spinning wire
coming loose. So no problems because 'you did not take a turn
around the peg'. Spun with silk at the ball end. Pure hard
nickel wound.

Available in four superbly balanced sets, reference numbers as
follows:
Superlight No IOS (.008) Extra Light No 10E (.009)
Light No IOL (.010) Light Wnd.3rd No IOLW (.011)

Also full custom range.

702111(.7 MUSIC STRINGS
Treorchy Rhondda
CF42 6AA

111.1111"1111-



itaTRUPIENT MEW

ROLAND GA -60
Combo

Price: £360
Reviewed by: Tom Stock

Iisbeen quite a time since we
last looked at an amplifier from the
Roland Corporation and therefore were

well -pleased when the large (and heavy)
cardboard box arrived containing the
subject of this month's review: a GA -60
combo. On my own personal and business
travels around the country visiting various
music stores I've found it more and more
difficult to come across harsh words about
Roland equipment (not, I hasten to add,
that I was specifically looking for them) -
both amplifiers and keyboards. I've long
been a personal devotee of the advances
Roland have made with their keyboard
electronic design, but have been more
reticent of praising their amplifiers -
probably, quite simple, because I prefer
valves. It seems strange that professional
musicians are allowed their preferences,
but reviewers should subjugate them to the
matter in hand. I cannot hold with this
argument. As an ex -pro musician myself, it
is impossible for me to have experimented
with various methods of amplification and
not have arrived at a particular conclusion.

So, it came as a very pleasant surprise
indeed for me to conclude that the GA -60
mainly because of its incredible versatility
in sound rather than the sound itself, is
among the very best amplifiers I have
become acquainted with - valve or
transistor. It's basically no use liking a valve
sound in itself if there is little or no
provision for changing it to suit the axe
being used: equally, it would be foolish and
dogmatic to claim to dislike transistor
sound per se, when faced with so many
possibilities of tailoring it to fit any
instrument's personality.

Right, on with the review. The Roland
GA -60 combo is a 60 watt amp fitted with
an ultra -high efficiency 30cm speaker
(approx 12"), with two inputs. In addition
to the more normal and to -be -expected
functions, there's a 6 element graphic
equaliser, plus controls for compressor and
overdrive, equaliser and compressor, and

,r4,0/.,4,140#,Aceiro.
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function. Also provided are input sockets
for remote control of the reverb,
overdrive, equaliser and compressor, and
a nice little touch on the back (wouldn't we
all like one?) is a headphone socket:
unusual indeed on an amplifier of this
power.

The control panel lies along the top of
the front - obviously. Reading from left to
right: high and low input jacks enabling
varying output guitars to be
accommodated happily; overdrive which is
basically a distortion control - clockwise
turning gives a greater overdrive sound,
and counter -clockwise reduces the effect;
volume - the volume switch also doubles
as a brightness control simply by pulling
the switch outwards; then comes normal
treble, middle and bass rotaries; reverb;
and then to the graphic equaliser,
described here on the panel as being 'band
level control'. Each of the six sliders
controls by plus or minus 12dB the level of
6 approximate octave bands (100Hz,
300Hz, 600Hz, 2.5KHz, and 5KHz). Each
slider has a central 'click' position.

At the far right of the equaliser is a slider
which compensates for the difference in
levels between normal and equaliser
settings: further to the right is a simple
on/off toggle switch which controls the
use of the entire equaliser section. The final
section of the control panel incorporates a
master volume control, and the
compressor control, followed by a power
light indicator, and the on/off/on switch.

And that's not all either! Four jack input
sockets are located immediately below this
final section to which foot controls for
reverb, overdrive, equalisation and
compressor can be attached,
(unfortunately, we were not provided with
these remote controls for review
purposes.)

Moving around now to the back of the
amp we find a very simple layout - merely
the power outlet, fuse holder, and four jack
sockets: one line in, one line out, a

headphone connection, and an external
speaker facility too. The line out jack, by
the way, allows for Di-ing into a mixer or
recorder - yet another example of the
Roland's versatility.

The proof, though, as always lies in the
pudding - and as it turned out there's
plenty of that. I know I've been going on
about this amplifier's versatility, but it really
does come to the fore when you find that

you can make such a wide range of tonal
variations from just one single guitar: in
fact, the choice is so varied that it would
take considerably longer to get to know
this beast than I had time available.
"Normal sound" (as Roland call it!) is
exceptionally clean (and very loud proving
the claim that their speaker may indeed be
twice as efficient as 'conventional'
speakers) and while I'm not particularly
fond of this clean-ness it should go down
well with a great many guitarists.

The thing changes dramatically,
however, when you switch in the graphic
equaliser - judicious sliding of the knobs
will cause you to re-examine your axe in
disbelief! Gibson's sound like Fenders, and
Fenders like Guilds, and Guilds like
Gretsches and so on. The provision of a six
band allows you not only to drastically alter
your guitar's natural characteristics, but
can with practice help you to tailor the
amp's sound to the acoustics of the venue
you're playing. Ace stuff.

The Roland then went on to suprise me
with its range of distortion effects: so
called soft distortion is on hand by simply
balancing volume and master volume, as
with any other master volume equipped
amplifier. The soft distortion was OK, but
the hard distortion came out a real
screaming winner - switch in the
'overdrive' and indeed did the Roland sit up
and take notice, feedback however, needs
to be carefully controlled.

The reverb also pleasantly surprised me
in view of my own doubts about the
famous Roland Chorus effect: perhaps I'm
just mellowing with age, but this amp
continued to please and delight me
throughout the review. So onto the power
compressor - I didn't quite come to terms
with its operation, but it's evident from the
short time available that there's sustain a
plenty here.

So, overall, a terrific amplifier: virtually
at any price. There are obvious
competitors, both valve and transistorised,
but I would heartily recommend potential
purchasers in this price bracket should
include this particular model on their short
list. Don't be put off by the 60 watt rating
- many more are available elsewhere in
this price bracket - because the speaker's
efficiency is such to believe the true output
of the combo. Loud and luxurious may well
be the best way to describe it.
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Its not a Les Paul
unless it's a Gibson

Gibson and Les Paul have been creating
guitars together for 25 years.

Only Gibson can use the name Les Paul
on a guitar. If you want a real guitar

look for the Gibson Les Paul.

PiWM
is guitars

zNz Norlin
Norlin Music (UK) Ltd Woolpack Lane
Braintree, Essex.
Telephone (0376) 21911
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SAKURA GUITARS
KST 30 and LP 620

Prices: 180 and £185
Reviewed by: Tom Stock

In answer to the clamouring calls for us
to review cheaper instruments than
perhaps is the norm for Beat, we

scurried down to Ivor Maraints to see what
he could offer us and returned clutching
not one, but two guitars from the lower
end of the market. We chose 'copies' of
the ubiquitous Les Paul and the equally so
Strat because, despite the growing number
of respectable cheap originals from Japan,
there is still an insatiable demand for
guitars 'wot look like them of the stars.'
And, in all honesty, the stars still seem to
be stuck in some kind of a time warp which
blinkers them from the extraordinary
advances made by companies such as
Yamaha and Ibanez in Japan, Music Man
and Peavey in the States, and our very own
Jack Shergold here in the UK. So, for as
long as these 'trend-setters' continue
setting trends which are arguably in some
quarters, twenty years or more out of date,
so there will be those who require to follow
that trend.

Which brings me neatly (?) to the two
guitars in question. There is, as you'd have
noticed at the head of the page, a marked
difference in price between the two - one
which reflects the difference between the
two guitars' ancestors. However, it is the
KST30's price which is most immediately
attractive, and I will therefore start with
this one. What therefore, can be said of a
guitar which costs less than the average weekly
income of the British working man (or so
the Department of Industry tell us)? Have
you a right to expect anything more than a
couple of pieces of wood screwed together
with a selection of low grade ship's hausers
stretching from one end to the other, with
a few bits of scrap metal thrown in for good
measure? Well, obviously the answer is
yes. Eighty pounds is still eighty pounds,
no matter what the average wage is, and
the customer does have a right to expect
something better than a child's toy for that
kind of money. With the Sakura, he does
and will get it; with certain reservations,
but ultimately, in a value for money
context, he'll most definitely win.

The KST30 is, therefore, a three pick-up
'Strat-like' axe, in this case with a brown
sunburst finish, complete with tremelo arm
and hard -case. The body has a sharply

curved bottom edge where it fits against
the body. The neck is bolted on with the
customary four Phillips headed screws,
and there's a finger board of roughly the
same colour as the parent neck. Head is
Fender shaped with two double -sided
string guides for the top four strings, and
machine heads are of an individual kind, of
a nameless make.

Controls are pretty standard: there's a
single volume control operating all three
p/ us, and two tone controls. The three -
position p/u selector switch sits above
them, and the jackplug socket is deeply
recessed and surrounded by a rather
unattractive chrome plate, somewhat over-
sized for the job it is doing - presumably
stopping the user scratching the finish as
he searches for the hole (as the actress may
well have said to the bishop sometime).
The bridge is reasonably simple and
unfortunately is covered by a large chrome
guard - the very first thing to be chucked
away as it prevents playing close to the
bridge where all the best picked sounds lie
lurking. Equally, it's impossible to fit the
supplied tremelo arm without first
removing this cover!

Strap on and plug in, and on with the
amp ... well, it's fair to say that the Sakura
doesn't exactly stun the eagerly waiting
audience with its wide range of available
sounds - far from it in fact - but a little
more of that just a little later on. First thing
that strikes the player is the action - very
low on this particular model, as there was
some fret buzz.

Strings supplied bent a lot, and helped
with the available treble bite, but I found
them personally too light and would have
preferred something a good deal chunkier.
String spacing seems even enough, and
the axe stayed in tune all the way through
the octaves. The fingerboard itself is
pleasant enough, but somehow the shape
of the neck annoyed me - probably
because it's excessively flat. The frets are
rather bulky but they didn't interfere at all
with the playing so I suppose that can be
let go.

The sound, and the variation, however,
is not such a good story. Firstly, the two
tone controls don't do very much at all. I

couldn't find any variation at all in tone
from the treble pick up in the treble position
and what variation there was from the bass
pick up was limited simply to sharp and
flat. The rotary control moves from one to
three without anything happening, and
then suddenly it goes sharp: from three up
to ten nothing discernable happens to the
sound at all. With the p/u selector in the
middle position, the same thing happens
with the second tone control - from 1-3,
dull, and from 3 to 10 sharp, and very little
(no, stick yer neck out, nothing) happens
at all. Thus I can only comment on the few
different tones I could find. The sharp
treble end is Fender -like, no mistake, and
the pick-ups seemed relatively powerful for
so cheap a guitar.

Fortunately, considering the lack of
variation, the duller sound is also very
acceptable and it doesn't come across as a
muddy blurp as may have been expected
by the more cynical among you!

The p/u selector switch can be jammed
between the bass and middle position a la
Fender, and produces a thin out of phase

effect which needs much thumping up of
the volume on the amp, but at least
provides another sound. The switch will
not jam itself in the middle/treble position.

The tremelo arm, supplied, screws in
but seems to turn an inordinate number of
times and ends up facing down from the
body of the guitar. The tremelo moves the
bridge so you can wow down the scale, but
it will hardly pull back at all - just a
fraction of a semi -tone tremelo upwards is
about all the sane user will dare for fear of
breaking either the arm, the strings, or the
entire guitar!

So, that's it - £80 for the Sakura is the
asking price, and I'm afraid I doubt if I

could recommend it unless £80 is literally all
the money that is available without
starvation. It's the oldest adage in the
world that you pays yer money, and it's
right, therefore, that if you're only paying
£80 for an electric guitar you're not going to
get a Strat. If this guitar does have a
market, then it would certainly be for a first-
time buyer, because it has all the attributes
of the real thing without quite delivering
the goods. The action will be a joy to
youngsters making the change from
acoustic to electric, and at least it feels and
looks like its inspiration. Value for money?
If you twisted my arm I'd be forced to say
yes because there's not an awful lot else
available at this price, but if you twisted
any harder I'd admit that I'd save for a
couple more months and go for something
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a little more substantial, or, alternatively,
keep a sharp lookout in the second hand
columns.

So, moving on from the KST30, to the
LP620. I assume that the LP stands for Like
Paul (or something similar) - because
indeed, it is very like the bog -standard Les
Paul - nothing special, in other words.

The particular example on loan has a
cherry red finish, 'gold' plated fittings,
rectangular mother of pearl like position
markers, and a rather ugly inlay on the
head which is meant, I understand, to
represent the sharp sign. Perhaps musical
scores look different in Japan! Like the
cheaper ST30, there's some evidence of
poor finish - in this case a dent across the
back and some deepish marks around the
p/u selector switch - but basically it
seems well put together without traces of
glue or fingerprints under the varnish
which used at one time to be trade marks
of cheaper guitars. Talking of 'cheaper' in
this instance, however, may be a mistake.
The LP620 sells at £185 which puts it firmly
in competition with a whole host of other
Japanes guitars - notably makes like
Columbus, Avon, Antoria - even the low
end of Yamaha and Ibanez, not to mention
one or two Arias as well! In other words,
where the KST30 can happily sit and say
the real thing costs four times as much and
there's not a lot else around to compete
with, the LP620 has a harder time
altogether.

The bridge and saddle and the machine
heads are gold plated and look some-
what gaudy, although the wine red finish
is beautifully rich. The wood grain on the
body is very attractive but I felt it would
have looked more suitable on the top of a
modern dining room table - the grains are
all over the place, and it looks as if the back
is constructed from two trees of
completely different temperament. It
would be true, therefore, to say that my
first impressions were not particularly
favourable. But - yes, wait for it - first
impressions are not necessarily the ones
that matter if you're patient enough.
Unfortunately for Sakura, though, had I

been shopping around and spent just a
couple of minutes with it in a music store
the chances are that I would have
discarded it in favour of one of the
aforementioned alternatives. There is an
intangible atmosphere of cheapness about
it - probably due entirely to the gaudy
gold trim.

Playing the guitar though is the acid
test, and surprising perhaps the LP came
through this half of the scrutiny
considerable better. The guitar is a little on
the heavy side, and the body seems too
chunky for the perfectly proportioned neck
- but why, oh why, is the top E string so
damn close to the edge of the neck? From
the third fret down to open string it lies
over the edge binding - very similar to the
same fault I found on the recently reviewed
Hohner MG300M which is a direct
competitor to this - plus the extra p/u of
course. Apart from that annoying hassle,
the LP is extremely playable. The
fingerboard is delightfully smooth and
easy, and the strings (again too light) bent

gracefully on demand. Fretting seems
accurate and in this instance they're
recessed smoothly into the neck.

Sound? Well, a la Les Paul I suppose,
but only very loosely. The pick ups
certainly are powerful - more than
enough to send my review amps into
ecstacy, but there's power for power's
sake and I've a feeling that the Sakura falls
into this category. It's more brute force
than anything else, and while I found I

could get the windows rattling, they
weren't rattling in sympathy like they do
with my own Gibson, for example. Then
comes the problem - the same as on the
Strat copy: the tone controls may just as
well be two switches, because again, there
is a definite on/off between sharp and falt,
and no amount of tiny twiddling will do
anything to find any tone in between. So,
it's nought to three for dull, and ever
onwards it's sharp, sharp, sharp - but,
unfortunately, not sharp, sharper and
sharpest!

Strangely, and again fortuitously, the
limited variations available are respectable

- there's no feeling of being cheated on
those noises the guitar will make: rather a
sadness that it can't cope with more.

So, overall, a contender in the just under
£200 stakes, but there's no way I could
make it a favourite. The competition is just
too fierce in this price bracket, as it was in
the just under one hundred pounds only a
few years ago. There's a feeling that if only
the manufacturers had spent less time and
money on producing gold plated this thats
and others and deep glossy varnish
finishes, and rather more on the tone
circuitry and pick ups then there'd be a
considerably nicer guitar under review at
this moment.

Conclusions, therefore, are simple. Both
guitars have a limited appeal, and both
have problems. Equally, both set out to
achieve very little, and in that respect they
have surpassed their design spec as they
do offer more than just a basic electric axe.
I feel the KST30 to be far better value for far
less money. The LP620 is an ordinary
contender in a very full market.
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KORG M-500SP
SYNTHESIZER

Price: £315
Reviewed by: Tom Stock

Acouple of months ago a reader
innocently enquired how Beat would
advise him to spend a maximum of

£300 on a synthesizer. Our letters page
editor dutifully recommended the man
should nip round the corner to his local
friendly music store and acquaint himself
with either the Wasp or the Yamaha CS10.
All's well and all that? Not on your life?
Shortly after we received a note from
Rose -Morris, the distributors of Korg
synthesizers among many other reputable
musical instruments, pointing out that the
RRP on a Korg Micro -Pre set is £315
including VAT, and obviously a typical
selling price on the streets would bring this
particular model into the under £300
bracket. So, obviously, sincere apologies
to Rose -Morris. In fact, not content to
leave it at that, we contacted R -M and the
little beast in question was dispatched with
haste to our offices at Beat - where it now
sits (literally) on my desk sharing space
with the typewriter!

The Korg is as different from the recently
reviewed Wasp as chalk is from cheese.
While the Wasp makes no pretence about
being an extremely cheap instrument
(plastic case, no 'proper' keyboard etc the
Korg presents itself very attractively
indeed. Admittedly it is 50% more
expensive, but all the same most people
would agree that the £300 mark for a

synthesizer would be pretty fair value if the
thing worked at all - let alone worked
reasonably well.

So, what d'yer get fer yer money?
Answer: a small, versatile pre-set
monophonic synthesizer with built-in
amplifier and speaker which weighs a
measly 5Ib which would sit quite happily on
top of any upright piano in any upright
suburban home, or equally, stashed on top
of a stack of keyboards, stage left.

It's undeniably a split -purpose
instrument. Its wooden case, chrome
music stand, and easy -to -read ergonomically
laid out control panel would seem to aim it
not at the professional musician but rather
towards the adventurous home organist or
piano player who's heard rumours about
'synthesized sounds.' This initial
impression is given weight by the provision
of a small speaker (underneath the
instrument) and built-in amplifier
(delivering 1 watt according to the
information received but it's the loudest
one watt I've ever heard!) as well as a
headphone socket on the back.
Alternatively, however, despite its rather
home -like appearance, it's well capable of
producing a whole range of sounds which
would be much more 'at home' in a multi -
keyboard set-up.

So, I'll just try and review it as a synth in
its own right. The Korg has a three and half
octave keyboard, and the control panel is
raised and angled towards the player on his
left hand side. The control panel is finished
in two shades of green - almost army
camouflage colours.

The panel incorporates six rotary
controls, two sliders, six push buttons,
three three -position switches, plus a large
selector control. The whole panel is an
exercise successfully completed in
ergonomics: the function controls are
logically laid out with the three that are
most likely to be used during performance
(traveller, modulation depth and
portamento) closest to hand at the bottom
of the panel itself.

Still with the layout, the controls are set
within lined areas: reading from top left:
Power/Volume, Pitch, Modulation rate;
attack, sustain, vibrato, repeat,
portamento. The middle section controls
the voices, of which there are rather too
many to list here! The five position selector
controls the voice footage: 2, 4, 8, 16, and
32. The six voice switches are labelled

'Synthe 1, Synthe 2, Brass, String, Wood
and Voice'. Amongst the sounds available
are listed, trumpets, trombone, violin,
viola, cello, double bass, oboe, clarinet,
bassoon, flute, recorder etc. The last
section of the panel contains the traveller,
modulation depth, and portamanto
controls.

So, it's all there, but the next question is
- does it all work? Well, the answer is a
virtually unqualified yes. Everything about
the Korg exudes a quality which is pleasing
and reassuring. The keyboard response is
half -way between an organ and the more
tinny lighter keys to be found on many
other mono synths: all the knobs and
switches click and rotate firmly leaving the
player in no doubt as to which function he
has set his instrument to work on. Details
like these may not appear to be that
important - especially if the thing were to
sound dreadful - but in the overall picture
of an instrument they're vital.

The voices range from average to
excellent. Those labelled 'Voice' have
continuous portamento on them which is a
bit of a drag and I cannot fathom out the
reason. With a portamento control for all
the other voices available, it strikes me that
the permanent use of it with these five
voices detracts from the versatility of the
instrument. At the other end of the scale is
one of the best (and at this price, the best)
set of woodwind voices I've heard for
many a long year - flute especially.

Violins are good, as are the other strings,
but I felt the brass section could have been
beefed up a bit - and maybe an attempt
at a saxophone sound could have been
made?

The attack delay - probably about half a
second on maximum - proved to perform
its function admirably. Synthe 2 has the
obligatory it seems white and pink noise
variations. Synthe 1 produced some
excellent bass sounds especially well.

Vibrato, used selectively with the
modulation depth slider offered a great
many variations in sound, and the
portamento (please only to be used on
minimum otherwise it becomes just about
the most tedious whine available in modern
music) also did its job well.

Conclusions? As I started really. - it's
difinitely a split dual purpose machine for
home or live use. It's well made, well laid
out, cheap, competitive, looks good and
sounds good.
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combo amp with tuner
For little more than the price of an ordinary practice amp,

here's a beautifully designed, top quality studio combo made to
give years of service. The built-in A440 tuner with independent
switch and volume control provides a loud, clear note instantly it's
needed, and there's also a monitor facility for headphones. Avail-
able in two versions, Piggy 1 gives a full 10 watts RMS output,
Piggy 2 - loud enough for cabaret work - gives 20 watts RMS
with reverb. Guaranteed for two years, these amps represent
terrific value for money, but don't take our word for it. Try one
under our 7 -day FREE approval plan - your money instantly
refunded if not delighted!

Piggy1RILK&69.50

PiggY2RfS.UK&99.00
A

Packed with sophisticated electronic gad-
getry, these superbly made units enable you
to produce a whole range of fabulous new
sounds from your existing gear. They'll give
years of onstage and studio service, compar-
ing very favourably with much more expen-
sive products from the USA and elsewhere.

Distortion 10
Controlled distor-
tion gives range of
sound from hard
rock overdrive to
fuzz with long
sustain. Two con-
trols - Volume and
Distortion, plus in/
out footswitch.
£22.50 post paid.

111 1N

Compressor 20
This amazing sound -
stretching unit gives
you correct sound
balance and long,
clean sustain with-
out distortion.
Volume and Inten-
sity controls, plus
in/out footswitch.
£22.50 post paid.

For guitars, keyboards etc. and all other
instruments.

* Noisefree operation
* Strong, robust construction
* Diecast aluminium bodies in attractive

colours
* Small and neat - only 43/4" x 2'/2" x l'/2"
* Complete with 9v battery

Octaver 2
Play one note and
get another simul-
taneously two
octaves below. For
guitar, keyboards
and suitably bugged
wind instruments.
Volume control and
in/out footswitch.
£25.00 post paid.

Phaser 50
Provides low-cost,
studio quality
phasing for all
instruments. Vari-
able speed setting
allows you to
achieve a wide
variety of expensive -
sounding effects,
Low/high speed
control, in/out foot -
switch.
£25.00 post paid.

 IM Ell MI III

To: ABC Music International FREEPOST Esher Surrey KT10 9BR Esher 66197 - 24hr ansafone service
Seven day FREE approval plan
Try these products out at home or on a gig with your own gear. If
after seven days you're not over the moon with your purchase,
return the goods to us and we'll refund your money in full without
question.

Please send:

ABC
music

Piggy 1 @ 69.50 £

Piggy 2 @99.00 C

Distortion 10 @ 22.50 £

Compressor 20 @ 22.50 £

Octaver 2 @ 25.00 C

Phaser 50 @ 25.00

Prices include post/pack UK only
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INSTRUMENT REVIEW
Amp!Hie

PIGGY AMPS
Prices: Piggy 1 £69.50

Piggy 21'99.50
Reviewed by: Tom Stock

Oink, oink may well be the first
thing that was said to these two
strange looking amplifiers as they

trotted into the office shortly before press
day. Trouble was, no-one knew how to
sound like a pig in Japanese! We managed
to pen them into one corner of the office
while I got on the phone to ABC Music,
Addlestone and Esher, from whence they
had been despatched. As it turned out,

-ABC didn't seem to know an awful lot
about them themselves, even though they
are the sole importers of the porked-named
ones! Basically, all I was able to ascertain
was that they're made in Japan, available
only through ABC, and carry a 2 year
guarantee, and the prices include VAT and
delivery charges as well.

Armed, then, with such scant
information, I viewed my charges
cautiously. The caution turned out to be
unnecessary. They sat in the corner like
any other amp and required feeding only
with normal amounts of electricity rather
than swill. A little disappointing perhaps?
Well, as you can see, the two amps are
very similar - the only differences
between them are 1) the Piggy 2 is bigger,
it has reverb, a larger speaker, and pushes
out 20 watts as opposed to the piglet's 10.
so, the description is common in the main,
to both.

The Piggy is a small, presumably
intended for practise, amplifier/combo
with a single speaker (6" in the 1, and 8" in
the 2). The cabinet is normal construction
with the carrying handle on the top, but
there is no protection offered for the
corners on either model. The front panel is
particularly garish, a semi copper plate
colour with enormous black writing: a

couple of people in the office reckoned it
looked OK, so I suppose that's all down to
personal attention. Controls are pretty
standard to both: reading from left to right,
there are two jack socket inputs labelled
Boost, and Normal. Two over -sized rotary
controls follow, marked Gain and Volume.
In the next 'box' along are two more rotary
controls under a heading reading

'Equaliser', and underneath each control,
'high' and 'low.'

The Piggy 2 has next a reverb control,
and both follow with a strange, and quite
useful addition, A equals 440 0Hz. There's
provision for headphone listening which
automatically cuts the speaker, but I

wonder why the designer chose to illustrate
the function of this jack socket rather than
continue with written explanation. Lastly,
there's a yellow operational light, and a
large protruding, but still chunky toggle
on/off switch.

The front is covered in a webbed brown
and black cloth with a massive Piggy logo
in silver on black, also bearing the legend
'by Prince Amplifier'. The back panel is a
model of simplicity! There is only one
function on this back panel and this comes
as a complete surprise - it's a small cross -
headed screw which adjusts the A equals
4400Hz on the front - a little of that in a
minute.

So, turn them on (after first decapitating
the Japanese two pin plug and unravelling
a rather short grey lead) and switch on,
They're both reasonably quiet with no
input and the volume turned up, and with
input they both sound the same, so
comments are applicable to both. The
Piggy 2 is obviously more powerful, but the
sound characteristic - distinctly clean and
transistorised is common to both. The
provision of a gain control allows this
sound to be distorted when used in
conjunction with liberal amounts of
volume, but the distortion available is
particularly hard and violent, and will not
begin to approach the warmth of the
glorious overdriven valve. I don't expect,
however, that the designer had any
intention of this happening. The lack of
bass and treble controls is in part made up
for by the provision of the 'equaliser'
controls for high and low. Equaliser is
certainly a misnomer, as they appear to
operate as a partially restricted normal bass
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Beat's Joe Wenborne's hands restrain the pig.

and treble set-up, but there is sufficient
alteration of the sound to let that pass. The
Piggy 1, is after all, a very cheap
instrument.

The A equals 4400Hz is a very
interesting addition, confirming the belief
that these are practise amplifiers. The
rotary control as a click switch, and the
further clockwise you turn the louder
becomes the tone of A - a neat tuning
device. However, this explains my surprise:
why then allow this tone to be changed by
playing around with the screw on the back?
Answers, please, on a postcard!

The Piggy 2 has an elementary reverb -
it comes on half way through the turn
available and rapidly reaches maximum.
It's one of those 'distant' reverbs, making
the guitar disappear to the back of a hall -
pleasant, and unusual on a practise
instrument.

WHAT MORE CAN I say? They would
appear to represent reasonable value for
money - I would question the Piggy 2 as
20 watts is a bit over the top for practise,
and quite a long way under for the real
thing - although one must never forget
the presence of the superb Intermusic Imp
which is considerably cheaper than both of
these amplifiers. The 2 year guarantee,
however, would make one think the Piggys
(or is it Piggies?) have been built to last and
may well represent a good investment.
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T60 GUITAR
THE MOST IMPORTANT EVENT
SINCE HARTLEY PEAVEY MADE HIS
FIRST AMP!

Peavey's new T60 guitar
and matching T40 bass
bring a new meaning to
the word "value".

Crafted in the USA and
available at your dealer
now. The suggested
selling price including
VAT and plush lined
American case, is just
£292!

Peavey makes it happen!

Full details (SAE please)
from UK and Ireland
Distributor:

Peavey Electronics (UK) Ltd.,
Unit 8, New Road,
Ridgewood,
Uckfield,
Sussex TN22 5SX
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Some things appeal to some
people regardless of fashion.
Some folk'll go bananas over

vintage cars, the 1948 Sussex
women's cricket team, the House of
Lords, or, in its most extreme
manifestation, the new Prime
Minister: the list could be endless, but
it won't be. Basically, in the
phraseology of the sixties, whatever
turns you on. Some music, too,
crosses the fashion frontier, and more
particularly, some people's music
does: if it didn't, then this whole
business would be even more
transitory than it already is, even
more pointless than some believe it to
be. In rock's constant pursuit of the
new, the innovatory, it has long been
in danger of making itself obsolete
almost before it has arrived. It
demands attention, yet decries long-
term affection; it requires
subservience, yet eschews anything
more lasting than passing interest; it
establishes fashion deliberately to be
destroyed. It appears to have no
aspirations towards maintaining itself
for posterity, taking an attitude of
arrogant disregard for the future; it
bleeds the present, and gives back
only to the present.

My own life -time's conscious
interest in contemporary music has
seen whole generations of rock roots
come and go, and now yet another
one emerging from the morass of
mediocrity currently attracting the
attention of the music press in
general. But the whole movement is
so incestuously circular, that even
now Dylan is recording with Dire
Straits. I can remember the roots of
the 60's artists - the great innovators
who crossed from the restricting
confines of the way jazz had
developed, the Charlie Parkers and
Floyd Kramers; or the blues
performers of even earlier days whose
music gave birth to R&B.

For myself, however, my interest in
rock music developed along finely
defined parallel lines: English and
American. Brought up on a
complementary diet of John, Paul,
George and Ringo (Bert hadn't been
conceived then), liberally coated with
the Who, Stones, Move etc., I would
take as a sweet the produce of the
musical sons of Guthrie and Seeger,
and eventually the Byrds - the
fathers of the present West Coast
country rock scene. I had
contemplated writing this
article about the Byrds themselves -
but eventually decided to concentrate
on perhaps their most successful
distant relations: The Eagles.
Successful certainly in terms of
money, but I also believe in terms of
music, in continuing a folk/rock
30

culture which spread from California
throughout the rest of the world.

I guess the seeds of the article were
sown after the concert reviews the
band received following their last set
of gigs in this country - already
measurable in 'years ago' terms.
Accusations of 'cardboard cutouts'
rippled through the weeklies and
eventually found their prickly way
under my well -tanned collar.
Everybody becomes incensed from
time to time at professional reviewers'
comments, how many stop
and examine why and how these
opinions should differ so drastically
from those of the man sent along by
the weekly rag? How fashionable was

it to slag off the band in those days?
Did the editor request it to keep in
line with the editorial policy of the
paper? Had an interview offer been
rejected out of hand? Did the man in
question actually go to the gig? In the
Eagles' case the majority of the
reviews completely missed the point,
and compounded this fundamental
error by justifying their opinions
totally out of the context of west
coast thinking. Had the band invited
its audience to an exciting rock'n roll
show and then failed to deliver the
goods, things may have been
different. They didn't. They'd invited
their fans to a concert - not a gig -
and they gave one.



The West Coast's
most influential
rock band
examined under
Beat's microscope.
Tom Stock takes
a small extract
from his diary . . .

Michael Putland
takes the pictures

So, back to the subject matter in
hand - an appreciation of the
Eagles. There's a fundamental
difference between the development
of that side of American music and
the majority of rock music: it has a
closer relation in the manner in which
the British folk/rock culture emerged
from solo folk singers to give birth to
incestuous outfits like Pentangle,
Steeleye Span, Fairport Convention,
The Albion Band and so on. In both
American country rock and British
folk rock it has always been the
culture which has been the common
dominator in the establishment of
bands - not the individuals. While
there has been very little crossover

from band to band in rock - we are
only recently beginning to see a
realisation amongst major rock artists
that there is something more to the
`rock' world than perpetuance of their
own individual philosophies - in
British folk rock and American
Country rock the crossover has been
quite the most startling and obvious
demonstration of the fact that it's
been the music and not the statement
of philosophy of individuals that
counts for most.

The current line up of the Eagles is
as follows: Joe Walsh, lead guitar,
vocals; Don Felder, guitar and vocals;
Timothy Schmidt, bass and vocals;
Glen Frey guitar and vocals, and Don

Henley, drums and vocals. The band
has only had two changes in
personnel since it first came together
in the spring of 1971: Bernie Leadon
left in the autumn of '75 to be
replaced - to many's surprise by
Walsh, and Randy Meisner left last
year to be replaced by Poco's Tim
Schmidt. (The introduction of
Schmidt incidentally, continued the
Eagles direct association with one of
the most influential bands in the
development of West Coast: Meisner
himself had been the original bass
player in the first Poco format back
in November '68.)

All of the band have been
associated with this long development
of their musical style which can be
traced directly back to the grand-
daddy of them all, the Byrds. In one
case, Bernie Leadon, the association
goes back even further to a little
known band, the Scotsville Squirrel
Barkers, a San Diego bluegrass band
which recorded one album in their
four years of playing between '58 and
'62, and featured Chris Hillman on
mandolin. Chris, of course, became a
founder member of the Byrds.

So, how did it all start? The band's
members, strangely enough, are not
native Californians - Glen Frey hails
from Detroit where he had the
distinction of seeing the Beatles twice,
playing acoustic guitar on one track
of a very early Bob Seegar album
and reading an awful lot of stuff
about what was going down on the
West Coast. He claims to have been
the victim of the media, pressurised
by the extraordinary antics that were
being reported in San Fransisco and
Los Angeles: The Beach Boys, for
example, Greatful Dead and others,
although Glen didn't actually make
the journey west until considerably
later; he eventually got to L.A.
following the first Buffalo Springfield
album to bump straight into David
Crosby. Glen's girlfriend's sister was
reportedly being dated by J. D.
Souther (later Souther, Hillman
Furay) and Glen and Souther formed
a duo known quaintly as Longbranch
Pennywhistle! Having tried to change
the name to Doolin-Dalton, Glen was
offered a gig with Linda Rondstadt's
band, where he met two future Eagles
- Randy Meisner and Don Henley.

Don Henley's roots are in the deep
south of Texas, a town called Linden
- apparently a nowhere place: "All
you can do in a place like that is
dream; there wasn't anything to do
but sit and watch the sun sink in the
west. I used to watch it and say,
`boy, the sun's goin' down in
California - some day I'm gonna go
there." Because Don came from
Texas it was inevitable that his roots

31



Left to right: Don Henley, Joe Walsh, Randy Meisner, Glen Frey, Don Fielder.

music would be distinctly different
from Glen Frey's. Glen, was brought
up on a hard diet of Eastern rock as
performed especially by the long-
lasting Bob Seeger; in contrast, Don
Henley was influenced not so much
by the negro traditions of the south
with its soul and gospel, but more by
dixieland jazz which had infiltrated
the state. Henley was a constant
member of a dixieland band called
Felicity which played around Texas
for seven years before Don eventually
decided it was the right time to 'go
watch the sun goin' down in
California.' In August 1970 the band,
renamed Shiloh, recorded one album
with Don as drummer and
lead vocalist(as he had been since '63)
and immediately afterwards he found
himself sitting in the Troubadour
where he was picked up by Frey who
reckoned there might be a gig with
yet another permutation of the Linda
Rondstadt band.

Randy Meisner started out from yet
another part of America which yet
again different traditions and
cultures. He comes from Nebraska
and got his first band together in '62
- The Dynamic - when he was only
fifteen. Shortly after that
he moved down to Colorado
to form another band - aptly named
The Poor - which then moved
en -bloc to Los Angeles with hopes
of becoming an ultra -original folk
group. Ironically, perhaps for a boy
to come to LA as a folkie, he almost
immediately found himself playing
bass in the first incarnation of Poco
- the band that Richie Furay put
together following the break up of
one of the most singularly influential

and attractive rock bands of the day
- Buffalo Springfield. Unfortunately
none of them could stand the pace -
and Randy was the first to leave after
only one year and one album (the
superlative Picking up the Pieces
released in the summer of '69 when
Randy decided to leave.)

Randy rejoined two members of
`The Poor' who had got themselves
gigs in Rick Nelson's Stone Canyon
Band. Randy recorded two albums
with this outfit, before blowing out
music altogether and returning to his
native Nebraska where he took a job
in a tractor factory, of all things, for
the best part of a year. He couldn't,
however, stay away from it for too
long, and he found himself back on
the West Coast getting himself co-
opted into that same version of the
Linda Rondstadt band which now
housed Glen Frey and Don Henley.
Three Eagles in one nest already. It
seems we have more to thank Linda
Rondstadt for than a pretty voice,
legs, and extraordinarily entertaining
romantic associations with the leaders
of America's establishment, viz Jerry
Brown and President Carter's son!

Bernie Leadon's career through the
annals of West Coast history is
probably the longest and most
interesting. His career started, as I
stated earlier, in the Scotsville
Squirrel Barkers in San Diego. Bernie
had previously been playing in a
commercial folk band, but San Diego
was a centre for bluegrass, traditional
roots folk music, and he joined the
band on the departure of Kenny
Wertz in '62, playing, at that time,
the traditional instrument of
bluegrass, the banjo. Not long

afterwards, however, he quit the scene
and moved to Florida where he
stayed for three or four years before
the call of the Pacific reached him
again. He literally packed everything
he owned into a car and drove the
3000 miles west. Arriving back in
California he slotted straight into a
band called Hearts and Flowers
alongside an old mate from the
Barkers' days, and took over guitar
and banjo from Rick Cunha. The
band toured Southern California and
as it split up, Bernie fell into Dillard
and Clark, another band committed
exclusively to playing the southern
California circuit. Bernie played on
most of their first album and as the
band made the decision to revert to a
totally acoustic outfit he left and for
a time - as it turned out measurable
in months only - he joined up with
Linda Rondstadt in her Corvettes -
an incarnation prior to that which
eventually united the embroyonic
Eagles a couple of years later.

Michael Clarke, drummer in
Dillard and Clarke, had meantime
moved sideways to help form yet
another of the really influential bands
of the period and area - the Flying
Burrito Brothers. The Burritos
comprised Sneaky Pete - now a
legendary steel guitar session player
- Chris Hillman with whom Bernie
had played six years before, Chris
Ethridge, and Gram Parsons who had
just left the fifth version of the Byrds
along with Hillman. The Burritos
were probably one of the very first
bands to suffer from media hype and
overkill, one of the very original
super -groups. Their first album,
`Gilded Palace of Sin' was one of the
very best examples of the whole west
coast music scene (and remains one of
my very favourite records of all time)
but unfortunately, they simply
couldn't get gigs: their history had
associated them with a particular style
and they had decided to try things
differently and the public just
wouldn't wear it: and already, Gram
Parsons' drug excesses were causing
problems.

Towards the end of '69 Bernie
Leadon left Linda Rondstadt and
joined the Burritos as an additional
member just in time to add a few bits
to the second album which did
precisely nothing. The band had the
name but seemed unable to deliver
the goods live. The took the decision
then to get rid of Gram Parsons who
subsequently released two sensational
albums before becoming yet another
of the many rock fatalities of the
period. Leadon stayed with the
Burritos for a while longer. The third
album again received incredible
critical acclaim, but yet again the
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public refused to buy it and the seeds
of discontent were sown within the
band as its members became
disillusioned with their lack of
commercial success. Al Perkins
replaced Sneaky Pete who left for
session work, and as Al joined his
previous band finally split up - Don
Henley's Shiloh! This last incarnation
of the Flying Burritos did very little
and eventually Bernie was persuaded
to move across to Linda Rondstadt's
now Eagle -full band. The original
Eagles were finally playing together.

The history lesson, as such, does
however serve to illustrate a number
of interesting and important features
of the Californian music scene.
Firstly, not all of it is perpetrated by
Californians! (For that matter, listen
to British artists of the current day
like Chris Rea, Sutherland Brothers
etc. to see how far the seeds of
American rock have spread).
Secondly, the roots of Californian
music are not Californian either -
they're essential trans -American,
drawing on a far wider cultural
experience than the other music
centres of the 60's and 70's -
Nashville, Memphis, Chicago,
Detroit and New York. (New York's
horizons weren't widened beyond the
infiltration of outsiders like Dylan
until much later when British rock
and tax exiles began to use it as a
recording base. Nashville drew
exclusively on country culture and has
since developed into a mecca for the
purists.)

It is this wide sea of roots,
traditions and cultures which has
enabled the west coast tradition itself
to grow and develop. While lyrically
California is still about human
emotion and quite a lot about
cowboys - which might seem soft
over here but fer Chrissakes if your
brought up in a country with cowboy
culture what in hell are you most
likely to sing about in folk music? -
musically it has drawn hard from all
over the states: from even within
itself, for there was a distinct
dividing line at times between the
surfers of San Francisco and the
harder, more metal sub -cultures of
Los Angeles.

A third factor is the almost
football -transfer market of the bands
of the period. Each band grew out of
another, spawning itself across the
whole scene, lending and borrowing
at will, bringing still yet wider
influences to bear. British
contemporary bands appeared
insanely jealous of their privacy,
intent primarily on survival within a
given niche, even now crowing about
17 years of boring and unrelieved
togetherness in the case of Status

Quo; has anyone noticed the Stones
getting younger since they started
drawing on outside talent? While this
closed society operated in England,
things Were patently extremely less
narrow minded in the States. It was
because of this spread of influence
that the music developed so rapidly.

At this point it would be worth
mentioning that the people involved
in this spread of influence, the
diversification of talent were, at the
time, unaware of the future
implications of their actions. In no
way am I trying to imply that the
individual personnel moved from one
band to another in a conscious way
with the purpose of furthering the
spread of their kind of music. That
would be fatuous. In the same way
that there are out of work musicians
in this country there are the same in
the States. Musos need, above all, to
work, and if a band's in the process
of folding then it's only obvious for
the departing people to be looking
around for the next gig. Indeed,
despite the Eagles' reputed present
day fortunes, it would be foolish to
suppose that they have always been
successful, have always been involved
in the big time.

For example, the Flying Burrito
Brothers, the very name, is household
usage in most thinking rock people's
terminology. Even if there isn't a hint
of west coast music in the record
collection, the chances are that the
name, on its own, would at least
bring some spark of recognition: yet
the band made only three albums in
their highly creative stage, and they
made nothing in the way of money.
Prestige and posterity are the only
rewards for the Burritos, yet the
motivating factor behind the band is
far more likely to have been money
than it was either for the
aforementioned intangibles. However,
whatever the reasons that this
transfer market's situation evolved,
the fact remains that it established a
pedigree of evolution that can be very
accurately traced through the sixties
and early seventies. Indeed, in some
cases, there are examples of the full -
circle syndrome, viz. the reformation
of Gene Clark, Chris Hillman and
Roger McGuinn, into the Byrds
Mark God Knows What.

In fact, it could well be McGuinn
himself who is most responsible for
the proliferation of talent, and again
for the diversification. That the man
is a monster in terms of size in the
contemporary music scene is not in
dispute: the fact that he's one of the
most difficult men in the business is
important. The Byrds, massively
innovatory and influential as they
were and are, were doomed to hassle

by the very nature of the man whose
brainchild they were. McGuinn the
everlasting genius of west coast
music, can be a problem geezer: no
doubt: people weren't prepared to
play with him for long periods of
time because of his personality, not
his music. Thus McGuinn's ideas and
techniques were spread throughout
the whole vista of Californian music
more by accident than by design.
Consider if the Byrds had been a
tightly knit, welded unit: a la Status
Quo. Without the Byrd's bust up it's
unlikely that many of the giants of
the period would have attained any
status at all. The Byrds are directly
responsible for the formation of
Buffalo Springfield, for example,
which spawned the whole Crosby,
Stills, Nash and Young phenomenon
... but that is starting to move
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outside the brief of this feature. The
C, S, N, Y saga is even lengthier than
the Eagles!

So, back a bit, to the formation of
the band. Linda Rondstadt's
manager, John Boylan, was the first
to suggest that there could be
something in Meisner, Frey, Henley
and Leadon forming a band of their
own, and so the boys agreed and the
Eagles mark one appeared on the
music scene in August 1971. They
gigged around and recorded the first
album, 'Eagles' in October '72. At
that time I was hosting a 'progressive'
music show on BBC Radio
Merseyside (well, we all have to
work, don't we?), and I clearly
remember the postman arriving with
his usual arm full of platters, and
amongst them the first indication that
here was a new monster West Coast
outfit. I pity the inhabitants of
Liverpool for that Saturday night I
played the entire album, side after
side. Perhaps someone may have
wanted to hear something different?
The Eagles were already well -
packaged. The double sleeve had the
name across the wings of a soaring
eagle, high in the blue sky over
silhouetted cacti and the sun just
gone beyond the horizon leaving red
and yellow lines on the skyline. All
good Californian imagery I thought.
Inside, the inner sleeve is covered in
flowering cacti - all good
Californian imagery again. I
remember thinking the name was
pretty pathetic, and had it not been
for a casual glance down the
incredibly short credit list I'd
probably have thrown the darn thing
away and reverted back to the
Moodies (yea, they were big once as
well!)

However, a couple of names made
me interested. Jackson Browne had
been creditted with co writing one
song, and solo writing another, and
he figured in the special thanks
section as well. Gene Clark, the Byrds
original, also featured as co -writing a

song with Bernie Leadon. Bernie
Leadon himself rung the Burritos
bell anyway, and the album was
recorded and engineered by Glyn John
- in London - while the mastering
had been completed in L.A. (Sleeve
notes can sometimes make the
difference between playing and not
playing an album, you know?)

So here was the first Eagles album
- a concentrated mix of their own
histories, an amalgam of everything
they'd been through. Of course, some
things were constant. Vocals were
painstakingly recorded, re-recorded,
overdubbed, harmonised, mixed -
you name it, one of the most
instantly recognisable trademarks of
this kind of music. Not so much what
you're saying rather the meticulous
way in which it is said. Secondly
there's the usual mix of
acoustic/electric guitars - a hallmark
yet again: but there was definitely
something different: from the
opening of 'Take It Easy', with it
delightful bluegrass banjo, I knew that
here was not just another west coast
band - in this case one made up of
the back -stage players of the
hierarchy for in no way were or could
the Eagles' individual members ever
have been considered leading lights
within their own backgrounds - but
a band with some indefinable spark.

Here, of course, one is almost
forced to bend over backwards to
withstand the rush of criticism, the
barrage of abuse that is inevitable.
The Eagles? Joke! Maybe, but as I
said at the very beginning, some
things appeal to some people,
regardless of fashion: at this point, at
the time that this first Eagles album
was released, it wasn't that
unfashionable to be into West Coast.
CSN&Y were making big noises with
big albums, and there wasn't a hell of
a lot of interest going on in this
country. It was still the domain of the
Floyd, hangovers from the acid
period, the Moodies, hangovers from
the hippies, plus a load of dog in the
singles market. The Eagles may since
have been accused of deliberately
pioneering soft country rock with a
firm knowledge that the formula
would be commercially successful.
That sort of conclusion is easy to
arrive at now, in hindsight. It's always
simple to apply knowledge learned
after the event to the existing factors
of the time. -It is of course, again,
fatuous to suppose that. I grant that
the band's manager Iry Azoff was
an astute judge of the market: but
who could have supposed that four
geezers who had been in and out, in
the main, of fringe bands could put
it all together and come out six years
later with more bread than the

national income of half the countries
in the world?

The Eagles' first album, then, was
something of a milestone. Prior to
this the Americans had made inroads
into the British culture, but not on a
popular level. Although this
particular platter may not have been
an absolute monster in sales terms it
paved the way for Desperado - more
of which later.

Why? It's probably one of the
most difficult aspects of a music
journalists' life to quantify why some
bands appeal and others do not.
Personal opinion almsot certainly
plays a large part: it's evident from
the rise of the new wave that it
required considerable pressure from
the media to convince the public that
there might be something worth
hearing within the wave. So what was
there about the Eagles music that
demanded attention, and eventually
great affection - in this country?
Part of the dilemma is the sheer
Americanism of the band. It may
seem a relatively naive factor to point
out, but it is important. The British,
confined as they are in their green

Randy Meisner -bass
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island surrounded by a sceptred sea
and all that, are amazingly insular,
and yet long for the wide open
spaces: that of course my seem like a
load of old bull, but aren't you a
sucker for Westerns? Don't you like
epic films of garguntuan proportions
for entertainments' sake? Doesn't the
prospect of living in a state three
times the size of this country have a
certain appeal? The English have
longed after the States ever since the
War of Independence: before then it
was a natural national characteristic
to believe that GB was in fact one
hell of a lot bigger than it
geographically was, and that was just
before California had been
discovered.

The Eagles - successful in the
States anyway as they reiterated old
folk thoughts and dreams - became
successful here partially because of
the adept manner in which they
presented American culture in musical
form. Soft loping lines (there's a train
leaves here this morning) get to you:
no one in this country would sing a
line like that with anything other than
hatred! But trains in the American
dream are bright red, stuff steam of
wildly sculptured chimneys, pull
brightly coloured carriages through
thousands of square miles of open
prairie: this was an easily identifiable
America, an almost close -enough -to -
touch America, an America that
suddenly could come through the hi-fi
at home, through to the British
consciousness.

So - what happened next?
Desperado was what happened next,
and from the opening harmonica line of
Doolin-Dalton it was apparent that
what Linda Rondstadt's manager had
hoped for, what Iry Azoff had
probably dreamed about on his
weekly visits to the bank, and what
the band themselves maybe in a very
rash moment of wild dreaming may
have just considered. Not only was
Desperado an incredibly successful
album financially, it was, more
importantly, a good record. That may
sound pretty pathetic: what is a good
album? Well, it's a record you can
put on the office turntable (while
Black Echoes are out ligging in
Jamaica or Watford) and get
everyone else knowing the songs by
heart six years later; not only that,
but it brings out what is commonly
known around here as the old hippy
in a person. Despite the fashion of
today to slag them off as monster
money makers, as boring old this and
that and the other, as cardboard
cutout imaginations of a bank
manager with small musical
pretensions, despite all that people
are prepared to admit they really like

it. Like it. Not think it's the best
West Coast album of all time; not
that its musical content is particularly
interesting; not that its lyrically say
something of meaning to man in the
midst of his twentieth century
predicament: just that it's good to
here again -a natural emotional
instinct.

As it happens, however, Desperado
was a very important album of
peculiar aspirations: to produce a
concept cowboy album could almost
be considered a laughable idea. The
Eagles, however, took the idea and
developed it and eventually produced
an exceptional album. In retrospect it
is the Eagles' Dark Side of the Moon,
a virtually impossible album to
follow; the climax, yet so early on, of
their career. It was also the last
Eagles album to be recorded in
London and produced by Glyn
Johns. Glyn has gone on to
subsequent fame as an engineer and
producer in his own right, but the
Eagles have since been produced by
Bill Szymczyk and recorded primarily
at the Record Plant in Los Angeles,
with a trip out to Miami to record
somewhere along the line. The now
recognisable fact that the English
produced albums sound considerably
better is a strange consideration and
worthy of some attention. Why was it
the band performed better in
England, six thousand miles from
their base, and their accumulated
common roots? Why was Glyn Johns
able to extract more from them, both
in terms of musical quality and
production, than his illustrious
successor? I'm not prepared to try
and find answers to these questions:
the fact does remain, though, on file
till someone's prepared to venture a
reason.

Desperado told the story of the
Doolin-Dalton gang (remember Glen
Frey earlier had wanted to re -name
Longbranch Pennywhistle) with a
haunting accuracy, and it also told it
in the best lyrics they've written. The

memorable, catch hook tune was in
many places surrendered for catchy
hook lyrics, lines which had an
uncanny knack of saying precisely
what needed to be said in as very,
very few words as possible, with
complex rhyming schemes, with clever
sonance.

It's widely forgotten now, or
ignored deliberately, but the Eagles
weren't a put -together band in the
modern sense. It wasn't as if they
were just kids who had HAD
managed to put a couple of tunes
in shape and had been looking
around for some recording contract
or other. They had been
professional musicians for many years
before: real professionals, moving
from one band to another as each
one folded because that was their
trade, their only means of support.
Had that failed then, as Randy did by
choice when becoming tired of the
business, the openings were few.
Randy worked in a tractor factory,
remember, not as a business
executive. Yet now, the Eagles in
fashionable circles were a
manufactured band; were a bunch of
manufactured musicians thrown
together to produce unexciting rock
of a distinctly American nature. More
on this theme later.

Following Desperado things started
to happen within the band. Already
the Eagles had broken just about
every longevity record there was
around in California. The line up of
Meisner, Frey, Henley and Leadon
had remained the same for two and a
half years - no change, no leavings,
no arrivals. In the context of the
otherwise volatile west coast music
scene this was virtually
unprecedented. It is also responsible
in some respect for the comparative
non progression of the band's music.
While progress is upheld in many
musical quarters as being the be-all
and end-all, the raison d'etre for
being involved in rock music, the
pursuance of an unwritten notion that
every album should show a
`progression' in the music or
musicianship, this concept has been
less critical in American terms.
However, what was critical to a
band's survival was constantly
changing line-up. New ideas didn't per
se arrive within the limitations of a
constant line up, but rather with the
incoming personnel's contribution to
the already established structure. As I
will demonstrate a little later in this
feature, the converse almost
happened within the Eagles. Their
songwriting structure was very well-
defined by this stage, with
collaboration between the individual
members, an integral part, and it
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has been this factor in the creative
machinery which has partly restricted
the group's development of its
musical image. Thus, as I stated at
the beginning of this section,
Desperado signalled the end of one
part of the band's development; it
was tantamount to the passing of an
era.

In January 1974 the strangest and
least explicable development
occurred: the arrival of a fifth
member of the band, Don Felder.
Don is a total enigma. The only really
known fact about him is that he did
play with David Blue at some time.
Nothing else can be discovered. There
was no statement from the band to
explain the man's history, and
unfortunately in a great many
respects, manager Iry Azoff does not
allow interviews with the band per se.
No communication whatsoever is
allowed. So suddenly there's a fifth
member of the band, and no one has
any idea what he's there for, where
he's come from, or what he's been
doing prior to this.

We therefore had to wait to see -
and we had to wait until March 1974
when the third album, 'On The
Border' appeared. On the Border
turned out to be the most interesting
Eagles album of the five they have
produced so far. Firstly, the writing
had spread out even further: on
earlier records they had used outside
talents, but on the third they brought
in a host of people, working again
and more closely with Jackson
Browne in particular. Strangely,
though, Don Felder hardly figures at
all on the record. He's not credited
with a single song, and only appears
on the sleeve sparsely with a apology
at the top of the back reading (Late
Arrival, Don Felder, electric guitar.)
`On the Border' is altogether a less
cohesive record - even allowing for
the fact that Desperado was a concept
album it switches dramatically from
emotion to emotion, from laid-back
to, for them at least almost heavy

metal. It's by far the most disparate
of their records, and (again in
retrospect) is the one which probably
gives the most if you're prepared to
listen to it for long enough. There's
another interesting factor at play here
as well: two Don Henley/JB Souther
songs somehow slipped out of Los
Angeles and got themselves recorded
in London, again with Glyn Johns
producing and engineering. These two
tracks, slow, soulful, typical of the
earlier Eagles remain the very last
testimony to the best part of the
career and development. Laid back in
extremes, the very material that
Saturday nights with a big one are
made of, the very end of the week,
the last moment of peace before
sleep. This was essential Eagles, and

`The Best of My Love' could be the
very essential Eagle song. I doubt if I
could put it better than Glen Frey:
"... you know what happens? You
make a great record, right, and you
go through all the moves - you snort
the coke, you dring the beer - and
it's all very 'in' and vogue ... and all
of us did that ... but then, when you
become a 'headliner', all of a sudden
there's something expected of you,
something other than the moves. It
starts to ... it gets serious. 'Best of
my Love' was what did it."
`Best of My Love' was indeed a
serious track, with serious thought,
with human touchable lyrics and
the most sensitive production I've yet
heard committed to vinyl. In
contrast, 'On the Border' also
contained traces of harshness and
metal - almost an unheard of
attribute in west coast material and I
can't help wondering whether the
seeds of the next personnel change
weren't sown as far back as during

the planning and discussion of this
particular record.

Fifteen or so months after 'On the
Border' came the fourth album, this
time recorded mainly as a five piece
band of Felder, Henley, Frey,
Meisner and Leadon. Recorded
exclusively in the States and produced
this time exclusively by Bill
Szymczyk, it was an altogether
different and more ambitious album.
During it, during the recording of it
rather, however, perhaps the most
important personnel change came
about. The news filtered through that
Bernie Leadon has split the band.
Right at the very Zenith of their
career, Bernie just upped and left with
no explanation. (His long awaited
solo album eventually turned up last

year and there are no answers on it
either. It's a rather wimpish apology
of greater things that went before).

His leaving cannot be under-
estimated. He had been responsible
for a particular part of the Eagles
sound and roots. A fine, very fine
banjo player he had helped the Eagles
stay influenced by the early bluegrass
blood that ran through his veins -
the most taxing instrumentally that
they'd attempted. His interest in this
aspect of American folk music - I
suppose the English counterpart
would be the fiddle and the jig
aspects of folk - had kept the
Eagles' base rather broad; now they
had jettisoned this link with the past.
Bernie leaving the Eagles at this stage
would be comparable with Stevie
Nicks just walking out on Fleetwood
Mac as Rumours sold its second
millionth copy. The Eagles had
become very big business indeed. It's
reputed that Bernie literally walked
out to the john in the middle of a
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recording session and just never came
back. It's virtually impossible to
either substantiate or disprove this
rumour, so it is well destined to go
down in rock legend history. I'd love
to know. His departure also severed
the link, however thin, with the
original Byrds, and this too may have
been under -estimated at the time.
How important was it to keep in
touch directly from the place at
which, arguably, it had all started?

Anyway ... back to 'One of These
Nights'. Again it was massively
successful and it also gave the band a
hit single in this country. The title
track reached the upper echelons of
the charts (I can't remember how far
it got - apologies gentle reader) and
this later paved the way for what,
musically at least, was a disaster for
the band - the subsequent release of
one of those dreaded greatest hits
compilations. 'One of These Nights'
is basically as different from its
predecessor as chalk is from the yellow
edible stuff. It was written and
conceived for a five piece and not a
four piece band, now with more lead
guitars than was considered decent in
a good old southern boogie band.
(Interestingly, and a sideline I haven't
explored earlier in this feature, there
seems to be very little evidence of any
crossover or direct influence between
any of the southern boogie bands and
the Californian dynasty. The legends
of the South are a different tale
altogether - especially during the
early mid seventies despite the legacy
left by the original Allman Brothers
which has since spawned Lynyrd
Skynard, Outlaws, Marshall Tucker
and many another outfit. The only
crossover I can think of at this
particular moment is one of anti -
influence. Tom Petty reportedly left
his native south having got sick to
death of hours and hours of guitar
licks and driving boogie riffs to go to
California and establish himself there
... writing, indeed, songs for Roger
McGuinn: I guess, therefore, there is

something of a tenuous link between
the parallel developments.)

`One of These Nights' saw a return
to the earlier writing days as well -
in fact, there are only two non -Eagles
names on the writing credits, and one
of those, Tom Leadon, is obviously
closely related. In other words, this
was totally an in-house production, a
self conceived and matured idea, and
it's odd, therefore, that it shows the
most change, the most ambitious of
their recorded projects. The record
swings from the almost single devised
catchiness of its title track to the
strangely included instrumental
`Journey of the Sorcerer'.
Unfortunately it's now impossible,

Glen Frey - guitar.

and will remain so until such time as
one of the band decided to write his
own memoirs, to be certain about the
reasons for Leadon leaving. Musical
differences is an oft quoted cliche to
explain internal hassles and friction
between individual band members,
but I believe that 'One of These
Nights' is recorded evidence of this
musical difference.

Leadon seemed to be wanting to
get into heavily orchestrated,
complex, slightly more demanding
material, while the remainder of the
band appear more concerned with
continuing an already established and
successful formula. Good hook tunes,
nice lyrics about wide skies and
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cowboys coming home off the range,
clever instrumentation with constant
attention to acoustic guitar sounds
being compatable with their electric
cousins, multiple harmonies with a
singing top fifth, or an octave and a
third between voices: this had been
the stuff of success, this had been the
accepted rule. Bernie, however, may
have seen another way for the band.
Journey of the Sorcerer may be a
pretentious title, akin to Yes or Rick
Wakeman. In some ways the music
too was pretentious, but we're not
discussing that aspect of it here and
now. It's a very curious mix of a sad
sounding banjo and a full orchestra
in full swing - no lyrics, no
explanation, and in some ways,
hardly relevant to the rest of the
album. The last track on side 2,
however, is vintage and will become,
in time, a classic love song, a classic
goodbye. I doubt if it's true, but
there's mileage in wishing that it was
also the last song recorded on the
album as it turns out to be a rather
beautiful farewell to the Eagles from
Bernie: 'I Wish You Peace'.

So the stage was set: the Eagles had
been a four piece band and now were
presented with the opportunity of
becoming a four piece band all over
again. There were many candidates
on the Californian scene who would
have been able to fit in, to fill the
boots of the departing Leadon, and
maybe it seemed for a time as if that
was the most likely solution: pick up
a stray Byrd, or a stray Burrito, or
maybe Poco man who was becoming
disillusioned after ten years of trying
(and perhaps succeeding) in becoming
the best exponents of the west coast
art. But not even JD Souther who
may have been looking for a gig and
was certainly a potential replacement
and to boot, a personal friend of the
band, was offered the chance. It fell
to a complete - in west coast terms
- stranger, and not until after the
massive gig at the Wembley stadium in
June '75 (neatly coinciding with the
release of 'One of These Nights',
despite the fact that it was Elton
John's gig or so we were told on the
tickets!). The. Joe Walsh Band were
also appearing on that gig. By some
not so strange coincidence Iry Azoff
was also managing Joe Walsh's career
so there was something of a remote
connection between the two outfits.

Joe jammed with the Eagles a
couple of times in the States before
eventually being asked to, and
accepting, the gig of replacing Bernie.
So what the hel/did this do to the
Eagles? I mean who in the hell was
Joe Walsh? He had absolutely no
west coast pedigree at all, having
come from the East, via a stopover in

Colorado, and eventually to Los
Angeles. He had brought different
influences, an altogether, harder
approach. One thing was important
about him, however. He had
influence and prestige in the rock
world. A fine guitarist by anybody's
standards, he had musical and
instrumental fame which, one
supposes, the Eagles felt maybe they
were in need of. They were by this
time selling literally millions of
albums around the world - the
dreaded 'Greatest Hits' taking up
most of the moolah - but while they
had succeeded beyond their wildest
dreams by this time, they had still
failed to convince the so-called
cognescenti of their musical pedigree,
their fitness to take on the mantle of
the biggest rock band in the world.

Joe Walsh was born in New York,
three thousand miles away from the
Eagles' stomping ground, and then
raised in Ohio. He was aware of the
Beach Boys and the late rock 'n roll
layovers from the fifties, and started
his guitar playing on bass while at
school at the Kent State.
(Incidentally, he started on bass,
partially because the school band
needed a bass player, and partly
because: "It was easier - it only had
four strings!") While in college he
took up the six string and threw off
his earlier influences on hearing
British guitarists Eric Clapton and
Jeff Beck: he listened to their records
for hours on end, and they have
formed the basis of his six string
playing. He was also studying
electronics at the time, along with
music theory, and he's a well known
guitar 'fiddler' - rewiring p/us and
generally hotting up his standard axe
armoury.

In the spring of 1969 Glenn
Schwartz left the James Gang, and
Joe was invited to fill his place. The
following year, after the '69 release
of `Yer Album', the James Gang
became extremely big news indeed,
releasing three terrific albums (`James
Gang Rides Again', 'Thirds', and
`Live in Concert' between January
1970 and the end of 1971) all of
which went gold. Walsh had become
a star - in fact, the archetypical
guitar hero, long blonde hair flailing
in the wind complete with distorted
face, closed eyes, and that look of
pain which seems to belong to all
guitar solos. He's consistently been
involved with guitar sounds, and
effects pioneering the use of the
Voice Box amongst other things, and
although the most popular image of
him is leaning over the top frets of a
Les Paul (in his case an immaculate
'59 Sunburst) he is also a Fender man
as well, using a 54 Strat and a

"Joe Walsh . . . the
archetypical guitar
hero, long blonde
hair flailing in the
wind, complete with
distorted face, closed
eyes, and that
distinctive look of
pain . . ."

relatively new Telecaster as well.
But then Joe had had enough,

became tired and decided to go it
alone - and with the cult status he'd
attained at this time he had no
trouble in putting together a very hot
little three piece outfit, Barnstorm.
He recruited Kenny Passarelli - a bass
session man who had played with Jan
Hammer, and who later went on to
play with Elton John and Steve Stills
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and Joe Vitale. (He had, it has been
reported, earlier refused a gig
replacing Frampton in Humble Pie).
Barnstorm were head quartered in
Colorado, and this the line to the
West was beginning to be drawn.
Barnstorm released one album in '72,
but hardly played live as Joe was said
to be pissed off with the road after
the hassles of the James Gang.
Adding a keyboard player in '73, they
released probably the best example of
Walsh's work; 'The Smoker You
Drink, The Player You Get' and with
a sudden new lease of life the band
hit the road in a very big way -
something over 300 dates in the year
- before it fizzled out. Walsh then
made the move to California, to get
himself on the LA session circuit
where he subsequently worked with
BB King, Rod Stewart, Steve Stills,
The Eagles, produced Dan
Fogelberg's second album,
`Souvenirs', and somehow managed
to release his first solo album, 'So
What'.

Tiring of session work he formed
his own band, this time with his own
name, simply, Joe Walsh Band, which
cut one album, and then the band set
off to play the massive Elton John
gig at the Wembley Stadium on which
the Eagles were also playing. The

association with the Eagles had begun
in the session work in LA, but there
were other links: they had the same
manager, and Bill Szymczyk had
produced the early James Gang
albums. As Bernie Leadon left, so
Joe Walsh joined.

In December 1976 the band
released 'Hotel California' (released a
couple of months later in this
country) which had been put together
completely without Leadon. Hotel
California - I suppose it can still be
considered as being their 'current
product' - came as a rather big
surprise to many, and a

disappointment too. The Eagles had
suffered accusations of 'softness', of
losing some of the grit and guts of
their earlier albums, of dissipating
their country rock roots in favour of
the well -packaged orchestrated
formula which had made 'One Of
These Nights' such a success. It was
hoped that the inclusion of Walsh,
and his completely - to them -
alien set of influences which
embraced both the early American
blues, and its proteges in England
might have a favourable effect on the
music: it wasn't unreasonable, at the
time, to have expected to hear
considerably more - and rawer -
guitar, added to the general overall
picture. Surprisingly, it was not to be.
`Hotel California' included only one
Joe Walsh/Joe Vitale song - Pretty
Maids All In A Row' - and that too
fell below his previous standards and
slotted in to the Eagles sound without
raising an eyebrow anywhere. He co -
wrote one other with Don Henley and
Glen Frey, 'Life In The Fast Land',
which is the only real rocker on the
platter, and the only track which
showed waht just might happen if
one day the band allow Joe's guts to
get driving them.

Apart from that, Hotel California
was the same successful formula all
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over again: it did contain one classic
Eagles song, 'The Last Resort', a
beautiful combination of strings and
guitars, a strong, repetitive melody
which seemed to demand a chorus but
always cheated the listener as the next
verse picked up again, and the whole
track - 7 and a half minutes of it -
is a triumph of production as the
Song builds up to its climax slowly
all the way through to the end.

Perhaps, though, as the months
roll by into years, the most significant
thing about Hotel California is
whether or not it will turn out to be
the band's last. There is strong talk
about another album, and I expect
one will show up somewhere along
the line, but at the moment The
Eagles are resting on laurels which
must fast be turning yellow with age!
 Following the release of Hotel

California, some months later, The
Eagles came to England to play the
Wembley Arena - or Empire Pool as
it was then. It was these gigs, right in
the middle of the punk boom, which
caused the British rock press to vilify
the band's live act. I admit it could
have seemed pretentious to some to
see five 'hippies' complete with
backdrop of Californian sunset, plus
a full forty piece orchestra going
through rock'n roll motions: but as I
stated earlier, they missed the point.
The point of those gigs was 'simply'
to play their music, and if one writes
music for forty piece orchestras, then
one needs to take them on the road,
doesn't one.

In the intervening years since Hotel
California, the Eagles went through
another, and at this point in time,
their last change in personnel.
Founder member Randy Meisner
decided to up a leave to pursue a solo
career. Randy's contribution to the
Eagles was massive: his bass playing
had always been heavily on the follow
the drummer style -he could never
be described as an innovator - but
he as a prolific writer, and,
especially, a great vocalist. While
drummer Don Henley handles the
majority of the singing, Randy took
care of the top harmonies where the
Eagles have always soared (and
scored) and for proof take the dying
bars of 'Take It To The Limit'.

Randy's replacement - yet to be
heard on record - was a good and
natural choice. Randy had left
Richie Furay's Poco in 1969 and had
been replaced by Timothy Schmidt.
Schmidt had remained with Poco for
the years that followed, and had
contributed heavily to their musical
prowess, writing some of their very
finest songs (`From The Inside', 'Here
We Go Again', etc.) but, like the rest
of the band, had never had the
40

commercial success that the potential
talent seemed to demand. His bass
playing there was different again to
Randy's, being far more inventive.
He plays bass with his first two
fingers which allows him a lot of
freedom in fast bass licks (which
aren't incidentally a feature of Poco's
music) as well as giving him room to
fill the spaces that always permeate
harmony orientated bands. What
contribution he will be allowed to
make to the Eagles is as yet
uncertain: it could be that he will
have to subjugate himself to the
corporate identity of the Eagles in
much the same way as Joe Walsh has
appeared to have gone; conversely,
however, there is certainly room now
for improvement in the band's
musical direction, and a combination
of Walsh and Schmidt as the
newcomers may be powerful enough
to swing the balance within the band.
(Schmidt, also, brings roots with him
- he's the only member of the band
now to have been brought up in the
state of California!)

Which brings me up to date - The
Eagles. The Eagles have turned out to
be the west coast band which brought
the music of California out of its
native state and country and into the
`pop' thinking of the rock world.
Almost as much as the Byrds, they
stylised folk rock - and they are
probably the natural successors to the
legendary Byrds themselves. It's
difficult to point exactly how their
success came about, considering that
the four original members of the
band had no personal charisma or
following of their own to take to the
newly formed Eagles. Unlike many of
the bands which came of this period,
they had no cult leader: could this
have been significant? Impeccable
pedigrees they most certainly did
possess, but they hadn't the personal
following of the likes of Young,

Stills, McGuinn, Hillman, Furay, Jim
Messina, et al.

Careful (some would say restrictive,
including me) management has also
had its part to play. It seems that the
Eagles set out to become successful
deliberately, rather than to play the
music and hope that it would score.
The didn't and haven't operated the
freer system from which they, as
individuals, came. The Eagles will
never head their own family tree, for
movement into and out of the band
has always been severely restricted.
This restriction, however, most
certainly has harmed their own
musical progression. While other
bands of their ilk have spent nearly
two decades forming and reforming,
borrowing and lending, the Eagles
have somehow managed to retain
their corporate identity; they may
have won here, but they've lost some
of the spontaneity which is prevalent
in many of their distant cousins.

Now we simply have to wait for the
next produce to ascertain whether
they will be able to maintain their
success story. I personally doubt it:
there's never been a tradition of long-
standing success in this field -
legends are easily made in a short
time, especially when you consider
the impact the first incarnation of the
Byrds made in their very short years
together. The Eagles may well be
suffering from the 'how do you
follow that?' syndrome in one of its
weirder forms. Fleetwood Mac's
silence in the past two years, for
example, is easily attributable to that
syndrome. Rumours was a particular
album. The Eagles, rather, are
suffering from a whole number of
years of having four 'that albums'. It
would be a pity if this is the case.

Thanks for factual information in
this feature must go to Pete Frame,
Asylum Records & Guitar Player
Magazine ...
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STEVE FORBERT
ALIVE ON ARRIVAL
CBS EPIC EPC 83308
I've been aware of contem-
porary music for more than
twenty years. Over that
period a few singers, writers
and performers have made
indelible marks on my per-
sonality, have given me that
little extra enjoyment out of
life, and have made me ex-
amine why I am basically a
musically orientated
character. In that span many
a life hero - for other peo-
ple - has come, arrived,
been adored, respected,
copied, and died - in some
cases literally. Elvis Presley
knocked on my con-
sciousness; Buddy Holly had
my elder brother speechless;
the Beatles loved me; the
Stones frightened me in the
ABC Northampton in '63;
my own son's second name is
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derived from Bob Dylan; the
Byrds flew through me, while
the Moodies took me to the
threshold of their dream;
Neil Young cared for me
after the Goldrush; prior to
that, Frank Zappa freaked
me out and Hendrix took me
along the watchtower in a
purple haze; David Bowie's
chameleonism confused me,
the Floyd kept me stoned,
and Tom Petty woke me up
again ... yes, gentle Beat
Reader, you've found
yourself in the birthpangs of
a very personal Ed's review!

Very, very occasionally,
I'm tempted to throw away
the embracing cloak of a
`record reviewer' and
become for a precious mo-
ment, a genuine punter
again. This then, will be an
over -the -top review, a pure,
unadultered object of fun to
the objective professional, or
even my colleagues on Black
Echoes who derive fun from
my enjoyment of a record. In
this instance, it doesn't mat-
ter. I'm on my way from
Beat, and feel particularly
happy that the very last plat-
ter I should take away after
two years and 9 months
should unequivocally be by a
long way, the very best
album I've reviewed - in my
opinion anyway, and, I'm
happy to say, in this in-

stance, a subjective, personal
review is going to be the only
kind I can manage.

There are stars and stars:
the big bands in the world at
this present moment, those
that, through album sales
figures aline, cut through
the classification of likes and
dislikes, may well be great
musicians, great commer-
cialists, successful
manipulators of public taste.
Fleetwood Mac, Abba,
Wings, ELO and others,
have large bank accounts in
common, if you want to get
down to the very basics.
They produce goods for the
masses, and the masses buy
them without questioning
what music is really about.

But then, how often do
you question the music that
you really like? Does Johnny
Winter say anything to you
blues freaks? I mean, say
something important,
something new, something
that genuinely no one else
can say? Perhaps he does; if
he does, then you're lucky.
You might understand Steve
Forbert. Continuing on the
theme, though, becomes
more and more a quick sand
saturated occupation. Un-
doubtably there are some to
whom the Osmonds will re-
main the genuinely creative
genii of the early seventies.
And these too, no matter
how misguided within the
context of the vast majority
of so-called rock music en-
thusiast s , may well
understand Steve Forbert.
No matter - because as I
said earlier - this is a subjec-
tive review, an over the top
exclamation of genius.

Contemporary music is
forced to wear many hats, to
don varying disguises, to
withstand constant examina-
tion and to re-examination;
statements of the sixties have
too rapidly become the
cliches of the seventies; ax-
iomatic morality too quickly
evolves into puritanistic opi-
nion; fashion, inevitably
becomes 'old -fashion'.
Through all this constants re-
main. Life continues, and
people talk about it, sing it,
live it, relate it, enjoy, hate,
and tolerate it. Occasionally
someone puts it down in
black and white, or in some
cases in colour. They paint it;

they sculpture it; they build
it; they write it, act it, or even
sing it. Without these
observers there'd be no da
Vinci or Salvador Dali; no
Michaelangelo or Barbara
Hepworth; no Wren nor
L'Epicier; no Shakespeare or
Solzenitsyn, Garrick or Tom
Courtney, and no Richard
Tauber or Bob Dylan. Occa-
sionally, then, there's a Steve
Forbert.

But, naturally, that kind
of statement begs a great
many questions. What is not
in doubt is the excellence of
this album: what is ques-
tionable is whether he can do
it again, and therefore join
the elitest company men-
tioned above. In some
respects, however, that sort
of relationship thought is ir-
relevant. Is Leonadas less a
hero because he could only
die once in one battle that
has made his name last two
thousand years? Is Attila less
a bastard because he only
destroyed Western Civilisa-
tion once? Is Harold less
blind because only one arrow
hit him? And would Isaac
Newton have discovered
gravity twice had
fallen from the tree, or
would he simply have a
doubly bruised head? (The
longer this goes on the less
chance there is of Pseuds
Corner repeating it!)

To sum up then, Steve
Forbert has released a debut
work of art - one of my
very favourite albums,
without doubt the most
significant debut of the pre-
sent decade - bar, possibly,
the Sex Pistols album - one
which, no matter what hap-
pens to him next, should be
looked upon as a flash, a
spark of creativity. A first
record, a statement of fac-
tors unrelated to the business
of records, without concern
for commercial considera-
tion from the artist's point of
view, a genuine breath of
fresh air. So, on to the
review.

What do you want to
know about Steve Forbert?
(One of the most annoying
facts inherent working for a
monthly magazine, is the
relative timing of things: by
the time you've read this
review, written three days
before the interview and



three and a half days before
the lone live gig in this
country, three issues or
maybe even four of the
weeklies will have come and
gone.) Nothing much else
will be left to be said about
Fobert as he'll have suffered
the sort of overkill which
sent Springsteen packing
back Stateside into involved
legal wrangles and creative
obscurity for three years.
There's an even chance that
the very industry which needs
the likes of Fobert most will
be responsible for needing
him so much that it'll
strangle the very attributes it
demands so much right out
of him!

Doubtless many of you
will have heard of reports of
the new 'Dylan'. In fact early
on in my possession of this
record I described him as such
to a friend of mine who two
weeks later rejoined, `if he's
the new Dylan I prefer him to
the old one.' In fact, he's as
much the new Dylan as Bob
was the new Presley. The fact
that Forbert uses clever,
realistic rhymes, long metres,
harmonicas, esoteric subjects
mixed directly with per-
sonalisms, has no regard for
the status quo between lyric
and melody, and generally
puts over what he wants to
play as opposed to what he
or others may believe is what
should be heard, still doesn't
make him Dylan's successor.
Does Dylan's rule require an
heir apparent? Hopefully
not, but were it too, then
perhaps Forbert would be
named Crown Prince.

Ignoring that ghastly con-
cept, Steve Forbert's Live on
Arrival is a sensationally
powerful debut album from
a young American singer
songwriter who having en-
dured a mixture of dead end
jobs in the south west made
the journey to New York to
play the Dylan land of sub-

, way stations and Greenwich
Village wine bars before be-
ing whisked to the Epic
studio land of pro produc-
tion and expensive arrangers.
On this platter he has record-
ed a couple of classics,
observations of the current
state of man as he really is as
opposed to how the majority
of us live him, and worse,
believe he ought to be lived.

For my generation he's a
breath of memory sounding
refreshingly familiarly con-
temporary; for those knock-
ing twenty he's the Guardian
reader's elitist cynic until you
get to know when he starts
saying precisely what you
want to say but just that little
bit more articulately. He's
written the classic buskers'
song - a blast from the
liberal sixties you might say,
until you've done the rounds
of the underground stations
of 1979's London: 'all ears
may listen for free.'

More than this, he's arriv-
ed at an important time: the
new wave, successful as it
was, has not achieved the
potential promise of over-
throwing current music's
direction; rather, it's vacant
nihilsm is directly responsible
for the over -packaged
domination of disco now, a
complete contrast. Forbert
follows paths successfully
trodden by Dylan in music,
Warhol in pictures, Bach in
contemporary analgous
writing, Ginsberg in poetry,
and so on: all pioneers in
their field, but who's to say
that their proteges have not
meant more to those that
missed the debut: Joni Mit-
chell or Joan Baez; Oxtoby,
Dean, or Kim Poor; Tim
Rice, Andrew Lloyd Web-
ber, or Pete Townsend;
McGough, John Lennon etc
... are they any less valid
because they were not the
pioneers themselves?

So Steve Forbert: a Dylan
protege, undoubtedly, bui
none the smaller for that. His
songs perpetuate the ex-
perience he has had: proof
that despite technology peo-
ple live roughly the same;
they still travel, still love, still
work in dead end jobs, still
cry, laugh, dream and hope.
Alive on Arrival is a monster
debut album. It would be
tempting fate to even hope
that the boy will develop as
far as Dylan has travelled
since '63. That would be ic-
ing on an already extremely
well decorated cake.

T.S.

TIM HART
TIM HART
CHRYSALIS CHR 1218
Well, well, well - Steeleye
Span co founder Tim Hart

tries to escape boring and
persistent folkie categorisa-
tion but somehow doesn't
quite manage it, yet still ends
up producing an interesting
and entertaining first solo
album. It's this sort of record
that makes me wish dearly
that the writers of press
releases should be exposed to
the real public and not just
the record reviewer who
know it's their job! Anyway,
I do agree with the
perpetrator of this particular
release that there will be
some to whom this album
may become something of a
shock ... but really claim
there are 'several potential
hit singles' on this platter is
just totally and utterly
ridiculous. Consider yourself
lucky - you only have to
listen to the music: we have
to read the platitudes that go
with it.

Tim has gathered together
a standard group of people
- Steeleye's Nigel Pegrum
sits behind his familiar drum
kit, and Steeleye's Rick Kemp
stands with his familiar bass
guitar, and Steeleye's Maddy
Prior handles vocals - Sad
Cafe provide Bic Emerson on
synths and other keyboards
and Ashley Mulford on
guitars, and basically the
musicianship is high but
uninspiring and not surpris-
ing either.

Sadly, according to the
promotional guff anyway,
Tim is, 'quote', wanting to
`be a pop singer' and comes
out with a totally indefensi-
ble pile of clap trap with the
line, 'there is no folk-rock
market ... it just faded away
and it failed to achieve the
success it promised. For us,
(Steeleye), 'All Around My
Hat' went gold, 'Rocket Cot-
tage' went silver, and that was
that. We were an album
orientated band, and these
days singles are taking over,
and the power of albums is
diminishing.'

Jeez Tim, if I'd have known
it was money you were after
I'd have insisted my wife
gave back the pound notes
she scored at your Christmas
Show in '76!

So, after all that, to the
record in question. It's good,
very English, not quite as
predictable as perhaps one
might imagine as it does have
some interestingly alien
rhythms thrown in around the
basically secure format, but
with the amazingly typical
British folk rock voices
(Tim's nasal 'folk' voice) it is
securely folk-rock and
whether or not he considers
that there is no folk rock
market he's lumped himself
in there, by his own name
now.

Given all that, it's worth
listening to if you're into the
folkie rocky circuit, but

Continued 00 
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there's no way that I could
say it could convert the
doubtful. That record has
already been made, Rise Up
Like The Sun, by the Albion
Band. No amount of rock
orientated guitar leads like
on the interestingly arranged
tradition 'Come to my Win-
dow (track 1 side 2) could
lead to any other conclusion.
All the same, nice one Tim.

T.S.

MOLLY HATCHET
MOLLY HATCHET
EPIC/CBS JE 35347
Somewhere else on these
pages I've gone heavily for
Crazy Horse for not supply-
ing sufficient information on
their sleeve. Now it's the op-
posite. Molly Hatchet supp-
ly a whole book full of the
stuff: reading the sleeve and
inner sleeve will supply the
following information: their
names, instruments, which
amplifers they use, the
lyrics to the songs, engineer,
his assistant, recording loca-
tion, plus all the other usual
gubbins about management
and all that, plus indeed,
several flowery paragraphs
about the band - where they
came from, where they're go-
ing, who they might be like,
and so on: come on lads, this
is a record not a library!

Anyway, to sum up the in-
fo available on the sleeve,
Molly Hatchet are a bunch of
Southern States boogie
players who listened to
Lynyrd Skynyrd and others
of that ilk reckoned they
could do better, tried it, get
promoted by their manage-
ment and record company as
having managed it, and un-
fortunately turn out to be so
similar that it don't really
matter at all. I'm a sucker for
this kind of music when I'm
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feeling particularly senseless
(some would say that's about
95% of my waking existence)
and there's a reasonable
chance that I'm feeling
senseless at the moment of
this review! I think it's great
but I'll probably hate it in the
morning. You get the pic-
ture: bit out of order, old
lady feeding the baby, record
turned up louder than the
neighbours across the other
side of the village like, back
from the pub, Sunday night,
couple too many pints of
Ruddles, let's put on some
banality: well, that's this
band through and through.

There are three lead
guitarists, all of them a darn
sight hotter than the vast ma-
jority of acclaimed axe heros
of the freer thinking Western
would, bass drums and a lead
singer who must get pretty
bored during what I imagine
the live show must look like.
Still, the press release which
accompanied my copy said
something about them being
Lynyrd's successors ... well,
have to take issue I'm afraid.
OK, so the three of them can
put riffs together, make their
Les Pauls scream (but why
not try a classic Marshall set-
up?) but then there's a whole
bunch of bands that can do
that. The late, highly
lamented Lynyrd however
did manage to write a couple
of really, genuinely classic
songs: Sweet Home
Alabama, and Free Bird:
both of them despicably con-
federate, fascist, and nasty in
concept, but musically,
classic all the same. Molly
Hatchet don't sound to me as
if they have that kind of in-
spiration in them.

It's all good wailing,
screaming guitar stuff, get-

ting it on for the very sake of
getting it on, but it's not
amazing, in caps, if you
know what I mean. If you
don't think of Lynyrd, think
of the Allmans, think of
Grinderswitch, think of .38
Special, and think of the,
Outlaws. If you're into that
sort of stuff, this is an ace
debut album for you. You'll
love it. For the rest, save
your money for well, hell,
Steve Forbert! (Am I going
on too much about that
platter?)

T.S.

JAY FERGUSON
REAL LIFE AINT
THIS WAY
ASYLUM K 53086
I've not heard Jay since
`Thunder Island' and 'cos of
lack of reliable information,
I don't know if this is the
follow up to that album, or
whether I've missed out
somewhere in between. As it
happens that should hardly
be significant. One shouldn't
continually be required to
judge a man's performance
relative to his last effort. The
songwriter/ performer isn't
in competition with himself,
or his past efforts. If he
were, then McCartney would
have stopped writing after
penning Yesterday (ironical-
ly, incidentally, one of the
very first tunes the man ever
wrote, before the Beatles had
actually formed). Neil Young
after writing After the
Goldrush, etc. - the list
could go on.

So, Jay Ferguson has
released an album called 'Real
Life Aint This Way' - and
exceptionally American it is
too, and disappointing it is
too - one of the most
eyebrow raising facts about it

is that the producer, Bill
Szymczyk (honest, that's
how he spells his name!) was
responsible for both this and
Thunder Island. (On the
other hand it could have been
the uprating of the hi-fi car-
tridge which leads me to this
conclusion!)

I just get the feeling that
the production on this latest
offering is rather over -lazy
and disinterested. Jay's got a
voice which needs care pro-
ducing it unless it's going to
end up sounding hard and
flat despite it's naturally soft
characteristics. And, to name
it after the most boring song
on the record is a bit unfair.
The catch title vocal
disintegrates - hasn't the
producer heard that a
judicious twist of the echo
facility will help to support a
voice required to go from its
natural range into the grey
area of falsetto/alto? That
twitch of the echo button
may well have turned Real
Life Aint That Way into an
ace song. Unfortunately it
didn't happen.

So - what is it - overall
relatively bland,
unmemorable songs and
particularly unmemorable
lyrics, stereotyped rhythms
and arrangements: very the
other side of the big wet one
that separates us from the
States, and overall I recokon
it's been a waste of time
importing this platter.
There's enough ordinariness
knocking about from our
own artists at the present
time without having to have
this thrust upon us. It's not
as bad as maybe you reckon,
from this review - but shit,
why the hell don't anybody
let Jay play his keyboards,
and sing his gear without
wrapping it all up in such an
ordinary package. Come on
Jay I've heard you do better
- try a real, solo, album,
huh? T.S.

SUTHERLAND
BROTHERS
WHEN THE NIGHT
COMES DOWN
CBS 83427
One of the hassles with mon-
thlies is that what was a
preview, white label album
could well be old hat by the



time the mag appears on the
streets - such is the case
with this platter. Anyway,
that explains the lack of
sleeve pic. What, however,
explains the music? I've
never been closely ac-
quainted with the Suth's
music in the past other than
through compulsory exposure
to a million versions of 'Sail-
ing' and the occasional ear
bent towards the radio dur-
ing the time 'Arms of Mary'
was swanning around the
charts. So, if you like, here
follows a review of a debut
band - to me at least.

WHITE LABEL
ADVANCE

COPY

Aw, OK, I'll come clean -
I do know a bit more than
that. Still, 'When the Night
Comes Down' remains a pro-
blem platter. The mind -
the awake rock mind at least,
does require classification
and categorisation. Record
collectors like to be able to
slot artists into the right
place, need to exhibit taste
on their album shelves, need
to differentiate: the Suth's
latest offering is so American
it's just ridiculous the guys
weren't born next door to
next door neighbours of
Poco, Crazy Horse, Fleet-
wood Mac (in their present
incarnation) and many more
besides.

All the ingredients are here
- even though I'll give the
brothers the credit and state
that they don't actually sing
in that nauseus mid -Atlantic
that was popular in the mid -
Sixties (remember them,
huh?). But, given that excep-
tion, there's multi -
harmonies, soft vocals, plen-
ty of acoustic guitars in the
mixes, plenty of lead guitar
mixed back, a fair amount of
meaningful lyrics, simple
chord sequences, strong
melodies, simplistic ar-
rangements - all here. This
might actually sound like I

don't like tne record which is
totally a faulty impression. I
love it immensely: I reckon it
stands as good a chance of
sitting on my turntable ten
years from now as say Dan
Fogelberg (who?), plus many
of the other less -known but
famous amongst those in the
know West Coast adherents.

But take a song like 'Easy
Come, Easy Go' - piano in-
troduction, thin voice, strong
melody, in a straight se-
quence making the most of
major/ minor seventh rela-
tionships on the first verse:
bring in just a tight hi -hat
closed drummer, add tons of
strings but keep the vocal
mix high; add some sax in the
break and carry it through a
lush orchestration, add some
repetitive vocal harmonies,
bring in middle eight, retreat
back into opening - all
classic: the Eagles would
have loved this one - tight
lyrical story, catch phrase,
`it's hard my friend, but it's
easy come and easy go.' And
this one is probably the least
typically American!

I doubt, somehow, if it's a
justifiable standpoint for
reviewing this platter; to be
close to criticising it for being
American knowing the
perpetrators come from
Scotland? Why not?

OK, given that, here's a
fine collection of laid-back
numbers - American feel,
not lyrically saying an awful
lot of importance, deman-
ding only to be heard but not
really to be listened to,
platitudes sung to pleasant
tunes, or should I say
t000000nns? well produc-
ed, well -mixed with no par-
ticularly outstanding track.
It wouldn't sell a million in a
musicless world, and it won't
sell a million in the real one
either. Cleverness by the ton,
full softness, excellent
harmonies, memorable
tunes, no hassle
entertainment. I like it: it
won't change the world.

T.S.

CRAZY HORSE
CRAZY MOON
RCA PL 13054
Ho hum - thanks for the sleeve
boys. Most informative
than I've come across for a
long time; packed full of the

goodstuff. Really, I reckon
it's just about inexcusable: if
someone's gonna go to the
bother of expensive
photography, colour, and all
the rest of the planning and
shit that goes with stuffing
an album out on the streets,
there must surely be an
obligation somewhere along
the line to put a few words
about the music's writers etc.
on the available cardboard?
Maybe I'm wrong? I mean,
though this packaging is a
total disgrace. Painting of
three horses on the front,
very very vaguely reminscent
of John Oxtoby but that's
more of an insult to John
than it is to the uncredited ar-
tist who actually did it; list of
the tracks on the back (which
for God's sake are as usual
repeated on the inner label
anyway) plus a bit of the un-
ubiquitous crap about stero
record players ... what are
they trying to do? Sell an
album perhaps?

Anyway, given that, here's
the latest from Crazy Horse,
Neil Young's one time back-
ing outfit. In fact, thanks to
a few words on the inner
label, Neil actually was in-
volved in the production of
this record - a fact I find
relatively difficult to believe.
In view of the excellence of
his own last album, Comes a
Time, I can't help wondering
what on earth he's doing get-
ting himself associated with
this pile of uninspired dog -
dropping. Like, to most peo-
ple anyway in this country
West Coast country orien-
tated rock is no man's land
anyway: this sort of record
does very little to further a
good cause. It's bland,
tasteless, tepid, odourless
(well, nearly) and quite in-
credibly ordinary.

In fact, a quick glance
through the song titles gives
one a pretty clear indication
of what the black bit inside is
going to sound like: how
about a few carefully chosen
ones: Going Down Again,
Lost and Lonely Feeling,
End of the Line, Love
Don't Come Easy, Downhill,
and Too Late Now? Get the
feeling? Add to that 'Danc-
ing Lady' which turns out to
be ninety percent of the lyrics
(give or take a few, or maybe
a many!) and you should get
a pretty clear indication of
this platter.

Jeez - I mean West
Coast's my bag as most, of
you regulars should have
realised by now, but the
world could do without this
sort of non event, let alone
the bloke that's airing his
tent for this year's ,re-
enactment of Woodstock!

So, what d'yer want? A
description of the music? Yer
joking surely! It's altogether
messy, trivial, careless and
pretty well unmemorable.
It's bloody difficult to
believe that this lot were one
way or another involved in
some pretty classic moments
in the development of
American country rock
music, where there for exam-
ple, around the Gold Rush,
and got things like Crazy
Horse at Crooked Lake
together. It's uninspired un-
necessarily pedantic, boring-
ly typical; it's almost a
parody of the music which
this band helped to pioneer.

In fact, I'll leave the sum-
mary to the band themselves.
As they very succinctly put it
in "End of the Line", track
5, side 1: "la, la, la, la, la, la,
la, la, la, la, la, la," . . . come
on Sampedro, et all ...
fingers out!

T.S.
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HUMBUCKER
MUSIC CENTRE,

124c Green Lane Rd,
Leicester.

Tel Leicester (05331769318

WANTED
GOOD QUALITY USED EQUIPMENT
GUITARS CABS
New Gibson New Marshall 120 watt cab .... £165

Les Paul customs £495 New Marshall 100 watt cab .... £155
S/H Gibson Melody Maker £165 New Cloud
S/ H Gibson Heritage acoustic £265 Professional 2 x 15 £120
New Fender Strat M/N £339 New Laney 2 x 15 cab £120
New Fender Music Master £135 Actec Type 1 x 15 (loaded) ... £120
S/ H Guild D35 Left Handed £175 Horn cabs pair £110

2 x 12 with
BASSES horn 260 watt pair £175
New Fender 1 x 12 with

Music Man Bass £349 horn 130 watt pair £99
New Fender Precison Mi N £275 4 x 12 instrument cab £120
S/ H Jazz Bass £235
S/ H Gibson EBO £150 SH AMPS
New Guild Bass 8301 £265 Marshall
SN Precisions from £185 MU 100 watt valve £165

Main 200 watt
NEW AMPS amp with cab £280
Marshall MV 100 (valved) £215 Shop soiled
McGregor Guitar HH 12 into 2 mixer £285

amp with phaze £145
Matamp 100 £195
Laney Klipp Top valve £175

PART EX WELCOME
COMBOS
New Marshall FINANCE

MV 50 (valve)
S/H Acoustic 135 Combo

£225
£225 CASH DISCOUNTS

Si H Carlsboro
Sting Ray Super Combo £185

OPEN 10am till 6pm

IVOR MAIRANTS MUSICENTRE LTD -

Britain's Home of The Guitar
is pleased to inform guitarists that

SAKURA ELECTRIC GUITARS

are now better than ever
Les Paul Style
LP 95 Black, nickel plated fittings £80 lincl vat)

LP 100RC Black or s/burst, gold plated fittings. £95 lincl vat)
LP 300KC Red s/burst, gold plated fittings £130 lincl vat)

STRATOCASTER STYLE
KST30 S/burst, nickel plated fittings,

with tremolo £85 lincl vat)

TELECASTER STYLE
FT 440-2N Natural, nickel plated fittings £75 (incl vat)

MANY OTHER STYLES IN STOCK
Rickenbacker, S.G., Jazz Bass, Precision Bass, ES330, ES335

EVERY GUITAR THOROUGHLY CHECKED Ft

ADJUSTED
Only Available From

MUSICAL INSTRUMENT SPECIALISTS
IVOR MAIRANTS MUSICENTRE LTD -

56 RATHBONE PLACE. LONDON W1P 1AB. Tel. 01-636 1481
Mon -Fri 9.30-6.00 SAME DAY MAIL ORDER SERVICE
Sat. 9.305.30 Nearest Tube: Tottenham Court Road

----
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Super Swede
Super Sound

The latest addition
to the

range of guitars.

F emusic

Morley Road, Tonbridge, Kent.



7,218,300 miles,
175 shows, 175
Set-ups and
tear -downs
Billy Joel,
Liberty DeVitto
and Tama are
still going strong.

If you've seen Billy Joel, then Liberty DeVitto is no
stranger. His high energy style and consistent
excellence have made him an important part of Billy
Joel's amazing sound.

And with a relentless tour schedule that virtually
covers the globe, he needs equipment that not only
sounds right but that can take an unbelievable amount
of punishment.

That's why Tama Imperial Star drums have always
been designed and refined by touring pros like
Liberty. From the incomparable sound of nine -ply
wood shells to the incredible strength of Titan
hardware, there's no better choice for the touring
drummer than Tama Imperial Star.

The strongest new name in drums.
P.O. Box 469, Cornwells Heights, PA 19020
327 Broadway, Idaho Falls, ID 83401
6355 Park Ave., Montreal, P.O. H2V4H5

Send 20p for a full colour catalogue of all Tama Drums and Hardware.

TO UK DISTRIBUTORS, SUMMERFIELD,
SALTMEADOWS ROAD, GATESHEAD NE8 3AJ.



AGFA-GEVAERT
Friends and customers, old and new,
will be most welcome to visit Agfa on
stand 66 to discuss the latest and best
in our comprehensive range of
3.81mm bulk cassette tape,
professional and amateur recording
tapes and our prestige range of
comnact casettes.

AKG ACOUSTICS
For many years AKG have exhibited
at this major exhibition in the studio
equipment field - 1979 is no
exception. Products to be shown
include the following:-

The C535EB, a new condenser
microphone with a cardioid polar
response. This microphone was
developed for professional use in
recording studios and on stage. It has
an integral pre-attenuator and filter
switch (bass cut, bass roll -off). The
C535EB may be used even in areas
where, as a rule, dynamic
microphones are used (eg high sound
levels). The microphone housing is of
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robust solid metal with a dull black
chrome plated finish; thus unwanted
light reflections are reduced. The
capsule is elastically suspended,
thereby minimising handling noise
and has a built-in pop filter.

The D222EB microphone is an up-
dated design evolved from our well
known D202. The two way cardioid
dynamic system, which almost
completely eliminates proximity
effect, is mounted in a matt black
housing, approximately two thirds of
the size of the D202.
Two new capsules for our successful
CMS range are the CK22 and the
CK4. With the CK22, AKG introduce
an omni-directional capsule with
built-in windscreen which is the same
diameter as the C451 pre -amp, and
therefore particularly useful for
vocalists. The CK4 has a figure of
eight response and incorporates the
same large double diaphragm system
found in the C414EB. Both these
capsules are compatible with the
C451/2 range of pre -amplifiers.

Two new FET stereo condenser
microphones for studio use will
shortly be available from us. The C34
features two pairs of capsules of
which the upper one is rotatable
through 180°. These capsules are
based on the popular CK1. The C422
is a similar design but uses larger
diaphragms. Both models can be
phantom powered with 9-52 volts and
come complete with the S42E remote
control unit, enabling each channel's
polar response to be adjusted from
omni-directional through cardioid,
hyper cardioid to figure of eight.

The C424 is a quadrophonic
cardioid microphone with 2 elastically
suspended twin diaphragm
transducers, one positioned above the
other on the upper part of the
housing. Each has a cariodid polar
pattern and the channels are marked
with coloured dots on the microphone
head. The C424 should be phantom
fed from 9-52 volts.

The BX10 a portable Reverberation
Unit - The BX10 offers professional



specification with two independent
channels at a lower price than the
well established BX20 and BX15.
Ideal for adding ambience in an
acoustically dead environment.

Our wide range of Dynamic and
Condenser microphones with
specialist accessories for these
products will also be exhibited,
together with our headphone and
stereo pick-up cartridge ranges.

ALLEN AND HEATH
AHB have their largest stand ever at
this years' APRS Exhibition which
reflects their increasing presence in
the recording world.

Pride of place will be given to
SYNCON, an 'in line' mixing console
designed for medium budget 16 and
24 track studios. Over 30 SYNCONS
have been commissioned since last
year's show and the unit is gaining
worldwide acceptance as a truly
professional console. Each SYNCON
mainframe contains up to 28 input/
output modules, quad master modules
and a comprehensive communications
module. A unique system of routing
control enables any of the channel
or monitor faders to be designated as
a group or subgroup master allowing
in a remix situation a maximum of
thirty line inputs, including echo
returns, to be assigned to 28
subgroups which may be quad or
stereo panned to the mixdown master
faders.

All channel and master faders are
Penny and Giles and the bipolar 24v
power supply gives a maximum
output of +26 dBu.

A discrete op -amp which is used
throughout SYNCON gives a
headroom of 22 dB at all outputs and
insertion points of which there are
three per channel.

AHB will also demonstrate their 8
track package system which is now
almost a standard amongst smaller
privately operated studios. Featuring
NAB 25mm tape format and 0 or +4
dBm operating levels throughout, the

package is compatible with all
commercial studio equipment
enabling a basic backing tape to be
transfered to a more sophisticated
studio for further overdubs and
remixing.

Sound reinforcement applications
will be covered by the new SR Series
of mixers which are designed
specifically for theatre and concert
work. Fully modular construction
offers many options with a maximum
capability of 40 inputs, 8 groups and
10 effect returns.

Additional features include
talkback system, sweep frequency Eq,
multicores and heavy duty flight
cases.

ATLANTEX
MXR Studio Products and the
SESCOM range of Audio Interfacing
Units will be featured on the
ATLANTEX MUSIC LTD stand for
the first time at the A.R.P.S. Sho.

The products being shown for the
first time at any show in Britain from
the MXR stable include those, which
have proved to be the most popular
Graphic Equalisers in Britain. The

Dual Fifteen Band offering an
equivalent input noise of -95 dBM
and the 31 Band Graphic Equaliser
which as a T.H.D. level of less than
.01% at 0 dBM. Both units are 19"
rack mounting and have a 40K ohms
balanced input as standard.
Maximum input and output levels are
+ 20 dBM thus minimising any
possibilities of overloading, and with
a maximum slew rate of 7
V/microsecond, the units are ideal for
the most exacting uses that studios
can put them to. With retail prices of
only £275.67 (Dual Fifteen Band) and
£293.73 (Thirty One Band) the units
give exceptional performance with a
substantial saving over ordinary units.

The Flanger-Double was first
introduced in Britain during April
this year and is an incredibly versatile
device which produces a wide variety
of delay effects. The unit is
switchable between flanging and
doubling at the push of a button, and
provides additional controls for
creative exploration within each
mode. The time delay for flanging
ranges from .25 to 5 milliseconds and
the time delay in the doubling mode
ranges from 17.5 to 70 milliseconds,
giving full bandwidth even on the
longest delay.

The Flanger-Doubler has an
equivalent input noise of -90 dBM
in the flanging mode and -85 dBM
in the doubling mode. Voltage
control terminals on the rear panel
provide external delay control, and
the opportunity to gang two or more
units together. An infinite variety of
flanging, hard reverberation, vibrato
and numerous doubling effects
including subtle chorus effect can be
produced. The flexibility of the
controls allows for unbelievable
creative control expression. Retailing
at only £450 this unit offers total
creativity and reliability at an
extremely competitive cost.

The MXR Digital Delay now
probably the most popular Delay
Line available will be shown. This
unit can give up to 1280 milliseconds
delay with full memory and the basic
unit cost is only £783.16. The MCR
Stereo Phasing -Flanging rack will also
be on display, along with the ever
popular Mini -Limiters.

On show for the first time
anywhere will be the brand new
MXR Harmoniser which will
undoubtedly be one of the star
attractions of the show. Full
demonstration facilities of all the
MXR Products including the
Harmoniser will be available
throughout the A.R.P.S. Show.

ATLANTEX MUSIC LTD will
also be showing for the first time this
year, the world famous SESCOM
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range of professional Audio
Interfacing components.

These 'no frills, drop on the floor,
stand on, drive over' products which
include the world's largest selling
SM1A direct injection (D.I.) box will
be complimented by a number of new
additions under a Music Products
heading.

The complete range of SESCOM
D.I. boxes, In Lane Transformers,
MIC Splitters, MIC Combiners,
Audio Modules, Cable Testers, MIC
Line Drives and MIC Attenuators will
be shown.

These products designed for the
most exacting demands of hard
pressed live and studio engineers give
optimum reliability; thus, when time
is money, 'it won't work' is never
heard.

Hundreds of thousands of units
have been sold throughout the world
and with an ever expanding range
quantity and quality remain the envy
of professional and amateur
manufacturers. Unlike competitors
SESCOM prices make it one of the
most economical ranges available.

ATLANTEX MUSIC LTD are one
of the newest distributors in the
prefessional audio field, and are
proving by the enormous growth of
the company that, offering a wide
range of products, a full after sales
service and extremely competitive
prices; it is easy to make friends and
equally important, offer an efficient
service that has become the envy of
others.

AUDIO KINETICS
For the first time Audio Kinetics will
be demonstrating their new QLOCK
210 SMPTE Sychroniser designed for
easy operation of audio/audio or
audio/video machine combinations.
Forty-eight track recording is made
particularly easy by the splitting of
the master and slave record functions.
SMPTE frame accurate record drop
in and out memories are provided
together with a comprehensive
EBU/SMPTE time code generator.
Other features include full Audio
Kinetics locate programmes, instant
replay, single frame trim of all
memories, pre -roll, etc.

The established XT -24 Intelocator
will be demonstrated. By popular
demand an obscene message entry is
now available for illegal depression of
control buttons.

An example of the QUAD -EIGHT
console range will be shown featuring
COMPUMIX 111 automation. The
console will appeal to people who are
quality conscious and who require a
clear lay -out of the efficient input
output module principal.

An example of the Audio Kinetics
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range of acoustic screens will be
shown. Roof sections are now
available for these screens allowing
mobile rooms to be created.
Additionally small roof sections to fit
on the Model S type screen allow
amplifier boxes to be created.

B & K LABORATORIES
The display will consist of examples

from the range of both portable and
laboratory instrumentation for
electrical and acoustical
measurements on turntables, tape
recorders, amplifiers, loudspeakers
and microphones.

Operating Demonstrations will
include:-

A distortion measuring
combination for automatic swept
measurements of individual
components of harmonic
intermodulation and difference
frequency distortion.

A gating systems for measurements
on loudspeakers in ordinary rooms
using a simulated free field response.

A phase meter and delay unit for
automatic swept phase measurements
on for example loudspeakers.

A system for the investigation of
spurious resonances in loudspeakers
and turntables, and for the frequency
response of loudspeakers in the piston
area using a miniature accelerometer.

Of special interest is the DIGITAL
ANALYSER used for flutter and
rumble analysis and, in conjunction
with a desk top calculator and 1/3
octave bands of pink noise, the TIME
ENERGY CURVE and SOUND
POWER RESPONSE of loudspeakers,
can be obtained.

Technical application engineers will
be available to advise visitors to the
stand.

BASF
BASF are showing for the first time
at APRS, their latest formulation
professional tape, SPR50 LHL and
their new Ferro LH range of 'Ain
tapes, which are replacing the LH Hi-
Fi and Ferro Super LH Hi-Fi tapes.
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On stand 38/39 in the Balmoral
Room of the Connaught Rooms for
the APRS exhibition from June 20 to
22, 1979 BASF will be showing their
extensive range of professional audio
products.

Open reel tapes on show include
SPR50 LHL, a tape developed for
studio mastering with exceptional
print through characteristics, signal to
noise ratio and dynamic range. It has
a conductive matt backing to resist
the build up to static and ensure
excellent winding properties. It is
available in 2in, lin and 1/2in widths
on 101/2in NAB reels and 1/4in wide
on 5in, Tin and 101/2in reels.

Ferro LH Hi-Fi, a 1/4in tape in long
play, double play, and triple play
lengths on 5in, 51/2in and Tin reels.
This tape is replacing the LH Hi-Fi
and Ferro Super LH Hi-Fi range of
tapes.

Other reel to reel tapes on display
are Ferro Super-LH professional Hi-
Fi LPR35 and Ferro Super LH
professional Hi-Fi DPR 26 available
on 5in, Tin and 101/2in reels, This is a
matt backed tape of the highest
quality for use by the professional
and the discerning amateur recordist.

Other products on show include
3.81mm pads for Musicassette
production; TP18 LH and QP12 LH,

as used by Decca and other
leading musicassette manufacturers,
TP18 Ferro Super LH and QP12
Ferro Super LH specially developed
for compact cassettes with an
extremely wide dynamic range,
Magnetic film - 16mm and 35mm
polyester film coated over the whole
width for syncronised sound
recording in film and television
studios; available in 1000-3100ft
lengths.

BASF cassettes including LHSM,
Ferro Super LH, Ferro Super LH1,
Chromdioxid, Ferrochrom and
Chromdioxid Super.

Also on show will be the full range
of over 40 BASF calibration tapes,
cassettes, film and test tapes,cassettes,
film including tapes for wow and
flutter, bias, asimuth and speed
adjustments.

In attendance will be R. M. Hine
- Manager, Professional Products
and members of the BASF sales and
technical staff.

CANFORD AUDIO
Canford Audio, exhibiting for the
first time at the APRS, intends to
have the following of its products on
display.
1. Automatic Cable Tester:

A device for testing XLR and PO

cables in the field or workshop.
The unit is operated simply by
plugging in the cable and pressing
one button, which initiates an
automatic sequence of tests. If the
cable is in full working order and
correctly wired, a green indication
is given. If there is a fault
condition, one of a series of red
indications is given, against a
legend detailing exactly the nature
of the fault. The battery is
switched off automatically after
each test, and the whole unit is
housed in a rugged distintively
painted metal box. Unlike other
units on the market, it is not
necessary to bring both ends of the
cable to the unit for test - a
significant advantage both in
workshop and especially field
conditions. We recommend this
unit to outside broadcast units,
studios, engineering departments,
manufacturers of audio equipment,
bands and PA firms, and all audio
engineers.

2. Studio "Acoustic" Tables:
Tables designed specifically for
radio studios, having an absorbent
top surface of special design. Made
as standard to the popular
hexagonal shape in solid
mahogany, and with a choice of
fabrics for the top surface. Legs
are detachable for transit, and PO
jack sockets can be fitted and
wired to each face. We also
refurbish customers existing studio
tables. Other studio furniture built
to order.

3. Speaker range:
Canford Audio has recently been
appointed sole UK distributor for
the french "Rondson" range of
speakers, many of which are
particularly suited to use in
broadcast editing cubicles,
newsrooms etc, and also in office
"ring -main" distribution systems.

DOLBY LABS
Dolby Laboratories are showing
their complete range of
professional audio noise reduction
equipment. Over 45,000 Dolby A
circuits are now in use world-wide,
ensuring that high -quality, low -
noise masters and multi -track tapes
can be exchanged between studios,
and from country to country. The
standard Dolby multi -track M
series is now also sold in 32 and 46
track versions.

Also on show will be Dolby
cinema sound equipment. Well
over 1,500 of these cinema units
have been delivered, and 300
cinema technicians and engineers
have been trained by Dolby
Laboratories to install this
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equipment to Dolby standards.
Currently, five film studios in
London are producing Dolby film
soundtracks. So far, over 60 films
have been made with Dolby Stereo
sound.

Dolby Laboratories' dedication
to improved sound in different
fields is further illustrated by the
latest Dolby product on show at
the APRS, the NRU 10. This unit
is mainly aimed at VTR sound-
track applications, as part of the
overall effort to improve television
sound quality. The NRU 10 is a
two channel Dolby A unit with
easily accessible record and play
controls (with calibrated and un-
calibrated positions) and also with
large meters. The unit is therefore
convenient to use with recorders
(such as most VTR's), whose built-
in audio gain controls and meters
are regularly used for level setting.

EARDLEY ELECTRONICS
LIMITED
XLR TYPE CONNECTORS AND
SOCKETS
FROM NEUTRIK OF
SWITZERLAND
Including the popular 3 and 5 -pin
Black and Silver Connectors and
Sockets, and a new Printed Circuit
Chassis -mounted Socket together
with the modular range of
accessories.
Also the latest version of the
Neutrik portable Audio Tracer.
POTENTIOMETERS
FROM PREH OF WEST
GERMANY
Including the new 16mm Series
available for various forms of
switching, together with miniature
to standard size Pre-set

Potentiometers in carbon and
ceramic, plus the popular locking
and non -locking DIN Plugs and
Sockets.
SWITCHES
FROM MARQUARDT OF WEST
GERMANY
Including Keyboard switches and
assemblies, Miniature, Rocker,
Toggle and Push-button Switches
- illuminated and non -illuminated
versions.
AMERICAN HIGH
TECHNOLOGY COMPONENTS
An interesting display from our
associated company - G. E.
Electronics (London) Limited.
On the stand:
Peter Cameron-Managing
Director
Dennis Ellis-Sales Director
Robert Latter-Technical Sales
Engineer

FORMULA SOUND
Formula Sound, stand No. 121.
will be showing their S19G 1/2
octave graphic equaliser and
S 19GA 1/2 octave
equaliser/analyser. The S19G is a 2
channel 19 band equaliser with full

professional specification. The
S19GA incorporates this equaliser
with a real-time analyser in one
unit. Since its introduction at
APRS '78 considerable interest has
been shown throughout our
industry as the S19GA provides
analyser facilities at a fraction of
the cost of conventional audio
spectrum analysers. It takes no
more rack space than a normal
graphic equaliser and is fast and
simple to use.

Formula Sound has gained a
reputation for producing high
quality custom-built equipment,
photographic examples of which
will also be on display.

HARMAN UK
JBL
JBL will be exhibiting a selection
of models from their
internationally acclaimed range of
loudspeakers. Of particular interest
is the 4301E broadcast monitor
identical to the 4301 but with the
addition of an inbuilt 10 watt
amplifier.
TEAC/TASCAM
There are several new products

a

a35l ...nil-0-
SPECIAL INTRODUCTORY PRICE

UNTIL 1st JULY 1979

See it at your

Vitavox dealer

NOW and

collect your

SSUtlIDARIV:

free VITAVOX LIMITED
V0$( Music Motor Westmorland Road

poster London NW9 9RJ
Telephone: 01-204 4234

PRE V

tel 0272 552147

tel 0612 24175

tel 0257 791645

tel 70 25919

tel 0783 78058

BlaGLES MUSIC, 85 West Street',
Old Market, Bristol.
ROCK CITY MUSIC, 10 Mosley Street,
Newcastle Upon Tyne.
SOUND ADVICE INSTALLATIONS,
Regent Street, Coppull, Cltorley, Lancs.
SOUNDWAVE, 66 Victoria Road,
Rornford, Essex.
WHITE SOUND, 3 Albion Place,
Sunderland, Tyne and Wear.
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from the Teac/Tascam range to be
shown for the first time at the
A.P.R.S. Exhibition. The A3440
four channel simul-sync machine is
a worthy successor to the well
established A3340S. The A3440
boasts an overall improved
specification with the additional
benefits of:

+ 5% pitch control, fully
flexible headphone monitoring
which includes the facility to select
any combination of tracks for
monitoring whilst overdubbing.

The RX9 is a custom built Dbx
unit tailored precisely to the
requirements of the A3440 for
noise reduction and dynamic range
expansion.

The Tascam 35-2 is a new two
track mastering machine with
inbuilt Dbx unit for the ultimate in
'/cinch two track mastering.

All of the above will be
exhibited together with the well
established 80-8 and selected
mixers.

H. H. ELECTRONICS
HH Electronic has provided the
professional user with reliable
advanced technology for a decade.
From the TPA range of single
channel power amplifiers to the
powerful S500 D power amplifier
to be found in most major
recording studios from The Manor
to the new£1' M Sony
Corporation Studio in Tokyo.
Today this British firm is
Europe's major professional audio
equipment manufacturer.

Once again at Frankfurt '79 HH
have led the way forward. This
time it was the MOS FET power
amplifiers which, claim HH, at a
stroke, have consigned all bipolar
transistor designs to obsolescence.
This will be on show in the UK for
the first time at the APRS '79.

With them will be the successful
range of sound control mixers, the
TPA and S500 D power amplifiers
and the exciting range of
magnesium chassis mounted
speakers from HH Acoustics. The
latter have been available to the
open market as from March 1,
1979.

In attendance on behalf of HH
Electronics and HH Acoustics will
be Mike Wilson (Industrial and
HH Acoustic Sales Manager) and
Guy Boxall (UK Sales
Administration Manager).

KLARK-TEKNIK
Klark-Teknik will again be in
force at the A.P.R.S. '79 with an
exciting demonstration of their
`new' DN 70 Digital Time

Processor, the DN 71 Controller
and the DN 34 Analogue Time
Processor.

Not to be forgotten, of course,
is K.T's range of professional
Graphic Equalisers which have
now become an industry standard
in many countries throughout the
world. Models on show will be:-

DN 27 Graphic Equaliser: 1/3
Octave 27 Band Equaliser
DN 22 Graphic Equaliser: dual 11
band unit with low and high pass
filters in each channel.
DN 15 Graphic Equaliser Pre -
Amp: the same quality equaliser as
the DN 22 with the addition of a
Pre -Amp with multiple switching
facilities.
DN 70 Digital Time Processor:
This unit is a digital delay line with
3 outputs, each variable up to 653
mS. A high clocking speed of 50
KHz enabling frequency response
to 15KHz on all delays. Released
at the A.P.R.S. '78 and already a
winner for K.T. worldwide.
NEW DN 71 Controller: This is a
`low-cost' add-on sound effects
generator to compliment the DN

70.
DN 34 Analogue Time Processor:
this is an extremely versatile sound
effects unit which achieves all the
effects expected of this type of
product, but with significantly
improved performance.
DN 36 Analogue Time Processor:
a stereo version of the DN 34 .

MAGLINK
The Maglink system is the only fully
programmable synchronisation system
capable of being interfaced with any
type of machine currently available to
the audio industry. This includes
multitracks, vtr's, sprocketed
machines and, indeed, virtually any
machine capable of recording an
audio signal. The system is controlled
by the already well -established
Maglink code which can be made
totally compatible with EBU/SMPTE
code.

The system may be used as a very
sophisticated two machine
synchroniser or as a one master
controlling four slaves complete
dubbing system.

Also available is a wide range of
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associated equipment i.e.
Maglink Code Generator
Maglink Code Reader
Minimag Dual Code Reader
Sprocket Code Generator
SMPTE/EBU to Maglink Interface
SMPTE/EBU Generator
SMPTE/EBU Reader

MUSIC LABS
This year Music Laboratories are
exhibiting their new range of studio
equipment products designed to fill
certain holes in the market giving top
quality at competitive prices.

Their firmly established Direct
Injection boxes have been further
refined for both studio and stage use
and feature -30db pad, ground lift
and filter. Made from tough extruded
aluminium these are available in
mono, stereo or six way versions.

After long research three new
Reverb units will be exhibited. These
are each designed for slightly
different application but all feature
full equalisation controls. A stereo
reverb plate at a reasonable price
based on proven design will be
available, plus a digital unit and a
spring reverb with rack mounting or
portable option.

Also just designed is a purpose
built headphone amp featuring
completely seperate output channels
each having gain, bass and treble
controls, furthermore a small passive
headphone splitter giving six stereo
outputs is available.

Also on show are some phantom
power supply units for condenser
microphones.

Finally, Music Lab have secured
the agency for Quatre amplifiers from
America. The first time these amps
have been available in Europe they
feature new 'gain cell' technology and
are available in both 250 and 500
watt versions.

1'

WAN rftintit
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NEVE
Neve Electronics International, the
world's largest specialist supplier of
audio mixing consoles for the
recording industry are introducing a
new design concept into their own
unrivalled range of high quality
production at the APRS Show.

In the 2 decades since Neve
introduced their first audio
equipment, many advances have been
made. None, however, represent as
great a step forward as the latest 8108
console being shown on Stands 47
and 48. Advanced developments in
silicon technology have allowed the
integration of latest components with
microprocessor techniques to produce
the world's foremost software
controlled audio console. The freedom
resulting from these new techniques
have enabled conventional frame
wiring to be practically eliminated by
resorting to mother board
construction technique which has
produced a console embodying all
that is best in circuitry performance,
ergonomics and reliability.

The 8108 console as it is called, can
be supplied with up to 56 imput
channels, each incorporating a new
fully parametric comprehensive
equaliser, filter, and up to 48 track
outputs. The microprocessor
controlled signal routing is via a
touch sensitive central assignment
panel which includes entry and recall
facilities to any of 4 integral memory
stores. Complex console assignment
patterns can be transferred from
memory to console at a touch of the
button. The mixing engineer has also
been freed from the restrictions
usually associated with a centrally
located control panel by a unique
integration system giving him instant
read out of channel and track
configuration. High resolution (200
segments) dual linear bar -graph
meters are used throughout and both
VU and PPM characteristics may be
selected.

Consoles can be supplied with a
VCA sub -grouping system on the
primary faders or Neve's NECAM
system can be incorporated to offer
the ultimate in computer aided
mixdown facilities.

Neve are also providing full
information on the rest of their range
of consoles and sound systems.

PUBLISON AUDIO
PROFESSIONAL
DIGITAL DELAY LINE -
HARMONIZER - MEMORY
MODE - DHM 83

STEREO DIGITAL DELAY LINE
with continuous variation, 0 to 600
mS for option A and 0 to 1, 2
second for option B.

HARMONIZER: from - Ito + 1
Octave - micro computer operates a
sophisticated phase coincidence of
joining points, taking into account
both the instantaneous phase and the
envelope phase, so that transition
"glitches" are eliminated.

VARIOUS REMOTE CONTROLS
include in particulare two digital
V.C.A. inputs allowing separate
voltage control of the gain of the two
outputs.

REVERSE POSSIBILITY, be
setting crosspoint I, smaller than
cross -point II, reading direction is
inverted, which is the electronic
equivalent of a magnetic tape running
reversed.

MEMORY MODE with keyboard
remote control, one can play any
memorized sound - it is also
possible to obtain rythms with any
existing sound.

TRUE DYNAMIC RANGE 100 dB
by means of a quais 16 bits flying
comma A/D converter of prime
quality.

COMPRESSION LIMITER
PUBLISON C.L. 20 C

Stereo -Compressor Limiter with
fast photocel - very low noise: 102
dB and low distortion when
compression operates: 0,05010 - une
FET operational amplifier bandwidth
100 kHz even for + 20 dB -
insertions in side -chains - stereo -
coupling - display of compression 6
ratio 2 3 4 6 10 - by 11
led - special circuitry to suppress
distortion on low frequencies -
X.L.R. connectors.

E.C.L. 10.A - EXPANDER -
COMPRESSOR - LIMITER -
NOISE GATE

The heart of the system is an
exclusive digital V.C.A., featuring:
very low noise (I-96 dB), very low
distortion (0,02%), fast response time
(1 microsecond), logarithmic
response.
Compressor Limiter: threshold from
+ 20 - 30 dB - Attack time from
0,01 to 20 mS - Release time from
0,05 to 4 S. - Ratio (1 - 2 -4 -
6 - 12 - 20).
Expander: Threshold from + 10 to
-40 - Attack time from 0,01 to 40
mS - Release time from 0,03 to 2 s.
- Ratio (1 -2 -4 -
Expander: Threshold from + 10 to
-40 - Attack time from 0,01 to 40
mS - Release time from 0,03 to 2 s
- Gain reduction from 0 to 30 dB -
Ratio 2.
Noise gate: Uses previous setting but
ratio is 20.

FULLMOST
FULLMOST Device is especially

designed to increase the brightness of
a music or spitch program, by means
of precise phase manipulation of
some frequencies, without altering the
level or frequency response. The
result is a great reinforcement of
intelligibility and deepness of the
treated sound.

RAINDIRK
A Series III mixing console will be
displayed in the format 18 inputs, 8
group outputs, 2 master remix group
outputs and 16 track monitoring.
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Since its introduction at last year's
APRS the Series III system has been
updated and two new modules added
to the range.

The inputs have separate
microphone and line inputs,
comprehensive equalisation, 4
independent fold back/echo send
lines, high and low pass filters, PFL
and routing. A routing module allows
each group output to be routed to
any of the tape machine inputs. A
remix module provides facilities for
sub -mixing the group outputs into the
master remix group outputs plus
further features which include setting
the input state of the console to
microphone or line inputs,
monitoring of the multitrack, remix
or copy tape machines, monitor
loudspeaker dim and mono controls
and the master monitor line input line
output switch. The stereo monitoring
includes 2 cue sends, 1 echo send and
uses Penny and Giles linear plastic
conductive faders for the individual
monitor level controls. Various
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metering systems are available as are
other standard or custom built
formats.

A new low cost mixing console,
The 52000, will be introduced at this
exhibition. Designed for
establishments with up to 16 track
recording facilities, suitable for small
studios, theatres, mobiles, audio
visual, broadcasting etc. it is based on
the combined input/output/monitor
concept with central status switching
plus a multitude of facilities not
normally found with small compact
consoles. Capacity of main frame -
20 inputs, 16 main groups, 16
monitors, with facilities for a remix
stereo group. Size - 108 cms long,
73 cms deep, 16 cms high. A
removable meter housing raises the
height a further 15 cms at the rear.

Solid state switching is used
throughout the console thus
eliminating relays. Status of the
console is selected via one of three
master pushbuttons, record, tape and
mix. Four local channel status

override pushbuttons allow 9
different usable states to be
determined on each channel. A
`prom' programmable 'Read only
memory' is employed to select this
channel status. Facilities - 16 track
routing, mic level, mic pad, high pass
filter, 4 band EQ including 2 sweep
constant Q mid frequencies, stereo
cue sends plus 2 auxiliary sends,
stereo monitoring, super action
audiofad plastic conductive faders,
oscillator and talkback.

Stand representatives:- C. E.
Jones, R. L. Pender, G. Steele.

SCENIC SOUNDS
AMBER:- Audio test sets and

distortion analysers.
ALLISON:- Package automation
systems for mixing consoles featuring
the Fadex module and 65K
programmer.
APSE:- Modular equalisers.
DBX:- Noise reduction and
compressor/limiters.
DELTALAB:- Digital delay and



effects unit including the DL2
accousticomputer time Domain
effects generator.
EDITALL:- Range of precision
editing blocks from Vs" to 2".
EMILAR:- SSE will announce their
appointment as European master
distributors for the Emilar range of
professional loudspeaker components.

HARRISON SYSTEMS: -
Centrepiece of the exhibit will be a 48
channel 32 group console destined for
Roundhouse Recording Studios.
MARSHALL ELECTRONIC:- The
celebrated 5002 time modulator will
be joined by a mini -modulator having
push button programming.
MIC MIX:- The master room range
of studio reverberation systems.
ORBAN:- The established de-esser,
stereo synthesizor, graphic equaliser
and spring reverb will be joined by
the 672 performance equaliser.

REBIS:- Parametric equaliser,
compressor/limiter and noise gates.

SCENIC SOUNDS:- Our top
quality D.I. box and new prominence
equaliser.

SCHOEPS:- The full range of
capacitor microphones from this
respected German manufacturer.

VALLEY PEOPLE:- The "Trans
Amp" LZ preamplifier building
brick.

WHITE INSTRUMENTS: -
Monitor equalisers amd the new 200
series microprocessor controlled real-
time analyser.

A.P.R.S. NEW PRODUCTS
FROM SCENIC SOUNDS

AMBER:- The 3500, 4500, and
5500 distortion analysers. All featuring
complete auto -nulling and 0.002%
FSD range.

ALLISON:- The Fadex automated
VCA fader module for retrofitting to
most consoles.

DBX:- Two new
compressor/limiters: The 163 super
simple one control unit selling for
£100.00. The 165 a new top of the
range unit having full adjustment of
all parameters.

DELTALAB:- The DL1 digital
delay line and DL2 accousticomputer
effects unit.

MARSHALL:- The new push
button time -modulator.

ORBAN:- 672 paragraphic
performance equaliser.

WHITE INSTRUMENT:- the 200
series microprocessor controlled real
time analyser with seven memories,
RT60 capability and compehensive
add-on software.

BTX:- SMPTE code generators and
tape svnchronisers.
SHURE ELECTRONICS
SHURE ELECTRONICS LIMITED
will be showing on their stand the
exciting, new SM81 Studio Cardioid

Condenser Microphone. This wide
range, flat response microphone is
rapidly becoming accepted as a
standard in major recording and
broadcasting studios throughout
Britain where its rugged reliability
make it popular with engineers and
musicians alike. Among its many
features are a switchable low
frequency response of flat, 6 or 18
dB/octave roll -off and a switchable
10 dB capacitive attenuator. The
microphone is simplex powered with
voltages of 12 to 48V dc and a power
supply and wide range of accessories
are available.

Also on view will be the SM17
musical instrument microphone. A
development of the SM11 miniature
dynamic lavalier microphone, this
model is now supplied with clips and
accessories to enable it to be mounted
directly on to a violin tail piece or
acoustic guitar. The close proximity
of the microphone to the instrument
facilities balancing and improves
separation during recording sessions.
The microphone can be successfully
used to mike most brass and
woodwind instruments in a similar
way.

The display will be completed with
the SHURE range of Professional
Studio Microphones, Monitor and
Wedge -monitor Loudspeakers and the
Shure range of Microphone Circuitry.

SOUNDCRAFT ELECTRONICS
Featuring three new major product
ranges:

Series 400 -4 group, 8 track
monitoring fully modular consoles.
Series 3B - 24 group master
studio consoles.
Soundcraft Magnetics SCM381-8
one inch 8 -track.

Series 4000. This new fully modular

console series is available in three
mainframe sizes for 12, 18 and 26
input channels with 4 output and
stereo remix buses. The input channel
features separate mic and line gain
controls, phantom power, phase and
line input switches, 4 band eq. with
sweepable frequency lo and hi mid
bands, 3 aux sends (1 pre, 1 post, 1
switchable pre/post fade), long travel
fader.

The console includes 8 track
monitoring, 6 LED bargraph meters
and line-up oscillator as standard.
High quality detent potentiometers
are used throughout. (Series 400 from
about £2500.)

Series 3B. The Series 3B is a
completely revised version of the
Series 3 exhibited at APRS 78. Series
3B consoles have already been
installed in the UK, USA, Canada,
Germany, Italy, Norway and Korea
and further orders have been received
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from Japan, Switzerland and
Indonesia.

Routing is to 24 output groups plus
stereo remix. Each input channel
features independent mic and line
gain, high and low pass filters, 4
band eq, each band sweep frequency,
8 aux buses.

24 or 32 track monitor mix is
standard and metering is by a 24
segment LED bargraph display
exclusive to Soundcraft. (24/24 -
£13,245).

SCM381-8. This new 1" 8 track
tape recorder is the first product of
Soundcraft Magnetics division. The
precision engineered tape transport
and state-of-the-art electronics, with
the standard remote control for all
audio and tape functions make this
machine the ideal choice for
professional 8 track studios.
(SCM381-8 - £5,250 excl.)

A 1" 16 -track machine will also be
available.

STATIK ACOUSTICS STAND 72
A.P.R.S. '79 sees the launching of
an exciting range of products from
this new Company, aimed at the
studio, sound reinforcement and
music markets. All products are the
work of an experienced design team
who have for many years been closely
associated with both the music and
recording industries.

On show will be the first four
products of this new range.

SA 100
A uniquely versatile and extremely
cost effective analogue delay line,
featuring studio -quality performance,
`line' and instrument inputs and a
choice of 'dynamic' or either of two
repetitive sweep modes.
Delay/bandwidth switching achieves
delays up to 160 mS (320 mS on X 2
delay option), for echo and `reverb'
effects.

SA 30 Electronic Crossover
A stereo 3 way crossover system
featuring isolated outputs with
delayed turn -on, super -sharp subsonic
filters, individual level control plus
cut switch for each output, and four
switchable frequencies per crossover
point. This unit performs to the
highest specification throughout.

SA 20 Dual Reverb System
Use of the latest generation of
compact multi -spring design allows
this dual channel device to provide
the inexpensive solution to studio
reverb requirements. Low noise
circuitry and careful signal processing
keep annoying side effects to an
absolute minimum.
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SA 10 Graphic Equaliser
This dual channel octave equaliser
offers an extremely high specification
at a budget price. Features include:
delayed turn on, silent bypass
switching and system bypass during
supply interuption.

STELLAVOX
John Page Limited will be showing
the established Stellavox range of
portable recorders and mixers. The
SP8 Stereo/mono recorder now
features, as standard, powering for 12
volt AB microphones and 12 or 48
volt microphones, together with 10dB
step attenuators. A stereo ganging
accessory for the gain controls is now
available.

3M
3M UK Company Ltd will be
exhibiting the following equipment at
the forthcoming APRS Exhibition in
London.

*3M Mincom M79 24 Track and 16
Track Recorders.

*Audio Kinetics Intelocator XT24.
*A new Revolutionary

SMPTE/EBU Synchroniser and
Autolocator capable of synchronising
any professional audio to audio or
audio to video recorders together.

*3M Mincom 6110 Multi Function
Test Set incorporating effectively 6
instruments in one housing.

*3M Wollensak 9666 solenoid
operated Cassette Transport.

*3M Wollensak 2772 Stereo High
Speed Cassette Duplicator.

*3M Wollensak 2790 Portable High
Speed Cassette Duplicator.

*Scotch Professional Audio tapes;
206, 207, 256, 250, 262.

*Scotch Professional General
Purpose Audio tapes; 212, 222, 223,
224.

*Scotch Professional Audio
Cassettes; Master series, High Energy
and Chrome compact.

*Scotch Accessories full range.
*Scotch High Energy Duplicator

Cassette Cartridge tapes.

TURNKEY
Turnkey as the name implies is a sales

organisation concerned with the
supply, installation and
commissioning of studio equipment
from basic 4 track set-ups to 16 track
packages. A select range of
equipment from leading
manufacturers will be on show. These
include RSD, MXR, Soundcraft,
Teac, Quad and Allen & Heath.

Sales Director, Andrew Stirling will
be available for full information.
Unique products from Bandive will

also be demonstrated and shown.
ACCESSIT - Budget range of

signal processors, including
Compressor, Parametric Equalisers,
Reverb, Booster Amplifier.

GREAT BRITISH SPRING -
High quality stereo reverb.

RED LEADERS - Microphone
cable assemblies.

PROKIT -6 channel stereo mixer
in kit form.

JACK WITH GAIN - Universal
pre -amplifier.

EMO - Direct injection boxes and
cable testers.

Plus other studio accessories.
Technical Director, Ivor Taylor will

be available for full information.

JAMES YORKE
James Yorke Limited will be
exhibiting again at the APRS
Exhibition in 1979. Their products
and services offered, and on display,
will demonstrate the expansion of the
business since last year. Exhibits will
show:

Cassettes: Samples of the products
and the comprehensive service offered
to the recording industry, covering
any part of, or total support, from
original recordings to finished,
packaged product.

Recordings: Demonstration of.
Audio Visual facilities available and
details of commentary studio with
sound effects and background music
library.

Electronics: Demonstration of
studio equipment, Audio Visual
production equipment, splicing blocks
and measuring devices.

Your contacts at the show: James
Scarlett, Peter Fanshawe and Peter
Rinne.



sounds absolute! true
Ey Even among professionals,

Electro-Voice sets the standards
Whatever you play, whatever your combination, Electro-Voice
interprets your pop, folk, rock, blues, jazz etc. exactly as your pop,
folk, rock, blues, jazz etc. should sound. It renders faithfully and
flawlessly what voice, guitar, bass, saxophone, piano, organ, flute,
percussion and other instruments strive, individually and jointly,
to express.
Why not send in the coupon and get detailed particulars on Electro-
Voice microphones, loudspeakers, loudspeaker systems and other
individual components? You will soon realize that Electro-Voice
does not compromise on acoustic and technical quality.
None but the best should be good enough for professionals.

Electro-Voice Division, Gulton Europe Ltd.
Maple Works, Old Shoreham Road, Hove BN3 7EY.
Telephone: (0273) 778401. Telex: 87680.

COUPON
Name

Address

Please forward detailed
particulars on the
professional Electro-Voice
programme.

BI

Send to: Electro-Voice Division
Gulton Europe Ltd.
Maple Works
Old Shorehath Road
Hove BN3 7EY



fact:
1 this condenser microphone

sets a new standard of
technical excellence.

SM81 puts it all together!
 WIDE RANGE, 20 Hz to 20 kHz FLAT

FREQUENCY RESPONSE.
 PRECISE CARDIOID polar pattern, uniform

with frequency and symmetrical about axis,
to provide maximum rejection and
minimum colouration of off -axis sounds.

 EXCEPTIONALLY LOW (16 dBA) NOISE
LEVEL.

 120 dB DYNAMIC RANGE.
 ULTRA -LOW DISTORTION (right up to the

clipping point!) over the entire audio
spectrum for a wide range of load
impedances. MAXIMUM SPL BEFORE
CLIPPING: 135 dB; 145 dB with attenuator.

 WIDE RANGE SIMPLEX POWERING
includes DIN 45 596 voltages of 12 and 48
Vdc.

 EXTREMELY LOW RF SUSCEPTIBILITY.
 SELECTABLE LOW FREQUENCY

RESPONSE: Flat, 6 or 18 dB/octave rolloff.
 10 dB CAPACITIVE ATTENUATOR

accessible without disassembly and
lockable.

The Shure SM81 cardioid condenser is
a new breed of microphone. It is a truly
high-performance studio instrument
exceptionally well -suited to the critical
requirements of professional recording,
broadcast, motion picture recording,
and highest quality sound
reinforcement-and, in addition, is
highly reliable for field use.

Shure engineers sought-and found
-ingenious new solutions to common

Outstanding Ruggedness
Conventional condenser microphones have
gained the reputation of being high quality,
but often at the expense of mechanical and
environmental ruggedness. This no longer
need be the case. The SM81 transducer and
electronics housing is of heavy -wall steel
construction, and all internal components are
rigidly supported. (Production line SM81's
must be capable of withstanding at least six
random drops from six feet onto a hardwood
floor without significant performance
degradation or structural damage.) It is
reliable over a temperature range of -20° F
to 165° F at relative humidities of 0 to 95%!

Send for a complete brochure on this
remarkable new condenser microphone!

problems which, up to now, have
restricted the use of condenser
microphones. Years of operational tests
were conducted in an exceptionally
broad range of studio applications and
under a wide variety of field conditions.

As the following specifications indicate,
the new SM81 offers unprecedented
performance capability-making it a
new standard in high quality
professional condenser microphones.

SM81 Cardioid Condenser Microphone
0 In"

LJ FR
Shure Electronics Limited, Eccleston Road, Maidstone ME15 6AU-Telephone: Maidstone (0622) 59881
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MORE MUSIC
Chelmsford

Any musicians living in the immediate
vacinity of Chelmsford will be only
too aware of the lack of Retail Music

Instrument shops in the area, and many
musicians have had to travel as far as
Colchester, Southend or even London to
find a "good" music store to cater for
their needs.

With the onset of New Wave, as with
anywhere else in the country, Chelmsford
has seen a healthy rise in the number of
new bands playing the pub/club circuit and
this has directly increased the demand for a
local music store.

Right, then enter More Music, the first
More Music store opened in Colchester in
the winter of 1977 managed by John

Hessenthaler, once established there
Chelmsford was the obvious location for a
sister branch, the two shops being close
enough for stock shuffling but far enough
apart to cover their own separate areas.

Living in the Chelmsford area I was
obviously delighted to see someone take
the plunge and cater for constant string
and stick busters as myself who were by
now weary of travelling far afield for
musical equipment, so as soon as they
opened I went down to check out
Chelmsford's branch of More Music.

Tony Rupp the manager of the
Chelmsford branch explained to me that
they had only moved in 4 days before their
opening date and considering that the shop
had previously been a freezer centre the
conversion was excellent, and although the
floor space is rather limited it has been
used wisely to house a maximum variety of
equipment and a friendly atmosphere.

Terry's aims for the shop are to cater for
everybody in the live band spectrum or the
travelling disco scene, and if there should
be anything you want which Tony hasn't
got in stock he can get it for you almost
immediately.

The large variety of gear and very
competitive prices at More Music
impressed me and their 12 month
guarantee on all new and used stock
speaks for itself, they can also arrange H.P.
and apparently anything, including "oil
shares", is negotiable for part exchange,
although I wouldn't advise you take your
cat!

Without a doubt John Hessenthaler and
Tony Rupp at their respective branches of

More Music are trying hard to offer
musicians a "good deal" and obviously
make a profit for themselves. Both
branches are open 9.30 a.m. to 5.30 p.m.
Monday to Thursday and Fridays till 7.30
p.m., all day Saturday and 2.30 p.m. to
5.00 p.m. on Sundays. How many music
shops in your area are open 7 days a week?

Plans for the Chelmsford branch include
a drum studio which is nearing completion
and a rehersal studio which will be open 24
hours a day.

John and Tony also have a vast
experience of the live band scene and have
promoted such groups as Heat Wave, AC
DC, The Real Thing, Frankie Miller and
many more, and it is only by going through
hard times as musicians themselves that
they realise just how much a musician can
get "ripped off" nowadays.

More Music seem to be kicking against
the old image of music shops, their staff
don't wear suits, but you can try out
whatever gear you wish without the
obligation of buying or the hassle of a stiff
collared moron breathing down your neck
as you bash out a couple of chords on a
guitar which you might like to know a little
more about.

Radio Caroline at present broadcast
endless airplay for More Music
advertisements and in return More's
provide equipment for their road shows
and through ventures such as this it is
apparent just how much More Music wish
to help the struggling live music scene.

As a future customer I wish them the
best of luck in their ventures and hope to
see even More Music! N.E.

DO Do!bk.

Professional Dolby Noise Reduction
For Your Professional Recordings.

Dolby A type noise reduction equipment is sold and
serviced through local distributors in most countries.
If you would like to receive details contact

Dolby Laboratories Inc
'Dolby' and the double -D symbol are trade
marks of Dolby Laboratories

346 Clapham Road
London SW9
Telephone 01-7201111
Telex 919109
Cable Dolbylabs London

731 Sansome Street
San Francisco CA 94111
Telephone (415) 392-0300
Telex 34409
Cable Dolbylabs
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HIRE PURCHASE - CHEAP HIRE RATES - ACCESS - BARCLAY CARD - PART EXCHANGE

YES YOU CAN MAKE A DEAL!!
INSTANT FREEPHONEIADVICE/INSTANT QUOTE TELEPHONE 0245-69117 AND TALK TO US!
LOOK AT THESE PRICES!!! AND SPECIAL BEAT INSTRUMENTAL DEALS (ALL BRAND NEW).

AMPLIFICATION
Marshall 100MV valve top £199.00
Marshall 50MV valve top £159.00
Marshall 100 L/B Trany amp £110.00
Marshall 4 x 12 cabs £145.00
Marshall MV50 combo £219.00
Marshall MV100 cab £289.00
+ full range of Marshall gear, ring for full
details and free brochure.

KEYBOARDS/SYNTHESIZERS
Korg MS 10 synth
Korg MS 20 synth
Yamaha CS 10
Roland RS 202

£210.00
£325.00
£299.00
£525.00

MORE MUSIC SPECIAL!
Wasp synthesizer only £178.00

Peavey TK 40
Peavey Pacer
Peavey Deuce
Peavey Artiste
Peavey Black Combo

£117.00
£145.00
£299.00
£299.00
£299.00

0245-69117 - full details

Fender Rhodes Stage 73
Fender Rhodes Stage 88
Rhodes Suitcase 73
Rodes Suitcase 88
Hohner Pianet T
Wasp Synths
ARP Axxe synth
ARP Odyssey
ARP Pro DGX
ARP Omni

£599.00
£690.00
£840.00

£1080.00
£210.00
£178.00
£399.00
£705.00
£701.00
£999.00

MORE MUSIC SPECIAL

NO DEPOSIT HP

Buy through More Music and pay
low interest rates and no deposit
whenever you ring 0245-69117 for
details. WEM COPYCATS!!!

Only £78.00 (RRP (109.00)
MORE MUSIC SPECIAL

Music Man 65 watt combo
Music Man 100 watt combo

£355.00
£386.00

Music Man 100 watt EV Korg 800 DV £450.00
combo £386.00 Hohner Clavinet £399.00

Music Man 130 watt combo £433.00 Hohner K4 stereo £299.00
Music Man 65 watt head £245.00 Yamaha CP 30 £699.00
Music Man 130 watt head £389.00

PA AMPS, MIXERS, ETC.Intermusic Imp £59.00
Intermusic combo £250.00 MM 12T02 mixer £290.00
Intermusic/MM gear MM AP360 amp slave £240.00
Redmere Soloist etc P.O.A. + full range available ring for details
Fender Pro reverb combo £255.00 HH MA 100 £199.00
Fender Twin reverb combo £325.00 Marshall 8 ch reverb £195.00
Fender Super reverb cab £320.00 Laney PA 100 reverb E185.00
Vox AC 30s from £155.00 + full range of PA amps + bins + mixers

ATTENTION GUITAR LEARNERS! BEGINNERS!

FREE GUITAR AMPLIFIER COMBO
with all guitars purchased between f60-£160. Ring for
details of our whole range of lead and bass guitars in
this price range.

GUITARS (ELECTRIC)
FENDER (all colours)
Strat (R/NI
Strat (R/N) (WT)
Strat (MIN)
Strat (MINI (WTI
Fender hard case for Strat
Precision (R/N)
Precision (MINI
Fender hardcase for bass
Telecaster
Mustang (19/ NI)
Mustang (MIN)
Musicmaster (lead)
Musicmaster (bass)
GIBSON
Les Paul Signature

(in case)
Les Paul Recording

(in case)
Les Paul Deluxe (in case)
Les Paul Custom (in case)
Les Paul Standard (in case)
Les Paul Special (in case)
SG Standard
RD Artiste (in case)
The Les Paul (in case)

£219.00
£239.00
£239.00
£259.00

£38.00
£219.00
£239.00

£44.00
£205

£160.00
£179.00

£99.00
£88.00

£325.00

£465.00
£399.00
£467.00
£425.00
£399.00
£375.00
£495.00

£1999.00

OVATION (ELECTRIC)
Custom Balladeer
Classic
Folklore
Pacemaker 21
Concert Classic
Legend
Glen Campbell 6
Custom Legend
Artiste

£279.00
£324.00
£297.00
£325.00
£315.00
£335.00
£360.00
£675.00
£309.00

DRUM KITS! DRUM KITS!
MORE MUSIC SPECIAL
Pearl Maxwin 5 drum kit £275.00
IHi Hat/ cymbal stands - full size)
Pearl Maxwin

Funky 5 drum kit £325.00
Premier 4 drum kit IS/ HI £250.00
Ludwig 4 drum kit (Si HI £225.00
Premier Olympic

5 drum kit IS/ HI £195.00
B/ H 4 drum kit £95.00
Pearl full dimension kit £395.00
Ring 0245-6911 for full details.

GUITARS
OVATION (ACOUSTIC)
Balladeer £205.00
Cuban Balladeer £215.00
Folklore £225.00
Legend £245.00
Glen Campbell 12 £295.00
Custom Legend £449.00
Ovation Artiste £215.00
GUILD (all available)
Dreadnought: D25, D35, D40, D50, D55:
Folk F20, F30, F40, F50: Er full series
available. Ring 0245-69117 for instant price.

MORE MUSIC SPECIAL

GUARANTEE
NEW
All products are guaranteed for 2
years and also guaranteed to make
you live to 101!!!
Secondhand products guaranteed 1
year.

PEAVEY GUITARS
T60
T40

£225.00
£225.00

MUSIC MAN GUITARS
Sabre 1 guitar
Sabre 3
Stingray 1
Stringray 2

All strings £1.50 per set
Guild, Gibson, Ernie Ball etc.

£325.00
£325.00
£325.00
£335.00

ELECTRO-HARMONIX (EFFECTS)
Bass Balls
Small Stone
Memory Man
Deluxe Memory Man
Echo Flanger
Bad Stone
Queen Trigger
Hot Tubes
Crying Muff
Volume Pedal
+ full range of effects.

£35.00
£29.00
£59.00

£110.00
£65.00
£41.00
£59.00
£39.00
£42.00
£25.00

More Music - 124 Springfield Road, Chelmsford Tel: 0245-69117
(RIGHT NEXT DOOR TO THE THREE CUPS PUBLIC HOUSE) - GROUP PRACTICE ROOM AVAILABLE TO REAR.
Full range of second hand bargains (drums, amps, mics, guitars - from £10.00)

Free delivery UK Et abroad - Product Distribution Service ring for full details

Special concessions available to pro Et semi pro bands Et acts, name acts, bands Et KU members
Guitars refretted Et repaired - Repairs - Cheap Hire Rates

Free drinks at pub next door (ask Tony - Shop Manager!!!)

MOREMUSIC - The one professionals recommend more than any other

Some day all music shops will be like More Music
More Music, Springfield Rd, Chelmsford 69117 - More Music, Churchwalk, Colchester 47151
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MUSIC
MART
To have your company listed,
contact Howard Rosen, 01-369 5378

AMP & GUITAR SHOPS

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 (0533) 769318

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

KEYBOARD HARMONY LTD., 82/84
High St., Redhill, Surrey. (91)68821

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

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

S.A.I., Regent Street, Coppull, Nr.
Choriey, Lancs. 0257 791645

SUN MUSIC, 110-111 Oxford Road,
High Wycombe, Bucks. 0494 36686

SUPERMOUSE MUSIC,
233 Melton Road, Leicester (0533) 63830
After hours: (05331606623/607279

TELECOMMS, 189 London Road, North
End, Portsmouth (0705) 60036

WHITE SOUND EQUIPMENT, 3 Albion
Place, Sunderland, Tyne & Wear.
(07831 78058

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

WOODROFFES MUSICAL
INSTRUMENTS LTD., 119 John
Bright Street, Birmingham B1 1 BE
(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 813
OBT. (021) 777 4971

DISC -CUTTING
& MASTERING

COUNTY RECORDING SERVICES,
London Road, Binfield, Bracknell,
Berks. Tel: (0344) 54935
MIDLAND SOUND RECORDINGS,
Meeting House Lane, Balsall Common,
Coventry. 106761 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.

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

KEYBOARD HARMONY LTD., 82/84
High St., Redhill, Surrey. (91168821
MAURICE PLACQUET LTD.,
(Colin Barton), 358-360 Uxbridge
Road, Shepherds Bush, London W12.
01-749 3232
SUPERMOUSE MUSIC,
233 Melton Road, Leicester (0533) 63830
After hours: (0533) 606623/607279

TELECOMMS, 189 London Road, North
End, Portsmouth 107051 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, Ickenham, Uxbridge,
Middx. Ruislip (711 73271/36986
HIWATT EQUIPMENT LTD., Park
Works, 16 Park Road, Kingston-upon-
Thames, Surrey. 01-549 0252/3

LIVE WARE, 17 St. Anne's Court,
Wardour Street, London W1 V 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. (02571 421603

E. ZEE HIRE LIMITED, 7-9 Market
Road, London N7. Tel: 01-6090246

PERCUSSION
INSTRUMENTS

PERCUSSION SERVICES, 17-23 Vale
Royal, London N7. 01.607 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: (05331 606623/607279

AMPLIFICATION

ROKA'S SHOP, 57 Endell Street,
London WC2B 9AJ. 01-240 2610

ORGANS Et 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 W1 Y 1HB
01408 2272 (10 lines)
GIBSON & 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

AARVAK 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 541t

MANUFACTURERS
ELKA-OR LA (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 0,
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 636668

GELF ELECTRONICS LTD.,
6 Duncombe Street, Bletchley,
Milton Keynes. Tel: 0908 77503
RESLOSOUND, Eagle Road, Rye,
E. Sussex. Rye 1079 73) 2988

SOUNDCRAFT, 5/8 Great Sutton St.,
London EC1. 01-251 3631

SYNTHESISERS

SYNTHESISER MUSIC SERVICES
LTD., 12 Holland Park, London W11.
01-221 5665

MUSICAL INSTRUMENT
SHOPS

Al MUSIC CENTRE, 88 Oxford St.,
Manchester 1. 10611 236 0340

ANDERTONS MUSIC CENTRE, 5
Stoke Fields, Guildford, Surrey. (0483)
75928

ASSEMBLY MUSIC, Alfred Street,
Bath (0225) 63508

BERRY PIANOS, 48 Grand Parade,
Haringey, London N4. 01-800 2488

ALLAN BILLINGTON LIMITED,
172/174 Park View Road, Welling, Kent.
01303 1429/3441

COOKES BAND INSTRUMENTS, 34
Benedicts Street, Norwich, Norfolk.
0803-23E43

CORNELL, J.P., 31 Spring Bank, Hull.
104821 215335

J.P. DIAS (CARLISLE) LTD., 149-153
Botchergate, Carlisle.

DUCK SON & PINKER, Harmony Hall,
Bridge Street, Bath. 10225) 5676

EUROMUSIC, 13 Princesses Parade,
Waterside, Crayford, Kent DA1 4JD.
103225) 22544

F.D. & H. MUSIC, 138-140 Charing
Cross Road, London WC2H OLD.
01-836 4766.
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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. 102331 23226
KITCHEN, R.S. LIMITED, 27-31
Queen Victoria St., Leeds. Leeds 446341
LOUGHBOROUGH MUSIC CENTRE
18 The Rushes, Loughborough, Leics.
(050931 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. (06221 673355
MILTON KEYNES MUSIC, Boogaloo
Basement, 17 Bridge Street, Leighton
Buzzard, Bedfordshire. 0525366622
MR. BOTTLENECK, 7 Queens Street,
Salisbury, Wilts. 0722 23689
MUSIC EQUIPMENT LTD., 55
Camberwell Church Street, London SE5.
01-701 2270
NICKLIN & SONS LIMITED, The
Square, Barnstaple Devon. 10271) 2005
NORTHERN SOUNDS, 41 Jane Street,
Workington CA14 3BW. 0900-4797
NORMANS (BURTON -UPON -TRENT)
LTD., 1 Lichfield Street, Burton -Upon -
Trent 10283) 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.
10989) 2431
RUSHTONS MUSIC; 28 Oswald Road,
Scunthorpe, S. Humberside.
Scunthorpe 10724) 2400
SANDRA'S MUSIC CENTRE, 6
Allhalland Street, Bideford, North Devon
1023) 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. pm 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 10533) 63830
After hours: (0533)606623/607279

DAVID VANE MUSIC, 28 Market
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-
68821

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 \

Royal, London N7. 01-607 8383
SUPERMOUSE MUSIC,
233 Melton Road, Leicester (0533) 63830.
After hours: 10533) 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.
01-7221130

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
(061) 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 BN14 7BA
0903 207744
ROCKFIELD STUDIOS, Rockfield
Road, Monmouth. Wales 0600 2449/
3625
STRAWBERRY RECORDING STUDIOS
3 Waterloo Road, Stockport, Cheshire.
(061) 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
FREEPIANGE 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 Roa4, Coventry CV3 60S.
102031 21000
K.P.M. STUDIOS LTD., 21 Denmark
Street, London WC2H 8NE.
01-836 6699
LEE SOUND STUDIO, 158
Wolverhampton Road, Pelsall, Nr.
Walsall. 0922682333/682961

ORANGE STUDIOS, 3.4 New
Compton Street, London WC2. 01-836
7811/3.

MAGRITTE STUDIOS, 15 Holloway
Lane, Harmondsworth, West Drayton,
Middx. 01-897 9670.
PLUTO STUDIOS, 3 Waterloo
Road, Stockport, Cheshire SK1 3BD.
1061) 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
Know! 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 & (0789) 3081
DE WOLFE STUDIO, 84 Wardour
Street, London W1V 3LF. 01-439 8481

FAIRVIEW MUSIC, Great Gutter Lane,
Willerby, Hull, N. Humberside HU10
6DW. (04821 653116

FREE RANGE SOUND STUDIOS, 22
Tavistock Street, London WC2.
01-836 7608

IMPULSE ORGANISATION. 71 High
Street East, Wallsend NE28 7RJ,
Northumberland. Newcastle 10632)
624999

LEADER SOUND, 209 Rochdale
Road, Greetland, Halifax, West Yorks.
1042271 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.,
34-36 Crown Street, Reading, Berks.
0734 595647
TELECOMMS RECORDING STUDIOS,
189 London Road, North End,
Portsmouth (0705/ 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 SW12. 01-673 7316
SAMMA'STUDIOS, 90 Lots Road, London
SW10. 01-352 4136
STEVE ADAMS STUDIOS,
Dormer Cottage, Green Lane,
Birchmoor, Tamworth, Staffs.
Tamworth 10827) 895035.
WINDRUSH RECORDING STUDIO,
Millwood Cottage, High St., Bourton-
on-the-Water, Glos. (0451)20172

MOBILE
CRAIGHALL RECORDING STUDIOS,
68 Craighall Road, Edinburgh EH6 4RL
031-552 3685
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 106321
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

DEMOS FOR
SONGWRITERS (8 TRACK)

CARREA MUSIC, 46 Farndish Road,
Irchester, Wellingborough, Northants.
NN9 7EE. Rushden 109334) 56520

REHEARSAL STUDIOS

FARMYARD REHEARSAL STUDIOS,
White Line Road, Little Chalfont,
Bucks. 02404 2912
HOLLYWOOD STUDIOS, 38-40 Upper
Clapton Road, London E5 8BQ: 06 1121
MAURICE PLACQUET LTD., London
Studio : 01-749 3232. Pinewood
Studio :0753 654571

RIDGE FARM STUDIOS, Capel,
Nr. Dorking, Surrey.
10306) 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. (0533) 20760

H/H

JOHNSON'S MUSIC (SOUNDAROUND)
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.
(0211 236 6100

WOODS (PIANOS & ORGANS)
LTD., 15/17 Manchester Road,
Bolton BL2 lEH. (0204) 27171



CHASE MUSICIANS:
MANCHESTER
SYNTHESISER

CENTRE

Afew months ago when Beat last
visited Amrik Luther, top man in
the Chase Musicians organisation, he

told us of his plans to open a Manchester
store within a very short space of time. It
seeme logical to him, and probably to most
of his customers, to expand his business
from its London base to a northern centre:
and where is more ideally situated to pick
up business than Manchester? It straddles
more motorways than probably any other
city in Britain, has a massive indiginous
population of its own, is easily reached by
rail, and generally seems the perfect place.
Liverpool is only forty minutes drive away,
and with it, the massive Merseyside
population hungry for discount
instruments.

It came as no surprise, therefore, to lift
the phone to hear Amrik's dulcet tones
inviting us up to Manchester to take a look
around this latest development in the
Chase Musicians' story. For those of you
who don't know about Chase (actually if
there are any Amrik's been wasting his
advertising budget!) here's a brief re-
cap. Amrik is a qualified accountant and
some two years ago, while occupying a
senior position in a multi -national
corporation, he simply decided to up and
start a music store: he's a musician himself
and he figured that he could sell a couple of
keyboards a month to keep the bank
manager happy, and spend the rest of the
time playing and developing his own
music.

The calculations - strangely enough for

an accountant, - turned out pretty wrong.
In a very short space of time his actual
monthly turnover had exceeded his
projected annual turnover! Amrik was very
strongly on his way. The London
Synthesizer Centre in Charlton Street just
around the corner from St. Pancras Station
in no time at all became just about the
place to buy keyboards. Keyboards were
chosen as the main line simply because
there was hardly another shop in the
country specialising in them, and those
shops that did carry keyboards invariably
held a pretty meagre stock. Simply packing
a shop to the ceiling with keyboards wasn't
the whole story: Amrik started to sell them
cheaper than just about anybody else. He
found that he could buy in bulk, sell in bulk,
cut his own profit margins per unit, and still
come out on top. The philosophy, coupled
with a marvellous enjoyment of a challenge
and the general rigours of business
exchanges, remains with the organisation
now. Not long after the LSC opened,
Amrik moved down the road a few doors
and set up the London Amplification
Centre to continue his expansionist
programme. Then came Manchester.

It surprised us, Manchester did! Readers
who have visited the two London outlets of
Chase Musicians may well have been
surprised themselves at the size of the
premises. By no stretch of the imagination
can they be described as large! Strangely
enough, the size of the store is a built-in
belief in the mind of the potential customer
relating the impression of size of
advertising to a particular size shop!
Manchester, however, is a different kettle
of fish altogether. It's at least ten times the
size of the two London stores put together,
and rambles up and down stairs into back
rooms, basements and attics. Based in
Oldham Street, one of the main arteries
leading to the central St. Peter's Square,
the Manchester Synthesizer Centre lies
only ten minutes walk from Picadilly
Station, as well as a number of NCP car
parks. Good site, good positioning.

At the time of our visit the store had only
been open a couple of weeks and things
were understandably hectic: only the
ground floor conversion had been
completed, although work had already
begun on the massive basement area as
well. Amrik Luther had taken possession of
a flat upstairs - literally living over the
shop. The impression of size is quite over-
powering. The front section of the ground
floor is devoted entirely to keyboards -
more of them than we've seen in one place
at the same time with the natural exception
of Trade Shows. The rear third of the store
is presently allocated to amplification -
again displaying as many wares as
possible. The effect is terrific. There was
always some sort of sub -conscious doubt
lingering over the London stores - a sort
of annoyance that so much business could
be done from such ordinary premises. The
Manchester base puts this impression to
rights. Undoubtedly, when it's fully
completed and all the space is put to use,
the Manchester Synthesizer Centre will be
the most impressive music shop in the
country.

But, as we all know, size isn't
everything. How's business? "Amazing,"
came the chorus from the staff: Derek

Simpson, Ian Jenkins, Paul Kilvington and
Martin Ross - all without any prompting
for the man himself, standing in the
background. Amrik later confirmed this
over an excellent Indian lunch. "We held
an opening night and the shop was
absolutely packed - we sold a lot of
keyboards and immediately established the
rapport with the locally based bands. It
couldn't have gone better, and I couldn't
have found four better guys to run it." We
spent quite a long time in the shop simply
talking to the boys who certainly appeared
to know their stuff - all players, all ex -pro
or semi -pro musicians with that intangible
extra experience that working with
equipment on the road, as opposed to only
in the confines of the music shop.
Technical knowledge is all very well, but
it's pretty useless if it isn't tempered with
practical experience. They were quick to
point out various attributes of different
equipment, and we watched one fake
painstaking care to go right through the
functions of a Polymoog with a potential
American purchaser: there was no hint of
rushing, no questions were left
unanswered, and we expect the guy'll have
been back by now and have handed over
his handful of notes.

As we said earlier, there's no shortage of
keyboards: Roland, Yamaha, and Moog
showed best amongst the synthesizers,
but there were products from just about
every conceivable source, rare and
common, all at amazingly low prices, and
all easily accessible. You don't have to ask
if something's in stock, and if you can have
a demonstration, because if you can't see it
it probably don't exist anyway, and there's
no hassle at all in trying anything out you
like, and asking as many questions that
spring to mind.

Plans for the rest of the building are
relatively vague at the moment - or
maybe it's more that Amrik Luther is being
cagey about future developments. The
basement area is the same size as the
present store, so one may be permitted to
speculate that other musical instruments
will be making an appearance under the
Chase Musicians banner before too long.
Work was already in progress to build in a
new staircase leading down from the main
shop, and the guts had been ripped out and
disposed over leaving it ready for final
decoration. We were told of plans to have
a synthesizer school in a magnificent room
on the top floor which, if the plans do come
to fruition, would be a major asset to
Manchester, and yet another string to
Chase's already well -strung bow!

Unfortunately, our cameraman needs
shooting as he failed to return with any
respectable pictures of the new store -
he's been muttering something about
technical problems ever since. We'll
endeavour to make up for this omission in a
pictorial display in a future issue of Beat:
as it happens, it would have been a
travesty to try and represent the enormous
visual potential of this particular shop on
one page. So, there you have it - a brand
new store which brings the famous London
prices of Chase Musicians within reach of a
whole new pool of musicians who may
have felt a little reticent at travelling down
to the smoke. Call in, social or business,
and you'll be sure of a welcome.
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EQUIPMENT PRICE GUIDE
All prices in this section include the appropriate rate of VAT except where indicated. Every effort is made to ensure that
prices given here are up to date; individual retailers, however, may offer goods at above or below the recommended retail
price.

Manufacturers and distributors are requested to supply us with up dated price lists as early as possible.

GUITARS
BALDWIN

GRETSCH
Broadcaster (solid)
Broadcaster (hollow)
Broadcaster (bass)..,

Country Club, nat..
White Falcon
White Falcon, stereo
White Falcon, single
cutaway '
Roc Jet, black
Country Roc
Tennessean, cherry
Nashville, red
Country Gentleman.
walnut
Super Chet, red
Super Axe
Atkins Axe
All Prices include Case.

483.00
555.00
483.00
589.00
970.00

1008.00

821.00
483.00
579.00
532.00
605.00

629.00
846.00
678.00
532.00

BOOSEY Et
HAWKES

- - -

No 28 Classico
No 36 Bel Sow
No 30 Amazon
TAKEHARU
GT85 full size 52.00
GT120 full size 62.50
GT180 full size 75.00
WT100 jumbo 57.00
WT200 jimbo . 80.00
WT100-12 jumbo .. 62.50
VEGA
V244 160.00
V445 170.00
V445-12 st 190.00
V446 170.00
V646 .S 335.00
V845 227.50
2052M case 59.00
VITTORO
570 Small size Classic . 18.41
575 Full size Classic 25.25
ANGELICA
2852 Folk guitar 28.50
2853 Jumbo guitar . . . 43.95
2854 Class guitar 23.95
2855 Small size Classic
guitar 19.95
ANGELICA MANDOLIN
584 Flat -back Model 12.95

DI GIROGIO (BRAZIL)
No 16 Signorina . . 59.00
No 18 Estundante . . . 65.00

72.50
105.00
82.50

EIRODR JORGENSEN

KRAMER
New Generation
250G 379.00
2508 404.00
350G 441.00
350B 449.00
450G 520.00
450B 526.00
650G 652.00
650B 611.00
DMZ
1000 545.00
2000 560.00
3000 488.00
4000 606.00
All prices include hard case

CBS/ARBITER
IEX VAT)

FENDER
Eleirtrics:
Jazzmaster
Jaguar
Stratocaster w trem
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374.89
367.40
323.25

Stratocaster L/H w.
trem.
Stratocaster m/ neck
w. trem
Stratocaster L/H m/
neck w. trem
Stratocaster
Stratocaster L/H . .

Stratocaster m/ neck
Stratocaster m/neck
Li H
Telecaster c1/1
Telecaster c1/1 L/1,1
Telecaster Custom . .

Telecaster Custom

Telecaster Custom
m neck
Telecaster Custom
L H m/ neck
Telecaster Std
Telecaster Std 1/ H
Telecaster Std m/neck
Telecaster Std L/H
m/ neck
Bronco
Musicmaster
Mustang
Mustang Li H
Mustang mi neck . .

Mustang L!H mi neck .
Semi -acoustics:
Telecaster Thinline
Telecaster Thinline
L/H
Starcaster 4 case . . . .

Basses:
Jazz
Jazz m neck
Jazz Lr H
Jazz L H m /neck . .

Telecaster
Precision
Precision narrow neck
Precision fretless .

Precision m/ neck .

Precision narrow in/
neck
Precision L/ H
Precision L/H m/ neck
Precision fretless L/H .
Precision L,H m/ neck
Mustang
Musicmaster
Acoustics:
F.C. 10%
F.C. 10
F.C. 20
F.C. 30
F.C. 40
F 15
F 25
F 35
F 45
F 5512 -string
F 65
F 75
F 85
F95.
F80
F 115

364.9° CLEARTONE
349.91

391.56
291.59
331.58
316.59

358.24
346.58
379.91
283.26

316.59

309.92

341.57
258.26
279.93
283.26

306.59
179.96
139.97
191.61
206.62
216.61
231.60

338.24

366.58
496.54

324.91
349.91
356.58
383.24
27660
269.93
279.93
269.93
294.92

306.59
291.59
316.59
291.59
316.59
296.61
124.96

40.06
44.33
55.41
66.50
73.32
51.45
56.27
63.09
64.80
78.43
78.43
98.90

129.58
165.39
100.60
242.11

CHAPPELL

Classical:
C.100 36.00
C.101 43.00
C.102 49.00
C.103 59.10
C.104 65.00
Steel strung:
C.200 49.50
C.201 63.00
C.202 43.00
C.203 54.00
Bolin Handmade:
C.10 180.00
B.11 150.00
8.12 120.00

CMI ELECTRIC
TL Custom
SC36DW
SC36 Left Handed
SC Custom
SC 400
LS59TV
LS58D
LS26G
LS26DS
LS26DS Left Handed
LS26D
LS26D Left Handed
LS Custom
LS230
LP200 GCN
SG Standard
SG Special
SG Custom
1944 Twin neck & case
12/6
1954 Twin neck & case
6/4
17500
ES Custom
HR 500
PB Custom Bass
PB14 Bass
JB Custom Bass
JB 200N Bass
JB24 Bass Left Hand
RK24 Bass
EB Custom Bass

ACOUSTIC
W200B Jumbo
MJ200N Jumbo
Junior Classic
Concert Classic
Junior Western
110 Western
Hashimoto W350
Western
Mountain F100 Folk
Mountain W120
Jumbo
Mountain W120/12
Jumbo
Mountain W150
Jumbo
Mountain W230
Jumbo
Mountain W250D
Jumbo
Mountain W300
Jumbo
Mountain R500D
Jumbo

J. T. COPPOCK

ANTORIA
2355 Big Jack S.Ac.
Sunburst
2355M Big John S.Ac.
Maple
2357 Mt. Strad Violin
Bs
2350 Memphis Custom
2350 Memphis std..
,2350L Memphis std 1/ h
2351 Memphis d/ 1. .

2351DX Memphis d/1
2351 Memphis Original
23421V Memphis
2341 Memphis ctm d/1
2343 Memphis jun...
2337DX Memphis jun
d/1
2350 Memphis white
2405 Custom 74
2451 Memphis Oldie
23508 Memphis bs
2660 Memphis Vine
2458 Memphis Spcl .

2351CH Memphis
Cherry
2675 Custom 76
2354 Woodstock

148.28
117.73
124.96
167.77
237.24
144.03
144.03
122.84
122.84
129.61
122.84
129.61
199.10
109.25
158.64
160.97
160.97
190.63

297.93

297.93
160.97
173.69
213.85
171.99
90.66

182.16
175.46
113.54
190.63
169.44

64.61
100.06
25.68
27.96
32.69
39.23

154.31
49.89

59.46

68.43

68.95

95.66

113.26

129.19

216.49

173.00

190.00

88.00
136.00
132.00

1144.00
136.00
148.00
141.00
170.00
154.00
159.00

173.00
144.00
208.00
190.00
143.00
150.00
157.00

136.00
430.00
133.00

2354S Woodstock std.
2345SL Left -Hand ..
2377 Woodstock pro
2383 Woodstock ctm
2338 Woodstock std.
2347 Woodstock jun
2394 Woodstock nat
2345 Woodstock white
2354B Woodstock bs
2354LB Woodstock
long bs
2352 Clipper
2352M Clipper dil
2352 Custom
2353LDX Clipper long
bs black
2368 Clipper Fireball
2365 Dixie bs
2365BL Dixie bs 1/ h. .

23666 Marksman ...
2366FLB Fretless bs
2375 Rocketman
Maple tb
2375W Rocketman
White
2375L Sunburst )/h
HG188C Steel
2375N Rocketman
Natural
2375 Ash
23756 Rocketman
black
265528 Rocketman
Zebra
2656Z6 Zebra bs
2375W Twin Gemini
6/ 12
2407 Twin Gemini 6:4
2376 Dixie Fireball bs
2386 Memphis ctm d/ I
2386L Left -Hand
2384 Clipper Ash
2385 Clipper Ash bs . .

2370 Semi -Ac Id
2371 Semi -Ac bs
2374 Semi -Ac Id
2395 Semi -Ac nat .

24096 bs
24098W bs
2387 Custom Vulcan. .
2387CU Vulcan bs . .

2348 Phoenix
2617S Artist nat
2459 Venturer
2469 Vulcan II
2683 Solid special

ANTORIA WESTERN
FOLK
698E Gt. Western elec
684E Super Electric.. .

698 Gt. Western jbo .

698M Gt. Western
maple
6988K Gt. Western
Black
693 Gentleman Jim c1/1
684/12 Super Jumbo
684BLK Black
683 Super Jumbo
684/L LeftHand
628./12 Californian
no
628 Californian jbo .

62 Bronco tk
627/12 Bronco jbo .

627L Left -Hand
642 Folk
670 12 sir
699 Blonde
697 Tennesse 6
695 Nashville 6
758 Gt. Western Ar-
tiste jumbo
670
952 Antroria Vintage
ibo
684/6 Super Nashville.

CIMAR
1904 Black 2pu
1904S Sunburst 2pu
1908 Bass 2pu
1940 Sunburst 3pu .
1940W White 3pu .

1940 Ash 3pu
1941 Cherry Jun 1pu

12/.00
135.00
141.00
151.00
106.00
128.00
142.00
240.00
130.00

140.00
92.00

108.00
121.00

106.00
122.00
138.00
145.00
132.00
132.00

144.00

152.00
140.00
85.72

155.00
182.00

143.00

186.00
188.00

250.00
260.00
156.00
154.00
175.00
150.00
171.00
139.00
141 00
154.00
132.00
160.00
167.00
198.00
210.00
207.00
231.00
222.00
223.00
232.00

104.50
121.00
120.00

1942 Walnut 2pu 75.00
1944 Walnut 2pu 82.00
1949 Stereo bs 2pu 159.00
1950 White 113.00
1951 Cherry 112.00
1952 Bass 109.00
ANTORIA CLASSICAL
2855 58.00
2841 51.00
2840 49.00
2839 42.50
TAMA GUITARS
3563 299.00
3568 239.00
3560S 225.00
3561S 212.00
3566 198.00
3565 185.00
3555S 1157.00
3557/12 214.00
3560/12 236.00
3550S Classical 163.00
3551 Classical 230.00
3570 202.00
DOBRO GUITARS
1000 800.00
36 285.00
33D 250.00
33HS 250.00
60SS 205.00
60S 205.00
Dobro Mandolin 200.00
HAWAIIAN
2390 Guitar only 38.50
2391 Outfit 117.00

FLETCHER,
COPPOCK Et
NEWMAN

HAGSTROM
0110/J Swede, Nat ..
0111/M Swede, Blk
0112/P Swede, Chry .

0136/ L Swede, White.
0113/S Scandi. Nat ..
0114/V Scandi, S'birst

335.00
350.00
335.00
335.00
299.00
299.00

0115/Y Scanbass, Sbrt 325.00
0116/B Scanbass, Nat 325.00
0126/8 Scanbass, Chy 325.00
0137/0 Scanbass,
Frettless Natural 325.00
0138/R Scanbass,
Fretless Cherry 325.00
0118/H Viking, S'brst 299.00

137.00 0119/K Viking, Chry . 299.00
0120/0 Viking, Nat 299.00
0131/W Viking,
Bubinga 299.00
0117/E Jimmy, Oval

331155..0000

0123/X Jimmy, Oval
Hole, Natural

Hole, Sunburst
0124/A Jimmy, 'F'
Hole, Natural 399.00
0125/0 Jimmy,
Hole, Sunburst 399.00
0130/T Patch 2000,
Natural 1295.00
0142/E Hagstrom
Western 6-st 265.00
0143/H Hagstrom
Western 12-str 320.00
KENT GUITARS
0038/N Classical 24.50
0039/0 Jumbo 37.50
0040/U Jumbo 39.95
0041/X Jumbo 39.95
LORENZO GUITARS
0016/X Classical 22.95
0027/F Classical 25.50
,0017/A Classical 29.50

83.00 .0099/U Classical... 29.95
82.00 :0026/C Folk 23.95
85.00 0019/G Folk 35.95
91.00 0191/A Jumbo, Black 52.95
91.00 ,0054/L Jumbo 48.75
96.00 0055/012 -string 52.50
75.00 .0192/D Jumbo 53.95

120.00
107.00
104.00
97.00
85.00
97.00

86.00
78.00
44.00
71.00
72.00

144.00
133.00
116.00
125.00
92.00

100.00
124.00

82.00
94.00

0193/ 0 12 -string
KIMBARA GUITARS
0023/T Classical 53.95
KIMBARA GUITARS
0045/J Concert Class. 95.50
0025/Z Concert Class . 105.00
0046/M Concert Class 127.00
0009/B Concert Class. 146.50
0047/P Concert Class. 167.00
0085/0 Concert Class. 320.00
0170/N Classical 35.50
0171/0 Classical 42.50
0172/ Classical 47.50
0173/W Classical . 56.50
0174/Z Classical 67.75
0175/C Classical 79.95
0176/F Classical 82.75
0177/1 Classical 42.50
0178/L Jumbo 75.75,
0179/0 Jumbo 85.75
0180/5 Jumbo 89.95
0002/G Folk 59.95
0006/S Jumbo 69.95
0008/Y Jumbo 93.95
0007/V 12-st Jbo 73.95
0024/W 12-st Jbo. . 97.95
0324/1 Jumbo Case 33.50
0344/S 12-st Case 34.95
KIMBARA MAESTRO
GUITARS
0048/S Folk 99.00
0049/V Jumbo 107.50
0051/C Jumbo 6-st 173.95
0052/F Jumbo 12-st 149.00
KIMBARA GUITARS
0031/S Elec 6-st 191.00
0032/V Elec 6-str 199.00
0034/B Elec Bass .. 209.95
0029/1 Elec 6-st 194.50
0030/P Elec 6-st 194.50
0183/B Pre -amp guitar 320.00
0181/Y Effects guitar . 375.00
0182/Y Effects guitar . 375.00
0070/J Antique 205.00
0035/E Elec bs 188.95
SATELLITE GUITARS
0065/T Elec 6-st
0066/W Elec Bs
0097/0 Elec Bs
0395/1 Elec 6-st
0096/ L Elec 6-st
0098/R Elec 6-st
0168/G Elec 6-st

59.95

39.95
43.95
64.95
64.95
64.95
73.50
39.95

0094/F Elec bs 76.25
0169/J Elec bs 43.95
COLUMBUS GUITARS
0014/R Elec 6-st 129.95
0015/U Elec 6-st 129.95
0011/1 Elec 6-st 134.50
0010/F Elec Bs 122.00
0195/M Elec Bs 129.95
0028/I Elec 6-st 129.95
3012/1 Elec 6-st 134.50
)013/0 Elec 6-st 129.95

GIGSVILLE

ARIA ELECTRONICS
(PRO II/
LC 750
LC 560
LC 550 VS
LC 500
LS 700
LS 500 VS
LS 450
SL 420
ST 600
ST 500
ST 400
TE 500
JB 600 bass
JB 450 bass
PB 500 bass
PR 500 bass
PB 400 bass
RB 750 bass
LB 650 bass
L 1000
EA 660
ES 800
ES 750
PE 110

257.20
209.30
219.70
209.30
245.00
204.90
190.95
178.10
209.30
189.20
148.20
183.95
221.60
165.60
204.00
193.60
156.00
230.20
227.60
347.90
239.80
272.90
249.40
159.60



PE 115
PE 120
PE 125
PE 130
PE 135
PE 145
PE 150
PE 160
PE 180
PE 190 acoustic
PE 200 bass
PE 800
PE 1000
PE 1500
PE 450
PE 460
PE 500
PE 600
PB 1500
SB 1000
SB 800
LS 6000
ARIA DIAMOND
ET 240
ES 175
LS 300
EL 195
EA 200
ST 380
EJ 230 bass
PB 260 bass
RE 550 bass
ARIA ACOUSTICS
7451
7460
9210
9214 12 string
9230
9234 12 string
9250
9291
9400
9404 12 string
GR 30
9254 12 -string
9450
945412 -string
9630
9634 12 -string
930
74518
7451 WR
940
9460
9290
9295
9294
9800C
9800
9810C
9810
9260
9264 12 -string
960
9270
9280
9271
9274 12 -string
9275 12 -string
ARIA PRO II
ACOUSTICS
PW 25
PW 51
PW 56
PW 65
PW 70
PW 75
PW65/ 12
PW 75/12
ARIA CLASSICS
A560
A 559
A 568
A 557
A 556
A 555
A 554
A 553
A552
A 551
A 550
A549
A 543 F
A 561

G.M.S.

191.80
228.50
280.75
220.60
243.25
255.45
174.20
203.20
299.90
228.50
172.65
269.95
324.40
399.95
226.70
239.80
239.80
249.40
388.90
388.90
348.80
265.00

100.50
102.00'
149.00
106.40
115.95
119.50
109.90
109.00
170.90

101.30
108.80
106.30
115.50
114.70
123.90
138.95
262.90
83.70
89.90

123.00
166.60
128.90
139.80
78.70
86.20

137.30
108.80
108.80
129.75
213.50
133.00
141.50
139.80
105.50
105.50
117.20
117.20
108.80
118.00
110.00
141.50
201.00
141.50
157.40
157.40

129.75
179.95
218.50
229.95
267.90
321.40
243.00
333.00

232.70
182.50
149.80
127.20
117.20
107.20
98.80
98.80
84.60
70.30
61.10
56.90

132.30
82.00

X-500 S -Ac 2 p/u
X-175 S -Ac 2 p/u
CE -100D S -Ac 2 p/u.
SF -6 Starfire Six
SF -4 Starfire Four.
SFB-2 Starfire Two Bs
S300 Solid 2 p/u
S 100-S Standard
Solid 2 p/u
S 100SC Hand -carved
S-90 Solid Double p/u
S-50 Solid I p/u
M-75CS Solid 2 p/u I

c/away
M75GS Gold hardware
M-80CS Solid 2 p/u 2
c/away
B302 Long scale
B301 As above 1 p/u
JSB2
JSB2C Carved
Acoustic:
D55 -NT TV Rosewood
Dreadnought 546.58
D50 -NT Bluegrass
Special Rose Dread-
nought 449.47
D44MBL Bluegrass
Jubilee Maple Dread-
nought 417.09
G-41 NT Jumbo 17"
Body D/ nought 413.51
G875NT % Size 15"
Body D/nought 377.56
G-37BL Arched Back
Maple D /nought 348.78
D-40NT Bluegrass
Jubilee Mahog.
D/nought 348.78
D-35NT Bluegrass
D/nought Nat 302.05
D55SB Spruce 546.58
D44MNT Nat 417.09
D4OSB Spruce 348.78
D4OCNT c/away 399.16
D -40C Nt Florentine
c/ away 399.16
D -25M Bluegrass
Mahogany D/nought . 258.90
Jumbo & Folk Acoustic:
F-5ORNT Navarre
Rosewood 17" 683.16
F 50SB Navarre Maple
17" Jbo, S /burst ... . 546.58
E-40BL Bluegrass 16"
Folk
F 3ONT Aragon 151/
Folk Nat
F-30SB Aragon 151/4
Folk S / burst
F30 RNT Smaller .. .

F-20NT Troubadour
13% Folk. Nat
F5OBL Blonde
F4ONT Spruce Mahog
F3ORNT Small
B5ONT Acoustic bs.
Twelve -String:
F-512NT Custom
Rosewood 17" Jbo. .

F-41 BL Custom
Flamed Maple 17" Jbc
F-212XLNT Extra
Large Mah g 17" Jbo .
F212CNT ciaway
F212NT Mahogany 16"
Folk
F 112NT Standard
15'/. Folk
G-312NT Rosewood
16" D/nought
G-212NT Mahogany
16" D/nought
Acoustic Bass:
B5ONT
Classic:
Mk5 Rosewood
MK4 Padouk
MK3 Mahogany
MK2 Mahogany

749.64
517.61
446.21
671.12
410.52
374.85
310.57

310.57
353.43
235.62
185.63

392.66
424.82

399.81
314.15
257.04
299.88
342.71

395.50

266.09

266.09
485.43

212.16
546.59
395.50
485.43
539.35

715.56

643.64

471.06
456.68

402.71

312.82

485.43

402.71

539.35

593.28
355.99
269.67
212.16

HOHNER

PICATO STRINGS (sets)
ES77 elec 2.51
UL77 Rock & Roll . . 2.69
XL77 Super light 2.51
77 light 2.69
P750 med. gauge, elec 2.99
35L Bass, round wnd . 6.95
736L Bass, nylon wnd. 6.95
738L Bass, flat wnd 6.95
76 'Gold', Classic 2.07
WESTERNER
600 2.39
660 2.39
612 4.07

GUILD
IEX VATI

AA Artist Award 1070.94

MORIDAIRA
842 Classic 57.95
845 Classic 70.45
843 Classic 59.85
846 Classic 83.05
847 Jumbo 77.25
848 Jumbo 98.70
850 Western 121.10
855/F301 Folk 72.65
856/F303 Folk 82.10
851/W613 Western T.B.A.
852/WE1030 Jumbo
with pick-up 104.58
B704 12 str 127.40
B702 12 str 95.50
BW650 9 str 192.00
W6215 245.95
W611 312.30
W610 199.75
W620 179.05
G212 103.60
G214 131.15
MUSIMA
1612N Acoustic 19.95
1612S Acoustic 19.95

To avoid unnecessary repetitions, cer-

tain abbreviations are frequently used

in our listings: electric-elec; custom

ctm; semi-acoustic-s/ac; organ-org;
professional -

acoustic - ac;

string-str; de

pro; standard - std;
folk fk; bass bs;

luxe-d/I; jumbo-jbo;
piano-pno; left hand-I/h; scale-sc;

case - cs; banjo - bjo; monitor - mt.

730 Classic
731 Classic
732 Classic
736 Classic
737 Classic
738 Classic
500
MORIDAIRA BANJOS
FR 1R 4 -String
FB 2R 5 -String
GB 1 6 -String
C -7D Banjo case
MORIDAIRA
MANDOLINS
MD 20
MD 30
MD 100
CONCERTER
SK612N
CK100N
SK 614N Concert ... .

GK 200 Concert
WK599SH Jbo
VVK 599 Jbo
vVK 588
,K288
iNK0030
FK 299 Folk

HORNBY-SKEWES

25.95
27.75
32.50
63.55
78.50
96.50
12.95

60.95
60.95
62.85
28.35

41.50
41.50
49.05

17.90
25.85
23.70
32.80
47.80
44.45
31.65
31.05
50.80
42.45

HAMER
inc. case
HDS1 650.00
HCS1 700.00
HSI 1300.00
PALMA ACOUSTICS
300N 17.50
580 24.00
500 17.00
KASUGA ACOUSTICS
G100L 65.00
G200 83.00
0400 159.00
F180 86.00
0300 111.00
T250 12-str) 97.00
HC40 189.00
H C600 255.00
KASUGA ELECTRICS
SG360CH 160.00
S E4805 185.00
LG1000BS 275.00
LG600B 205.00
SE600N 210.00
SA600C 220.00
PB420S 179.00
JHS ACOUSTIC
ENCI 120.00
JHS ELECTRICS
X309 299.00
ES375N 220.00
HONDO ACOUSTICS
H9ON
H308A
H310A
H316A
H330A
H130A
H155A
H155B
H156A
H160A
H330C
H340A
H118A
H119A
HJ200A
HJ200N
HONDO ELECTRICS
EG502
H ES5000
HLP2BS
HLP2B
HLP2N
HRB2S
HFS3N
HL -J2
HFP2N
HRB2B

With Di Marzio pick-ups
HDLP2W 99.00
HDLP2W1 99.00
HDFS3N 115.00
H DEP2B 96.00

JOHN BIRCH

(EX. VAT)
All 6 str. from 320.00
All basses from 340.00
Twin necks from 600.00
Cases from 45.00

KEMBLE

YAMAHA
Classics
G225
G230
G235
G240
G245
G250s
G255s
Folk Er Jumbo
FG325
FG330
FG335
FG340
FG345
FG512
FG350w
FG365s
FG375s
FG336sb
FG351sb
FG312
SG412sb
Electrics
SG2000
SG1500
SG1000
SG700
SG500
SG175
SG90
5E500
5E700
SF1000
SC1200
SC1000

1SC800
SA2000
SA1000
B B800
BB1000
13131200
Classic Case
Folk Case

22.00 Jumbo Case
27.00 12-st Case
34.00 SG Case
39.00 SB Case
44.00 SA Case
38.00
40.00
44.00
54.00
49.00
46.00
50.00
32.00
35.00
69.00
72.00

39.00
59.00
72.00
72.00
79.00

110.00
66.00
49.00
79.00

110.00

NORLIN

61.00
69.00
77.00
87.00
97.00

109.00
126.00

65.00
73.00
89.00

101.00
116.00
125.00
125.00
135.00
165.00
84.00

120.00
93.00
96.00

625.00
495.00
525.00
435.00
389.00
250.00
190.00
285.00
326.00
375.00
450.00
375.00
361.00
530.00
449.00
345.00
375.00
475.00
24.00
28.00
30.00
29.00
75.00
69.00
75.00

GIBSON
Howard Roberts 845.00
Byrdland 1263.00
L5CES 1386.00
Johnny Smith DN
2 p/u, Nat 1453.00
Johnny Smith D, S/b 1453.00
Johnny Smith N, I p/u 1407.00
Johhny Smith, S/b 1407.00
Super 400 CES, Nat . 1514.00
Super 44 CES, Sib 1316.00
Byrdland, Natural . . 1098.00
L -5C, Single Cutaway
Acoustic Nat 1078.00
Super 400 C Outfit,
Single Cutaway
Acoustic, Nat 1215.00

ES -175D
ES -345 TD, Cherry . .

ES -345 TO, S/b
ES-345TD, Walnut .
ES -355 TD-SV
ES -335 TD, Cherry .
ES -335 TD, S/b
ES -325 TD

613.00
673.00
698.00
673.00
875.00
529.00
555.00
446.00

820
BANJOS &
MANDOLINS
AA Tenor
AA 5 String
Tenor
5 Str
TB -800 Tenor D L

60.00.

3816.00
3816.00
3186.00
3816.00
1428.00

Les Paul Recording TB -250 Tenor 817.00
White 612.00 TB -100 Tenor 569.00
Les Paul Recording RB-800 D L 1489.00
Nat 590.00 RB-250 5 -String 813.00
Les Paul Triumph Bs RB-100 5 -String 569.00
White 598.00 PB-800 D L Banjo . . . 1435.00
Les Paul Triumph Bs PB-250 Plectrum Banjo 813.00
Nat 572.00 F-5 Artist Mandolin. . . 1464.00
Les Paul Custom, F-12 Artist Mandolin . . 1221.00
Ebony 622.00
Les Paul Custom, A -12 -Mandolin 781.00
White 679.00 821 57.00
Les Paul Custom, 822 12 str 62.00
Cherry 644.00 823 57.00
Les Paul Custom, 824 77.00
Wine 622.00 825 94.00
Les Paul De Luxe, Gold 505.00 Solid Range
Les Paul De Luxe, Saxon 830 Sid. Electric 117.00
Cherry 529.00 Saxon 831 Sid. Electric 98.00
Les Paul Signature,
Gold 546.00
Les Paul Signature Bs,
Gold
Citation outfit

529.00
3789.00

ROSE -MORRIS
-- - - - -

Les Paul Signature,
tobacco brown s/ b . . 573.00

ELECTRICS
SHAFTESBURY

Les Paul Signature bs, 3414 Sunburst 199.95
tobacco brown s/b . 555.00 3419 (bass stereo) 199.95
Les Paul d/I tobacco 3399 2 p/u bass 175.00
brown s/b 529.00 OVATION
Les Paul d/I wine red 505.00 Breadwinner 425.00
Les Paul ctm tobacco Deacon 515.00
brown s/b 644.00 Deacon 12 599.95
SG Custom, White.. . 613.00 Viper 396.00
SG Custom, Walnut. 589.00 Preacher 450.00
SG Custom, wine red . 589.00 Electric Artist 539.95
SG Custom w Bigsby,
walnut 597.00

Electric Country Artist
Electric Folklore

545.95
560.00

SG Custom w Bigsby,
white 625.00

Electric Legend
Electric Pacemaker .

635.00
649.95

SG Custom w Bigsby,
wine red 597.00

Electric Classic
Electric Glen Campbell

639.95
635.00

SG Standard, s/b. . . . 429.00 Electric Custom
SG Standard, white 429.00 Legend 999.95
S I nat. satin 337.00 Electric Custom
SG Std., Walnut 402.00 Balladeer 520.00
SG Std. Bigsby,
Cherry 412.00

Electric Glen Campbell
12 695.00

SG Std. Bigsby, Electric Anniversary 775.00
Walnut 412.00 Magnum I bass 535.00
SG St. Bigsby, Sun- Magnum II bass 675.00
burst 439.00 Preacher Deluxe 550.00
L6 -S Custom, Black . . 425.00 Preacher Deluxe 12 595.00
L6 -S Custom, Nat. ... 425.00 TOP TWENTY
L6 -S De Luxe, Wine .. 334.00 1971 bs 69.95
L6 -S De Luxe, Nat. 1970 6-str 57.95
Satin 302.00 AVON
Marauder, Nat Satin 293.00 3403 99.95
Marauder, Wine 335.00 3404 82.00
Left hand: 3405 79.95
SG Std. Bigsby, 3407 99.95
Cherry 399.00 3430 99.95
Les Paul De Luxe, Gold 505.00 3431 89.95
SG Std., Cherry 389.00 3427 129.95
SG Spec., Cherry . . 339.00 3428 129.95
Les Paul Custom,
Cherry 648.00

ACOUSTICS OVATION
Balladeer 6-str 355.50

Les Paul De Luxe, Classic Balladeer 349.95
Cherry 529.00 Custom Balladeer . . . 389.95
Bass Range Glen Campbell 6-str . . 449.95
Ripper IL9-S1, Nat .. . 394.00 Glen Campbell 12-str . 549.95
Ripper IL9-S1, Ebony . 394.00 Pacemaker 12-str . . 495.00
Ripper Fretless, Ebony 394.00 Folklore 399.95
Ripper Fretless, s/b 421.00 Classic 439.99
Grabber 3 IG-3I, Nat Concert Classic 380.00
Satin 328.00 Legend 475.00
Grabber 3 IG 31, Ebony 369.00 Artist 389.95
Grabber 310 31, s/b . 394.00 Country Artist 389.95
Grabber, Nat Satin . 277.00 Custom Legend 785.00
Grabber, Ebony 319.00 Matrix 239.95
Grabber, Wine Red. 319.00 Matrix Artist 239.95
EB 3, Cherry 394.00 Anniversary 599.95
EB-3, Walnut 394.00 EKO ACOUSTICS
EB-3, White 422.00 3131 Rio Bravo 6 79.00
Jumbo Range 3132 Rio Bravo 12 84.00
J-200 Artist, S/b 668.00 1780 Ranger 6 64.00
J-200 Artist, Nat 683.00 1793 Ranger 12 77.65
Dove Custom, Cherry. 600.00 3140 Navajo 6 49.95
Dove Custom, Nat ... 623.00 3141 Navajo 12 59.95
Gospel, Nat Top 509.00 3151 Sombrero 6 . 73.95
Heritage Custom, Nat 3152 Sombrero 12.. 78.65
Top/ Rose Back 529.00 3153 Eldorado 6 108.00
Hummingbird Custom, 3154 Eldorado 12 116.00
Cherry 471.00 3143 El Paso 95.00
Hummingbird Custom, 3142 El Guacho 129.00
Nat 485.00 Ranger 6 with p/u.... 76.70
J.50, Nat Top 371.00 Ranger 12 with p/u... 89.95
J-45, S/b 349.00 Left Hand to order
J-55, Nat Top' 425.00 15% Extra. All Models.
J160E Custom s/b . . 477.00 CLASSICAL
B -45-12N d/112 str 445.00 3076 44.35
J-40 Nat Top 334.00 3077 46.85
SAXON 3078 58.95
Class Range 3079 94.35
813 39.00 3080 '133.75
814 46.00 SUZUKI GUITARS
815 59.00 3180 Dreadnought . . 81.00
816 65.00 3183 Dreadnought . . 99.00
Folk Range 3185 Dreadnought . 99.00
817 46.00 3181 Dreadnought... 108.00
818 55.50 3184 Dreadnought 12. 108.00
Jumbo Range 3182 Dreadnought . . . 125.00
819 55.50 3186 Folk 140.00
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3067 Matt Finish 65.00
3068 75.00
3069 95.00
3070 Handmade 135.00
3071 Handmade 218.00
STUDENT GUITARS
3057 Dulcet 25.99
3058 Constanta 19.99
1512 Kansas 16.35
3050 Super Dulcet . 29.99
1514 El Chico 16.35
TERADA GUITARS
3045 TG315 classic .. . 109.95
3046 TG312 classic .. 99.95
3047 TG307 classic . 74.95
3048 TG370 classic . . 209.95
3049 TG360 classic . 179.95
3187 FW628 jumbo 145.95
3188 FW624 jumbo 135.95
3189 FW625 jumbo 112.95
3190 FW615 jumbo 107.95
3191 FW659B jumbo .1.26.95
3192 FW615E electric 129.95
3191 FW613 jumbo . . 97.95
3195 TW100 Hand-
crafted 345.95
3196 TVV70 Hand-
crafted 220.95
3197 FW655N
Signature 136.95
APPLAUSE BY KAMAN
AA14 169.95
AA24 169.95
GUVATONE
8-Strirtg pedal steel . 375.00

ROSETTI

EPIPHONE
P.765
P.745
P.725
FT146
FT133
FT145 Jumbo
FT165 12/s
EC20 Classic
EC15
FT130 Folk
FT135 Folk
FT140
FT150
FT160
FT120 Folk
C060 Classic
EC25 Classic
EC20 Classic
EC15 Classic
Electric:
S350 Scroll
S450 Scroll
S450N Scroll
S550 Scroll
S550N Scroll
ET285 Bass
N180 Nova
N245 Nova
N295 Nova
N390 Nova
EROS
9352
9357
9353 Folk
9356 12/s Folk
9350 Folk
9351 Folk

335.00
249.00
199.00
99.95
8905
89.95

129.95
69.95
49.95
79.95
92.50
84.95

129.95
104.95
69.95

189.00
129.95
69.95
59.95

175.00
245.00
255.00
265.00
275.00
149.95
129.95
169.95
159.95
199.95

KISO-SUZUKI
9502 Classic 53.95
9503 Classic 69.95
9504 Classic 64.95
9505 Classic 67.95
9583 H/ made Classic 99.00
9651 Folk 60.95
9852 Folk 53.95
965312/s Folk 72.95
9507 Folk 64.95
TATRA
9198 Classic 25.25
3225 Classic 29.75
Hi -Spot Nylon 18.50
Hi -Spot Steel 17.50
ROSETTI ELECTRICS
Colt 45 366.00
9660 Lynx 44.95
9661 Lynx bass 44.95
RAIMUNDO CLASSICS
R106 39.95
R112 46.50
R123 67.50
R128 85.50
R140 109.50
R155 + case 440.00
R150+ case 350.00

SHERGOLD

Modulator 226.16
Modulator bass 260.07
Modulator 12 -string 246.72
Cavalier 323.46
Cavalier 12 -string . 341.95
Cavalier double 6/4 591.48
Cavalier double 12/4 613.66
Cavalier double 12/6 606.26
Available through Barnes Et
Mullins:
Meteor 176.17
Masquerader 191.34
Masquerader 12 -string 210.80
Double -neck 4/6 421.64
Double -neck 4/12. 442.32
Marathon bass 210.80
Double -neck 12/6 459.97
1/ h models 10% extra

STRINGS Et THINGS

MUSIC MAN
Stingray 1
Stingray 2
Stingray bass
Sabre 1
Sabre 2

Musician series:
MC100
MC200
MC300
MC700

.Concert series:
CN100
CN100 AV
CN200
CN200 WH, AV
CN250
Iceman series:
IC300 KR
IC210 BS
IC100
IC200 BS
IC400 MO
IC400 AV
Jazz series:
SA100 BS
SA400 CH
SA case only
FA100 BS
FA100 NT
FA100 case only
FA300
FA800
FA300 case only
2453
Rock series:
2388B
238913
238813 case only
2402
2402 WH
2404
2404 case only
,Ieorge Benson models
GB10
GB20
Ibanez Artist:
2616
2617
2618
2618/12
2619
2622
2622
2626
2629
2630
2630
2635
2640
2700

433,00 2700
433.00 2710
433.00 Ibanez Pro
399.00 2670
399.00 2671

2676
2680
2681
L/h 10% surcharge
Ibanez Western
637 BS
637 AV
640
647
647 /12
684 BK
684 CW
684/12
732
767
951
952

SUMMERFIELD

IBANEZ
PF100
PF100 AV
PF200
PF200 WH, NT
PF200 AV, ZB

59.95 PF300
64.95 PF300 NT
49.95 PF300 AV
54.95 PF230 MO
29.95 PF230 AV
39.95 PF400

185.00
198.50
192.50
198.85
205.00
245.00
252.50
257.50
215.00
230.00
310.50

2608
218.90 2609
244.50 2846
270.50 LH647

POA LH647/12
LH684 BK
LH684 CW
LH684/ 12

204.45
218.95
214.50
222.95
232.55

281.50
242.50

'232.75
242.15
295.50
309.50

264.62
308.74
43.35

237.39
259.03
40.15

389.69
399.25
48.95

258.95

218.05
278.20
45.75

309.40
340.70,
304.58

56,15

545.00
585.1

309.50
327.90
325.65
345.00
367.15
450.00
496.94
378.35
327.15
344.75
355.50
342.35
650.00
470.50
520.25
442.50

979 55
425.75
580.40
320.00
423.30

86.25
97.00

119.35
116.15
117.75
123.85
131.50
126.15
130.75.
139.25
110.75
100.75

165.00
199.25
123.15
119.25
120.75
125.45
133.85
128.50

CIMAR
335 78.45
355 62.35
355/12 71.55

64.66
370 64.65
370/12 69.25
371 64.65
3718K 67.75
371BK/12 72.25
393 73.15
MACCAFERRI
MAC2 165.00
MAC 2 special 175.00
MAC 3 190.00
BOZO
B60 275.00
8805 385.50
B805/12 407.95
8100 646.95
Classic
B3 185.00
B5 211.50
B8 235.65
B10 324.50
1315 356.95,
CIMAR
387 64.65
388 73.10
395 62.40
396 68.50
397 75.50
398 83.95
IBANEZ CLASSIC
2801 78.50
2811 102.30
2856 95.35
2857 116.15
2858 129.25
2859 185.40
2860 230.75
KOHNO
MK15 825.00
MK20 1050.00
MK30 1500.00
MK50 2500.00
TAMURA 10 -STRING
10P 1500 585.00
10P 2000 795.00
TAMURA FLAMENCO
F150 575.00
F200 750.00
KUNIHARU CLASSIC
K50 w/case 250.00

285.00K70 w/case
CSL ELECTRIC
LP 121 black top 98.50
LP 120 red s/b top . 98.50
LP 120 brown s/b top. 98.50
LP 120 gold top 102.00'
SC 156 red sib 120.00
SC 156 black 120.00
SC 156 white 120.00
SC 156 natural 130.00
JB 121 red s/b 99.50
JB 121 black 99.50
JB 121 white 99.50
HAWAIIAN GUITARS
2250 45.00

2251 110.95
2251 case only 36.00
SERENADA STUDENT
GUITARS
CN101-1 11.99
CN104 14.50
CN120 23.50
CN130 28.50

WING

Rickenbacker
Solid
420 239.63
430 285.19
450 307.12
450/12 351.00
460 342.56
480 325.69
620 421.88
950 259.88
4080 943.31
4080/12 1290.93
Semi -Acoustic
320 408.38
330 399.38
330/12 513.00
335 457.31
340 393.75
360 469.13
360/12 545.06
362/12 1105.31
370 513.00
360/12F 486.00
Bass
3000 345.94
3001 366.19
4000 415.13
4001 448.88
4002 943.31
4005 531.56

W.M.I.

0101 Std. Flk
K200 Folk
K320 Concert Folk
KD28 Jbo Western .
KD28-12 12st Jbo
K.410 Concert D / Lux .
K.442 Auditorium Folk
K.550 Jbo pce black
KDG 7013/1Jbo
K.475 J.L. Seagull
Classic:
KC.265 Student
KC.333 Concert
KC225 Classic
KDG50 D / I Classic ..
Electric:
KIB. 130 Bs long scale
E.120 Single p/u
K2T. S.G. 2 p/u
Banjo:
KB.52 Deluxe

WOODS

10.95
16.95
20.95
33.50
39.50
26.50
23.95
33.95
39.50
23.95

18.75
19.75
1550
26.95

29.95
23.95
27.95

39.50

G 152 Folk
G 180 Classic
G 190 Classic
G 140 Jumbo

37.53
32.53
45.00
49.47

ALLEGRO
G 220 Standard 13.12
G 300 Classic 22.16
G 400 Standard 14.65
G 150A Classic 27.34
0160 Western 49.47

'LOPEZ:
CLASSIC GUITARS
Aragona 64.06
Valencia 67.87
Navarra 71.51
Granada 82.50
Castilla 91.07
Sevilla 117.93
Andorra 140.40

WESTERN GUITARS
Berenata VII 60.53
Fantom 20 77.64
Fantom 30 81.29
Fantom 33 87.39
Fantom 36 93.50
Fantom 39 99.59
Fantom 42 Black 99.59

TWELVE STRING
GUITARS
Fantom 112 90.07
Fantom 212 100.80
Fantom 139 111.82
Fantom 412 Black ... 111.82

SOLID BODY
ELECTRIC GUITARS
Dyno II 102.93
Vedette 115.87
Super Jaz 134.26
Red Flame 110.12
Black Pearl 120.28

THIN BODY
ELECTRIC GUITARS
Caravel 105.75
DS/2T 125.43
DS/Artist 139.35

BASS ELECTRIC
GUITARS
Special Bass 152.08
Black Bass 122.85
DS/ Bass 120.28
Starfire Bass 87.24
Red Bass 115.87

JOSE RAMIREZ
CONCERT GUITARS
Model Studio I 235.77
Model Studio II 396.09

TIICARDO SANCHIS
CARPIO CONCERT
GUITARS
Model 40E
Model 40
Model 38
Model 33 Flamenco .

Model 32 Flamenco .

192.78
147.42
85.36

170.10
123.12

PRUDENCIO SAEZ
GUITARS
Model 2 25.92
Model 4 27.54

,Model 12 32.40
Model 14 34.02
Model 21 25.92
Model 24 71.28
Model 26 85.86
Model 28 Flamenco 48.60
Mandoline 25.92
Model Lady V. size .. 25.92
Model 21 W 45.36

AMPLIFIERS, P.A. SYSTEMS AND SPEAKER CABINETS
ACOUSTIC

11450W 2 x 10
116 75W bass amp
124 100W 4 x 10
125 100W 2 x 12
126 100W bass amp
220160W bass amp
230 160W
320 300W bass amp
330 300W
402 2 x 15" enc
403 4 x 12" enc
4062 x 15" enc
4072x 15"+hn
4084x 15" +hn

260.00
250.00
399.00
385.00
385.00
285.00
325.00
395.03
445.00
225.00
250.00
295.00
295.00
429.00

ATLANTEX

MXR
Pignose amp
Stereo compander .
Stereo graphic
Digital delay
31 -band graphic
2 x 15 band graphic
Mini limiter
Auto phaser
Auto flanger
Flange/phase rack .

68

87.50
189.75
227.50

1078.57
427.57
401.27
149.95
212.75
310.90

1210.95

Pro rack

BEYER (EX. VAT)

163.65 PHS 1
PHS 2

MI 60N Hypercardi
oid
M160C w. cannon
M260N Hypercardi-
oid
M260C w. cannon
M260SM w. switch
M260NC2 w. cannon
+ switch
M500N Hypercardi-
oid
M500C w. cannon .

M67N cardioid w.
switch
M67C w. cannon
M69N cardioid
M69C w. cannon .. .

M88N Hypercardioid
M88C w. cannon .

M101N Omni
M101C w. cannon .

M201N Hypercardi
oid
M201 Cw. cannon . . ,

150.90
154.99 HAWKES

(ELECTROSONICS)

B.M.S.

108.00 9370-1
112.00 9420-1

9875-1

BOOSEY Ef

60.72
64.45
78.91 LESLIE

60 528.00
82.99 110 277.00

122 706.00
79.97 122RV 852.09
85.02 130 4'73.00

145 666.00
66.52 147 708.00
72.03 147RV 841.00
53.31 251 687.00
56.96 330 754.00

113.99 520 717.00
117.71 540 462.00
71.68 705 708.00
77.34 710 788 00

720 954.00
68.66 760 729.00
70.92 770 722.00

820 558.00

Phoenix
PHA 1

860 791.00
910 907.00
Pre -Amps
7880-1

199.00 9340-1
194.00
87.00

BOSE

119.00 KM6A mixer
126.00 CE1 chorus
97.00

190.49
137.28

BURMAN (Ex. VAT)

PRO 501 50W 282.00
lexc VAT) PRO 502 50W 322.00
1800 Amp 725.00 PRO 2000100W 385.00
Pr 800 spkrs w eqlr ... 555.00 PRO 4000 bass 100W 487.00
Pt 800 spkrs add-on EXTENSION CABS
w/out equalizer 479.50 502E 118.00
800 equalizer 75.50 2000E 132.00
Pr tripot stands for 4000E 227.00
800 spk r 107.00
TC18 transit case 160.00

BRODR
JORGENSEN

ROLAND
JC 6060W combo ..
JC 120 120W com
JC 8080W combo
JC 160 160W combo
SB 100 bass combo
RE301 echo
RE201 echo
DC50
KM4 mixer

399.00
509.75
425.00
575.00
605.00
575.00
449.00
225.00
62.79

CALREC (EX. VAT)

ENTERTAINMENT
MICROPHONES
CM 602D Omni
Direct 32.00
CM 652D Full Rge.. 32.00
CM 654D Hand Held 33.70
CM 656D Ball
Headed 40.00
Power supplies and leads extra
CM 652D Full Rge.. 27.89
CM 654D Hand Held 27.89
CM 656D Ball
Headed 34.32

CANARY (EX VAT)

10/2 294.00
10/2 sub 235.00
10/4 441.00
16/2 441.00
10/4 sub 329.17
15/2 POA
20/2 POA
400W amp 289.89
Electronic Crossovers:
3 -way 75.00
4 -way 84.37

CARLSBRO
(EX. VAT)

Stingray
Stingray Super
Stingray combo
Stingray bass
Stingray bass combo -
Stingray super combo
Marlin
Slave
Scorpion
Scorpion Custom
Wasp
Hornet
Hornet Custom
Cobra P.A
Cobra bass combo

135.38
171.00
219.38
132.75
229.50
252.00
171.00
115.00
155.00
165.00
69.00
86.10

130.50
106.50
139.50



Monitor 60/130 166.00 Amp 133.92 Reflex 1 x 15" 125W
DARBURNSPEAKER UNITS

2 x 12 Flare Bs 120W.. 150.00
100W 1 x 12 Horn
Columns 147.58

Bass/Heavy Duty
P A./Disco/Organ ... 128.90

4x 12 Lead 240W....
1 x 18100W

159.00
130.00

100W 6 Channel P.A.
Mixer Amp 187.49 EX. VAT

Mini Bin 100W tx 15"
P.A. /Disco 100.44

2x 12120W PA pr . . 170.00 100W Slave 151.20 Reverb 75.50 Mini Bin 125W 1 x 15"
2 x 12 1 Hn 120W pr . . 209.00 100W P.A. Bin 169.79 SRV-50/80 196.30 Bass 127.22
1 x 12 Hn 120W pr ... 172.50 100W 4 x 12 Cabinet.. 154.96 SRV-100 259.20 Bass Bin 100W 1 x 161'
2 x 121 Hn 240W pr .. 235.00 100W 4 x 12 Cabinet KGP-50/80 201.80 P.A. /Disco 130.57
1 x 15TH Base Bin .. 166.50 Angled Front 154.96 KGP-100 259.20 Bass Bin 125W
2 x 12TH Bass Bin ... 175.00 120W 4 x 12 Cabinet .. 170.15 KGP-100 1 x 15 276.80 1 x 15/Bass Guitar 157.36
Mini Bin 150.00 120W 4 x 12 Cabinet Piezo hn. extra 13.95 Single High Hn 50W .. 32.48
Full Range Flare 225.00 Angled Front 170.15 Twin High Hn 1003W 52.74
Horn Units (21 132.00 Horn Unit 2 x 25W Up-
Horn unit (P2). 75.00 ELECTRO-VOICE per Mid Range (small). 58.59
Horn unit (P4) 124.00 (EX. VAT) Fibreglass R .C.F.
Mon. 1 x 1260W 99.00 100W Midd Range
ACCESSORIES
Mantis 156.00 J. T. COPPOCK Components

Horn with lid 143.96
Wedge Monitor 75W

Reverb Unit 80.00 1823, 110W driver... 57.00 1 x 12" 58.59
Constellation 12/2 1829, 60W driver .61.00 Flight cases and empty
mixer 312.90 EVM12L speaker 105.00 cabs POA

RANDALL EVM15B speaker 109.00
Combination Amplifiers

.

EVM15L speaker 108.00
C.B.S. ARBITER Commander 210 385.00 EVM188 speaker . 114.00 G.M.S.
(EX. VAT) Commander I 385.00 T350, VHF driver 76.00

Commander II 439.00
Commander IV 475.00
Commander VI 569.00
300 Guitar Amp I 575.00
300 Guitar Amp II 685.00
Combination Bass Amplifiers
Commander Bass I .. 380.00
Commander Bass II 439.00
Power Heads
Commander Guitar
Head 310.00
Commander Bass
Head 289.00
300 Bass Head 340.00
300 Guitar Head 385.00
Speaker Enclosures
1-15" 165.00
2-10" 174.00

..
P.A. 30A
P.A. 12
T.35
ST.350A

Cabinets
Elim 1A
Elim 3
Elim 4
FM12 2

Microphones
660 Super Cardioid .
DS 35 snl D Cardioid
RE 11 Super D
Cartioid
RE 20 Cardioid

39.69
28.44
35.50
66.00

550.00
360.00
390.00
245.00

57.00
68.00

99.00
258.00

KIN microphone stands:
CT 102S, floor 15.64
GM167, floor 8.10
GM119F, boom stand 20.70
GM139, boom stand 16.18
GM115, boom 7.83
GM120, boom 9.41
GM121, boom 10.42
GM137, boom 6.86
GM109, table top 8.06
GM111, table top 9.27
GM148, low level 9.43
GM149, low level 10.61

FENDER
Dual Showman, cab.
2 x 130F JBL
Dual Showman, enc.
2 x D 140F JBL
Dual Showman, top
Quad Reverb, 4 x 12 -
inch speakers
Quad Reverb, 4xD
120F speakers
Super Six, 6 x 10 -inch
speakers
Vibrosonic Reverb
1 x D 130F JBL
Twin Reverb, 2 x 12 -
inch speakers

289.85

315.08
340.27

464.85

671.65

451.95

426.85

398.60
C. E. HAMMOND

EX. VATTwin Reverb, 2 x D 2-12" 199.00

ELKA-ORLA
120F JBL
Bandmaster, 2 x 12-inc

498.81 4-10" 252.00
4-12" 310.00

CERWIN VEGA
Vocal Systems

enc 252.05 2-15" 264.00 V.20100 Watts 170.00

6101 Universal Amp.Bandmaster, 2 x D 6-10" 319.00 V.30150 Watts 260.00
120F JBL
Badmaster, top
Bandmaster enclosure

564.20
242.61
151.22

2-12" Folded Horn . . 270.00
P.A. Equipment
RPA-2 Power Head . 239.00

50
6102 Universal Amp.
100

239.32

269.42

V.32 300 Watts 380.00
V.33 300 Watts 410.00
V.35 300 Watts 560.00

Super Reverb, 4 x 10 - CPA -4 Power Head . 289.00 6103 Universal Amp. VH.36 400 Watts .. . . 710.00
inch
Super Reverb, 4xD
110F JBL
Pro. Reverb, 2 x 12 -
inch
Vibrolux Reverb,
2 x 10 -inch
Ge Luxe Reverb, 1 x 12
inch
Princeton Reverb,
1 x 10 -inch
Princeton, 1 x 10 -inch
Champ. 1 x 8 -inch
Super Twin
300PS guitar enc
300PS guitar top
Tube reverb 220V
Vibrochamp 1 x 8
Bassman 100, top
Bassman, 100, en-
closure
Bassman 50, 2x 15 -
inch
Bassman 50, 2 + D
140E JBL
Musicmaster bass,
1 x 12 -inch
Bassman 50, top

340.89

526.81

316.08

263.73

£216.92

169.65
122.45
65.10

443.62
262.55
508.71
131.25
71.28

217.40

217.40

185.88

305.61

106.70
176.42

RPA-120Power Head 499.00
RPA -300 Power Head 679.00
12 -Channel Stereo
Mixer 607.00
Stereo Power Amp 532.00
120 watt power
300 watt power
Booster 298.00
Stand for RPA -4 25.00
Stand for RPA -6 25.00
P.A. Speaker Columns
Pair with 2-10" Spkrs
ea 196.00
Pair with 4-10" spkrs
sa . 329.00
Pair with 2-12" and

2 Piezo spkrs ea 499.00
P.A. Speaker Cabinets
Piezo Super Horn IV 103.00
Piezo Super Horn VIII . 166.00
Monitor Spkrs. (pair) . 190.00
Horn cabinet 286.00
Exponential horn 515.00
Exponential horn . 290.00
Exponential horn 215.00

200
1604 Reverb III

437.38
104.59

Instruments Systems
G.32 200 Watts 285.00
B.36A 300 Watts . 395.00
8.36MF 300 Watts .. 475.00
B.48 300 Watts 580.00
B.48MF 400 Watts .. 650.00
B118C 300 Watts ... 280.00
Stage Monitors
SM12-2 150 Watts 16.00
SM15-2 200 Watts 276.00
SM18-2 303 Watts 406.00
BM4-4 100 Watts 146.00
Speaker Components
MLT-1 Horn only,
medium throw 65.00
MLT-4 Horn only, long
throw 260.00
MF40 Drivers for above 55.00
MF50 Drivers 8 ohms . 185.00
RMH-1 Horn, radial + 2
MF40 + 6 PZ1 UHF 345.00
L48CF Folded Horn
500 Watts 595.00
L48SE Folded Horn
500 Watts 835.00
Electronics
GE2 Graphic Eqlzr 385.00
A3001 Stereo Power

FAL -

40-T
Bass Fiesta
Kestrel
Kestrel combo
Super Minstrel
Phase 50
Phase 100, 2 amp
P100 slave
P200 slave
120, 6 amp
50, 1 x 12 cab
100, 2 x 12 cab
PA 200 cols (pr)
Mon. + hms
1 x 15" + hn
2 x 12"+ hn
Add on horns
Bass bin
Bass bin + hn

75.94
75.60
84.24

162.00
37.13
57.24
71.28
53.46
81.00

106.92
38.88
61.56

162.80
48.60
77.76
95.58
51.84
81.00

123.12

Bassman 10" 276.19 Amplifier 365W 835.00
300 PS enclosure, bs . 311.80 A1800HF Stereo

FARFISA
PA 100 top
PA 100 column

281.59
92.72

Power Amplifier 555.00
A18001 Commercial

CUSTOM SOUNDHi Freq. Horn
PA160 Amp Top

56.85
450.21

Power Amp 225W . 625.00
A1800M Stereo Power

PA160 SC3-10 column 94.77 RSC 350 Rotating
sound cabinet, 160 -

amp w. meters 225W . 595.00
DM1 Disco Mixer 455.00

CLEARTONE
Trucker 107.14
Trucker bass 125.55

watt amp
RSC 180 Ditto, with

588.60
....

DB100 Bass excavator 35.00

Trucker duo 125.55 80 -watt amp 340.20

PARK
Trucker rvb 155.68
700A 209.25

OR 200, 106 -watt am-
plifier and two speaker

HH ELECTRONIC
50W SS Combo 196.86 700C 117.18 cabinets 513.00
50W Valve Bass 700K 242.73 TR 70, portable, 60W AMPLIFIERS
Combo 210.92 700PPA1 334.80 two chan 232.60 VS Musician 100W rvb 180.75
50W Valve Rev. M.V. 70OPPA11 251.10 CL30 Amp. /Cab 237.60 VS Bass amp 100W .. 147.31
Combo
50W Valve Rev.

241.39 708 mon amp 133.92
704 150W 184.14

VS Musician rvb com-
bo 100W 267.01

Combo 274.20 706 150W bass 167.40 IC100L Amp 175.77
50W Valve Master Vol.
Combo 259.2E

705 2 x 12" combo 279.56
7056 1 x 15" combo 296.30

FUNKSHUN VS Bass combo 10OW 267.84
IC100L Combo 262.82

100W Valve Rev. 707 bass combo 284.58 Studio 50 Combo . . 160.70
Combo 337.48 Mixer: 1x 12" 50W all purp . . 46.37 INSTRUMENT
100W Master Vol. P12/2 349.86 1 x 12" Pro 75W all LOUDSPEAKERS
Comb 365.44 Enclosures: purpose 49.72 412 BL 4 x 12 200W 189.16
50W Valve Bass Amp . 185.14 Sigma 200.88 2x 12" 100W/P.A. 215 BL 2 x 15 200W 204.23
100W Valve Bass Amp 227.33 Moon Bin 167.40 disco 82.00 PA AMPS
50W Valve Lead Amp . 185.14 7212H 117.18 2 x 12" Pro 150W MA100 5 ch 100W . 190.00
500W Valve Master 7212ST 133.92 P.A. / disco 88.72 SM200 6 ch 2 x 100W
Vol. Lead Amp 185.14 7215 150.66 2 x 12" Pro w hrn stereo 395.28
100W Valve Lead Amp 227.33 7412 167.40 150W P.A./disco .... 108.81 5500-D power amp... 399.17
100W Valve Master 7125B 209.25 2 x 12" 100W Guitar .. 82.00 S130 slave 100W .... 115.50
Vol. Lead Amp 227.33 7HPH horn 133.92 2 x 12" Pro 150W PA LOUDSPEAKERS
100W Lead/Bass SS 7HB horn 66.96 Guitar 88.72 212 DC 2 x 12 100W .. 118.85
Amp 124.52 Trucker PA rev amp . 148.99 Baby Bin 75W 1 x 12" Mini horn 50W 75.33
6 Channel Mini -Mixer . 89.06 Trucker PA amp 125.55 P.A./Disco w sgl 25W PRO 100 12" + radiator 128.90
100W 4 Channel P.A. Trucker cab 60W 75.33 horn 105.46 PRO 15015" + radiator 152.33
System 281.50 Trucker monitor 58.59 Reflex 1 x 15" 100W PRO 200 2 x 12"
100W 4 Channel P.A. Trucker monitor H . 83.70 P.A. /Disco 102.11 + radiator 180.79

Unit radial 125.55
Unit bass 130.57
Concert radial 131.54
Concert Midrange 152.71
Concert bass horn .. 161.78
Mon combo 175.77
Mon ext. 93.74
ECHO UNITS
Digital Multi echo TBA
Digital Van -echo TBA
19" rach mount TBA
MIXERS
8/2 306.96
8/2 cannons 355.32
12/2 371.95
12/2 cannona 409.75
16/2 538.27
16/2 cannons 589.68
Effects module 185.98
COMPLETE SYSTEMS
A system 505.40
B system 811.54
C system 1007.02
D system 1345.06
Unit P.A. 1987.51
Concert P.A. 2992.21

HIWATT
(EX. VAT)

A.P. AMPLIFIERS
DR504 50W 193.75
DR103 100W 217.00
DR201 2130W 271.25
DR405 400W 348.75
NCA108 Solid State
180W 248.00
SPEAKER ENCLOSURES
5E4123 4 x 50W 12"
spkrs 201.50
5E4122 4 x 70VV 12"

5E4129 4 x 100W 12"
217.00spkrs

spkrs 232.50
5E2150 2 x 14" 100W
spkrs 255.75
P.A. and ext. range enclos:
SrE4120 2 x 12" 150W

201.50
SE320 4x12" 300W
prog 271.25
COMBINATION
AMPLIFIERS
SA112 50W 1 x 12"
spkr 248.00
SA112FL 100W 1 x 12'
spkr 279.00
SA115 50W 1 x 15"
spkr 263.50
SA115FL 100W 1 x 15"
spkr 294.00
SA212 50W 2 x 12"
spkrs 263.00
SA212R 100W 2 x 12"
spkrs, rev/ vib 308.45
All combination amplifiers
available with ATC speakers at
extra cost.
COMPLETE P.A.
SYSTEMS
112B bs hn bn 1 x 12"
ATC 200W prog 224.75
112M mid hn bn
1 x 12" ATC 150W
prog 209.25
HFL RCF High freq hn 186.00
HFS RCF High freq
hn/lens 308.45
425H Piezo tweeter
array 93.00
112SM Stage floor
monitor ATC/Piezo,
100W 217.00
Type D 16-4 16 ch
subgrp mixer 1937.50
X0231 3 way elec.
crossover 310.00
DR112 100W P.A. amp 240.25
DR203 200W P.A. amp 294.50
POWER AMPLIFIERS
STA100 100W 'slave'
valve 186.00
STA200 200W 'slave'
valve 240.25
STA25OR 'Tube State'
250W 263.50

HOHNER

Schaller Solo Uni 94.25
Orgaphon 60 Amp 434.80
Orgaphon 130 Amp 416.75
OTS 130 Speaker . 316.70
Orgaphon Box 80 Spk. 185.55
Dynamite 41.15
Leslie 830 887.90

HORNBY-SKEWES

JHS
C3 32.00
CD6SD 42.50
CD15T 66.UU

D150A
DC300A
M600
M2000
VFX-2 Var Elec
Crossover Unit
0C150 Output Con -
Cent
Walnut End for D60
Amp
Walnut Enc for D150A
or IC150 Amp
Walnut Enc for
DC300A Amp

CD5OT 95.00
Reverb units
ZE2 battery 51.60
ZE2M 59.50
Echo unit
56100 115.00

KEMBLE

YAMAHA
Combos:
G25112 155.00
G50112 230.00
G10013212 323.00
G100115 342.00
0100410 389.00
B50115 280.00
13100115 375.00
A0112T 285.00
A4115H 415.00
A0140H 456.00
Stacks
G100 head 220.00
8100 head 175.00
212s spkr 236.00
412s spkr 272.00
115s spkr 250.00
115L spkr 245.00
810s spkr 340.00
2151 spkr 355.00
PA. mixers
PM1000/16 3500.00
PM1000/24 6500.00
PM700 1500.00
PM430 675.00
PM180 400.00
PM 170 290.00
EM150 425.00
EM120 335.00
Power Amps
Power amps
P2100 365.00
P2200 530.00
Speakers
S0110T 125.00
S0112T 212.00
S0410H 350.00
54115H 350.00
S6115 675.00
H6115 575.00
S2115H 275.00
N1020 85.00
F1030 317.00

LANEY

Amplifiers (Translators)
127,21

A100 Reverb 159.03
A200 152.67
A200 Reverb 184.47
Amplifier (Valved)
L100 Klipp 197.55
Amplifiers (Public Address)
PA100 143.13
PA100 Reverb 177.98
PA200 Reverb 209.79
Slave Amplifiers
5100 Mono 111.33
S200 Mono 136.77
S200 Stereo 159.03
S400 Stereo 260.81
Combinations
K30 76.73
K30 Reverb 96.95
K60 Reverb 160.70
K50 Ba380.70
K100 Reverb 210.00
Speakers
C215 (Cabinet) 175.77
C412 (Cabinet) 170.75
C112 (Cabinet) 77.84
C115 (Cabinet) 92.92
C212PA (Columns)
(Pr.) 187.49
Telescopic PA Stand
(Pairs) 66.96
(For C212PA)
Columns:
C460PA 100W 2 x 12"
pair 142.47
C470PA 200W 4 x 12"
pair 272.86

MACINNES
(EX. VAT)

CROWN INTIAMCRON
IC150 Stereo Pre -Amp 285.00
060 Power Amp 197.00

310.00
520.00

1300.00
2600.00

245.00

280.00

24.00

35.00

44.00
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r music needs
ou acking....

... give it the exciting
edge of orchestral

strings.
Used throughout the

world by successful groups
and recording studios. The 4

voices of the Logan String
Melody II:- Violin, Viola, Cello

and Bass may be mixed at will,
to build up your own orchestral

sound in each of 4 modes -
Organ, Ensemble, Solo and

Accordion.
One of the many

features is the pre-set
button which gives a

pre -mixed full string orchestra sound.
Reinforce your music with the distinctive

sound of the Logan String Melody II.
Aylilable from your local music store or send a s.a.e. for a free leaflet, to -

UKTRADEDISTRIBUTORS

STRING MELODY II JOHN HORNBY SKEWES 8 CO LTD
Salem House Garforth Leeds LS25 1 PX hornbn skewer



Or the voice coil.
Chances are it measures twice

the diameter of that found in the
average speaker. And instead of
being machine wound with round
wire, they're wound by hand with a
specially milled flat ribbon. This puts
more wire in the magnetic gap.

Then there's the chassis.
None of your stamped sheet

metal. Instead, solid cast aluminium
for total resistance to warp. This
keeps the voice coil in place in a very
small magnetic gap. A small gap
means a high magnetic strength
which results in greater efficiency.

Obviously, a speaker engineered
to this kind of standard is going to
deliver a pretty impressive set of
performance figures.

We won't go into all the details
here.

Cut the cost of
yournext sound rig.
Splash outonJBL's.

What's this?
Buying the world's most

advanced speakers can actually save
you money?

Correct.
The reason being, JBL aren't

only the best sounding units you
ever clapped ears on; they also
happen to be extremely efficient.

So efficient in fact, that the
average JBL can deliver at least twice
the acoustic output of the average
speaker.

That's like saying 500 watts
going into the average loudspeaker
rig sounds like 1000 watts coming
out of a JBL system.

Result? To blow your audience's
heads off, you need to blow a lot less
on amp gear.

Now we suppose you're
wondering exactly why JBL's are so
incredibly efficient.

A look inside one explains
everything.

Take our cones, for instance.
They're custom designed and

built for minimum weight,
maximum stiffness and minimum
colouration.

Suffice it to say that 30 out of
50 of last year's top -selling albums
were recorded or mixed using JBL
equipment.

These days, isn't it nice to know
you can save money on your new
sound rig and still be in company
like that?

If you'd like to hear more about
the entire JBL range of high
performance speakers and PA
equipment, post the
coupon and we'll be
happy to send you a free
JBL information pack.

JBL

Please send me details of the world's widest
range of Professional Speakers. I have
indicated my particular interest by ticking
the appropriate box.
Musical Instrument speakers  PA's 
Studio Monitors 
Name
Address

Post Code
Complete and return to:- Harman
UK, St. John's Road, Tylers Green,
High Wycombe, Bucks HPIO 8HR
Telephone: Penn (049 481) 5331.

JBLP BI 5
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MUSIC GR. o UND
245 STATION ROAD, DUNSCROFT, DONCASTER, SOUTH YORKSHIRE.
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0302 843037

Otalier -/ETIZSE
GHAMElt,, A

BURMAN
THIS IS OUR FENDER SPECIAL OFFER MONTH

All prices include VAT

FENDER GUITARS Jazz m/ neck £294
Mustang £168

Stratocaster rosewood neck . . £234 Musicmaster £99
Stratocaster maple neck £254
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 . £599
Telecaster Custom £234
Telecaster Custom m/neck . . £254
Telecaster Deluxe RI/neck £281

S/ h Jaz2"master £195 AMPS
S/h Jaguar £250
Musicmaster £99 Twin Reverb £325
Mustang m/ 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 (1955) £650 160W Bassman cab £190
Jazz £274 Dual Showman Head 0275

'Dein ORANGE

1CDWATT 00

ampeg

NIIN

LAIRLSBRO

JBL

NORTHERN STOCKISTS OF SHO-BUD PEDAL STEEL GUITARS.

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!


