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@ YAMAHA

Designed specifically for today’s guitarist and bass player, the new JX series amplifiers
provide warmth, power and outstanding definition that are perfect for contemporary
playing styles. The highest quality materials and construction are used throughout, so
reliability and durability are superb. But more important — the latest Yamaha music
technology makes these amps amazingly responsive. They serve as an extension of
your instrument — your music — so you can control the sound rather than fight it.

Plus the incomparable G 100/112 and G 100/212 1l giving almost unlimited control to
produce clear, dynamic, rich and powerful sounds.

When you choose Yamaha amplification, you can be sure that the only sounds you hear
are the ones you want.

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

© YAMAHA

Craftsmen to the worlds
musicians since 1887,
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and joys thereof. New series, first one.
Sweeting, Adam, words and pix. Got it?
Read it.

40

£10,000 worth of fab gear to be won in the
competition page that will astound even
you, you hard-bitten old cynic, you. Maybe
your second chance to win.

Ben Duncan visits Muscle Music, who
have grown from humble beginnings to
top-class status sinply by offering efficient,
original and great:sounding PA systems.

= 67

Gets on well with the Preacher, looking
into the possibilities of the Prophet. Has
Joan been bom again? Will she form the
Salvation Armatrading Band? Or will her
music of the future be changed by com-

SI's strolling strummers put a team of
acoustics through their paces while five
just men and true (one pictured right)
consider the evidence, and weigh said
instruments on the scales of justice.

Mel Lambert offers a wealth of hints and
tips to be considered when thinking of
buying a Revox A77 second hand. A good
deal, but be careful!

posing on an instrument where you ‘just
press a button, press a note’? Tony Bacon
investigates.
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Neils Hansen looks at the way Armatrad-
ing’s direct, straightforward music is pro-
duced live.
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W elcome to the firstissue of Sound International incorporating Beat Instrumental. In this issue you'll find plenty to tell you what's happening,
and what's going to be happening, now that we've combined forces to bring you what we believe is the best British musicians’ monthly, so |
won't dwell on it here, Suffice to say; We all hope you enjoy the new look, and will give us your comments on ways we can improve.

Consider instead, for a moment, the state of the music industry today. On the instrument side, it seems that perhaps things are onthe upturn a
little; unfortunately this upturn won’t be quick enough to save the fortunes of some companies, and I expect we'll see a number of names
disappearing over the next few months. On the record side, several companies are laying off staff wholesale - it’ll certainly be up to the smaller
indies to do the A&R and find new acts. Studios are being hit, too: the average £20,000 album budget of a few years ago hasn't shifted much
despite rising studio prices and overheads, and these days there are seldom album contracts available for new bands: it’s ‘Do a string of singles
first’, As a result too, many freelance engineers and session-men are feeling the pinch. We can only hope it gets better,

Certainly such factors as 15% VAT have pushed the majority of quality gear out of everyone’s reach, and this added to already absurd album
prices has doneits bit to reduce record sales. I simply don’t know what we can do aboutit. Do you? Let’s have your ideas.
Cover illustration by Barbara Fry; photo this page, top right, Norman Hodson. Richard Elen
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AKG

CCOUSLICS

Stage Quality -
Studio Sound

mics for vocalists
AKG provide studio quality live on
stage. The D 300 series - consist-
ing of three microphones -
offer the maximum sound
quality. These microphones are
designed especially for musicians,
mainly for vocalists.
D 310-D 320B - D 330 BT

@ Extremely robust

@ Shock-mounted microphone
cartridge

@ Excellent suppression of
handling noise

AKG Acoustics Ltd.

191 The Vale, London W3 7QS
TF: 01-749 2042 (5 lines)

TX: 289 38 (akgmic g)

2qgr ASCree
- elimination of pop and breath
sounds)

@ Uni-directional polar pattern to
minimise acoustic feedback
and ambient noises

® Unequalled reproduction of
both voice and music

@ Extra protection provided.
against all kinds of mechanical
shock

@ Individual sound shaping by
use of three-position contour
switches (D 320 B, D 330 BT)

® Abuse proof

These microphones are designed

for professional use.

They'll be your best partner on

stage. ‘

Send this coupon for information about
AKG products

0O STEREO HEADPHONES
O MICROPHONES
O MAGNETIC CARTRIDGES

Name
Street
Town

ADV274/1/E




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

IF YOU WANT A BASS
PHONE 0708-25919

LET’S BE HONEST — WE WANT TO SELL YOU YOUR NEXT BASS GUITAR
Whether it's an Alembic, or a beginner's job, we think you should buy it from us

Why ® Here are just some of the reasons::

CHOICE — We have the largest selection of bass instruments in the country ACTUALLY IN STOCK
(see below). You can try them all and choose to suit your budget

PRICE — Because we specialise in bass equipment we can offer the lowest professional prices on
all models

EASY PAYMENT — Hire Purchase, Access, Barclaycard —Ring for immediate despatch

FREE DELIVERY — Anywhere in the UK mainland

EXPERT ADVICE — On strings, customisation, effects units etc

REPUTATION — We have one of the best in the business. No rip-offs. No cheap tricks. 100%
reliability

MONEY-BACK GUARANTEE — on any unsatisfactory item

OUR RANGE INCLUDES: ALEMBIC HS ANDERSON ARIA BOZO PETER COOK SD CURLEE FENDER
GIBSON GUILD HAGSTROM HOFNER HOHNER IBANEZ MUSIC MAN OVATION PEAVEY PURLE
RENAISSANCE BC RICH RICKENBACKER SHERGOLD CARL THOMPSON WAL WESTBURY YAMAHA ETC

POLYTONE— Mini-Brutes |, 11 & Il plus 101

The bestbass guitar i e
amplification anywhere in the world

’ GP11—11 band graphic pre-amp

and we do mean
the best

TRACE ELLIOT BASS STACKS
are for the professionals. They are no
lightweights and they are not cheap.

400watt—bi-amplified power section
with limiting

1812 Stack—18"", 15" and 12" speakers. Total
power handling 550watts

But they do the job.

Amplifying low frequencies is a
science of its own and there are no
short-cuts.

1010 Stack—
8x 10" speakers
and 250watt
power amp with

limiting.

You need big power amps and Total power
handling

heavy duty speakers and cabs. 400 watts

{llustrated are just two of the many
options available from a truly
comprehensive range.

We are serious about it.
If you are too, send for
details NOW.
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THE Zilbj WBI\ BAZAAR

Zildjian s have been making cymbals for centuries.
Their cast bronze cymbals are found the world over in the hands of those who must have quality

and perfection of sound and strength. And, for years, people have been collecting Zildjian souvenirs . .
Here is a selection of some of the very popular Zildjian mementoes.

Zildjian lighter by Zippo,
U.S.A. The “one-zip” wind
proof lighter comes with

the unique Zippo guarantee.
Brushed stainless steel finish
complete with Zildjian

trade mark engraved black
and gold. Price £3.25 plus

American sports cap of a
very high quality, for all
weather, for always. The
Zildjian logo is machine
embroidederd in white
writing on navy blue cap.
Price £5.00 plus 18p p. & p.

Zildjian all purpose cotton

drill cap — one size fits all.

Yellow writing on black.
Price £1.50 plus 18p
p. & p.

Zildjian steel tape measure,
inches and centimetres, by
“Park Avenue” US A.
Gold medal with black
Zildjian trade mark.
Complete with makers
guarantee. Price £1.00 plus
18p p. & p.

ZAWLDNAN CO.

[ Ll g
»
g m«p

peaiig

Please send me the following items:-

AVEDIN

The Zildjian all purpose
tee-shirt. White trade mark
1 ?'!.m..'..“! printed on black shirt.
g Sizes small, medium and
large. Price £2.75 plus 35p
p. & p.

Zildjian baseball shirt.
White with red ¥, length
arms and red neck band.
Zildjain trade mark in
black. Available in sizes
small, medium and large.
Price £3.50 plus 35p p. &p.

Beautifully made pack of
playing cards, decorated
with the Zildjian name in
bronze and black. Price =
95p plus p. & p. Zildjian key tag. Bronze
alloy cymbal replica .
bearing Zildjian trade
mark. In gift case. Price
75p plus 18p p. & p.

Deluxe cymbal bag,
custom made for Zildjian.
Simulated leather with
smart black handles and
fittings. Zildjian trade mark
printed in bold colour.
Double nylon stitched for
long life. Size 22"

Price £9.00 plus 75p p. & p.

Name
Quantity | Size | Item £ | p| Address
] - . T
| =
- | I B S
4 1 'L [
| Post this coupon to:-
Add total post and packing: The Zildjian Bazaar,
= Chatrose Limited,
I enclose cheque/postal order (payable to Zildjian) for: 34 Bancroft,

Hitchin, Herts SG5 1LA.
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The Strong,
~ Silent, Types.

Atlantex products are built for a tough, professional life.
They are well-designed and made with the finest components
for clean, noise-free circuitry.

Ashly audio processing units

represent the technology of the future.

The well-designed, easy-to-use layout
altows precision control over the
audible spectrum. Shown is the SC-50
peak limiter compressor. Other 19"
Ashly units are parametric equalisers,
electronic crossovers, pre-
amp/processors. ]

The Furman range includes mono and
stereo parametric equalisers with
pre-amps, tunable crossover/bandpass
filter, and (shown here) the neat
reverb system with limiter and
equaliser. The simple layout and wide
range of control gives full scope for
creative engineering at a price which
gives great value for money.

Sescom, the world's finest audio
interfacing units, are renowned for
high quality products, combined with
ruggedness and reliability. The wide
range of models inciudes D.l. boxes,
audio transformers, cable testers, and
many more useful studio accessories.

Built to the highest standard, Whirlwind leads are
made with top quality Belden cable, with
Switchcraft and ADC connectors.

Available from 1’ patch cords to 24-input
multicores, they are sturdily constructed to give
years of trouble-free service.

Atlantex

Write or phone for illustrated catalogues.

Atlantex Music Ltd., 34 Bancroft, Hitchin, Herts SG5 1LA.
Telephone 0462 31511 Telex 826967
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The New Cimar Astra Range

A 4+2 headstock is just one of the
outstanding features of the Cimar 2085.
The 2085 is top of the Astra series,
leading a new range of guitars from
J| Cimar. These guitars really do combine
~unique design with best quality materials
and accessories at an incredibly low price.
Along with the ‘4+2’ there’s Adjustable
Torque machine heads; a Solid Brass Nut;
Ebony Fingerboard; Full Length Neck and
Smooth Heel; Magna 6 Pickups, and Dual-
F. Mode Pickup Switches-all the features of
b N E i many guitars twice the price!
o e Whether you rock it in 4/4 or 7/4.
. 5 " Knock ’em out and Rock ’em in 4+2!
. For more informati
~ contact sole Cimé}
distributor in the

. JAVES T COPPOCK
Highfield House
eed -’»*"812 6L

(LEEDS)LTD
nyds Lane
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—NEWS-

opefully, many of you will be
reading this magazine for the

H

first time. If so welcome to the
new-look Sound Intemational in-
corporating Beat Instrumental. If
you've been a regular Beat reader
in the past, you'll find plenty to

interest you here, in what we
strongly believe is the best musi-
cians’ monthly in the country.
Obviously there are big problems
associated with a merger of two
important magazines: the mere
preparation for this issue has been
a major event, and it'll take a little
time for things to settle down. As a
result we have been unable to
include in this issue some of the
regular items from Beat which we
will be continuing in the future
—simply because we either
couldn’t get hold of copy in time,
or just because we ran out of
room. This issue contains more
editorial space than at any time in
the past, and the magazine will be
getting bigger from now on, but we

still have a large number of items
we would like to have included,
but simply couldn’t, for the
reasons above.

From next month, however, we
hope to bring you a number of
extra regular items, including
Chris Gibbons’ Guitar Bar and a
special new section for queries (in
addition to our Letters pages)
under the heading Sound Advice,
edited, as in Beatby Gary Cooper.
We will also be continuing the
regular Studio Profle feature
under the title Studiofile, kicking
off with an article on the Nomis
rehearsal/recording complex.
Beat'’s Tipped For The Top series
will be continued under the title
Road Works - see this issue for the
first article from Adam Sweeting
on new bands on the road. We are
also considering continuing the
Shop Profile and Price Guide
pages, and would be interested in
your comments on their value.

Also in this issue, you'll find an

New Readers Start Here...

expanded reviews section, cover-
ing everything from instruments to
budget “recording gear for the
musician - subject to review items
and | reviewers being available
(could you be one?) welll be
adding further review sections to
covet other instruments in the
future.

We hope you like the new
format for Sound International
incorporating Beat Instrumental -
we're doing our best to give both
Beat and SI readers everything
you need and want from a musi-
cians’ monthly, and we'd like to
hear!from you on how you think
we've succeeded — or not. Write to
us with your views, and if you can
%et to Olympia, talk to us at the

ritish Music Fair this month.
SI/Bl is your magazine — we're a
bunch of musicians (and the odd
studio engineer) so we under-
stand ﬁour requirements—help us
to make sure you get the informa-
tion you want.

NAMM Bam Have ANice Day, Sir...

NAMM Music and Sound Expo
Chicago, June 28-July 1, 1980

here were Lions in our hotel in
Chicago. Hundreds of them. [
should explain that Lions are some
bizarre order of ex-service people
(they have Lionesses too) who seem a
bit like the Round Table in Britain - ie
they get together to do Good Deeds
for the Needy. Only thing is when they
gather for a convention, as they did in
Chicago (a mere 35.000 of themn),
they dress up in vellow and mauve
waistcoats with PITTSBURGH PA
and CLEVELAND OH in 4in letters
on the back and as many badges and
pins on the front as the garment will
hold without tipping the unfortunate
bearer forward with the weight of all
this excess metal. They even manage
to.make a fully rigged-out Rick Nielsen
(who, in case you hadn't guessed by
the Cheap Trick jumper, scarf, badges,
tie-pin, socks, plectra, hat, belt and
apylthing else wearable that can
possibly have Cheap Trick inscribed
on it, is lead guitarist with a popular
outhit called Cheap Trick) look pretty
laid-back and insignificant. The S/
investigation team eventually tracked
down Rick on the Hamer stand
at the NAMM show, and he promised
faithfully to write some words down on
Cheap Trick notepaper with his
Cheap Trick pen about just how he
gets that fantastic sound, just for SI
readers’ enjoyment. Innee nice?
NAMM is the National Association
of Music Merchants, an American
association of instrument dealers and
retailers, and their shows (two held
everyyear, one in an eastern state, one
in the west) are a musical instrument
buff's paradise. This year's show in
Chicago’s McCormick Place, a huge
exhibition complex built some ten
years ago to the south of Chicago’s

downtown conglomeration of some of
the most handsome buildings ['ve ever
seen, is no exception. So read on, and
l'll tell you about some of the new
instruments and equipment [ saw
there. Some of these you'll be able to
see on show in Britain for the first time
at this month’s London Olympia
British Music Show, others won't be
available for some time yet, still others
don’t even have UK distribution ar-
ranged, so they may remain un-
available.

Guitars proved tobe a focal point of
the show — and this year the big two,
Fender and Gibson, both had plenty
to shout about. Fender, of course,
have been keeping pretty quiet of late:
their new Lead [ and Lead II guitars
issued last year (see SI Sept '79, and
Lead Il review SI Dec '79) have been
minimally promoted and therefore
haven't taken off at all, while the
previous ‘original design’, the appall-
ing Starcaster (reviewed SI July’78) is
best forgotten. So it’s not surprising
that Fender have turned to what must
be their two most popular designs, the
Stratocaster and the Precision, for
their ‘new’ efforts.

The new six-string is the Fender
Strat, which on first sighting looks like
a Stratocaster decked out with brass
hardware (actually components from
the new-ish Fender Brassmaster
range). The Strat comes in two rather
attractive stock colours, amusingly
titled ‘Lake Placid Blue’ and ‘Candy
Apple Red. These are, after all,
American guitars. What Fender have
added in musical versatility are further
pickup configurations via two-mode
switching on the bottomn rotary control,
adding four more sounds to those
previously available from the five-way
selector, coupled with the brighter
sounds to be got from the "hot’ Fender
X-1 pickup in the lead position.
There's a six-piece bridge, Schaller

machines, tremolo arm as standard, 4-
bolt neck joint, and the guitar does
look rather good, with a slightly
smaller headstock than on the stan-
dard Stratocaster. and a US price for
maple or rosewood fingerboard
versions at $995.

Really interesting, though, is
Fender’s first venture into the world of
active electronics. The Fender Pre-
cision Special bass is, essentially, an
active-powered Precision with brass
hardware. Active controls allow you to
add or subtract up to 15dB to or from
treble and bass via the separate tone
controls — with normal passive con-
trols,iof course, you can only cut the
tone you already have. Thus we have
here | three rotaries on a Precision:
volume, active treble and active bass.
Theré’s also a little flickswitch near the
jack |socket which they call ‘circuit
defeat’ - this lets you send the controls
back [to a normal passive Precision
should you so desire, or should your
9v battery go dead after the estimated
1.200 hours'’ life. The demo [ heard in
the Fender booth at the Chicago show
sounded very good indeed. and when
[ picked up the bass it felt easy to play -
aided by the slightly faster neck which
is 1/16in narrower in cross-section
that that of a regular Precision. Of
courge, the problem with some active
guitats and basses is background noise
- it didn’t seem bad on the sample |
tried briefly, but we'll have to wait and
see what it’s like in real conditions. |
hope we get one to review soon - the
colours available are the same as those
for the Stratmentioned above, and the
brass hardware once again comes
from| the Fender Brassmaster range,
along with a 4-piece brass bridge. The
US price for maple or rosewood
fingerboard versions is $995.

Fender also announced another
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new bass at the show, but they didn't
have a sample ready in time to exhibit.
This is the Fender Lead Bass - odd
name, huh? Anyway, it seems as
though it will be aimed at the sort of
area their Mustang bass used to fill. It'll
have two eight-pole pickups. with
phase control and pickup selection,
and the body willbe of solid ash. That’s
about all of substance that Fender
were telling, and a price wasn’t even
given. We'll give more details when we
know.

Gibson seemed decidely less than
keen to let us see their new Sonex-180
guitars, so we had to break into
McCormick Place one night and pinch
the one sample available to get a look.
This is a particularly dangerous oc-
cupation in Chicago as the usual
police procedure is mandatory
machine-gunning for even the
smallest crimes (stealing a loaf of
bread, heroin dealing, etc). So we
blacked up carefully and stole quiety
Into the now-deserted building. Even-
tually we found our prize, a Gibson
Sonex-180 Custom. Deftly sawing the
guitar in half, we couldnt help but

notice that this was not a conventional-
ly constructed guitar. Indeed the sam-
ple was composed of a three-layer
laminate: a maple centre piece, with
outer layers of wood resin — a sort of
fibreglass-like material to look at and
feel. But that particular mixture may
well change with production models —
we'll keep you posted as to what's
going on in the innards of the Sonex
guitars. We can be more positive about
the models in the Sonex range, and
the cash required to own one of these
beasts. There are three basic models:
Sonex 180 Custom (£295 inc VAT
and case); Sonex 180 Standard (£256
inc VAT and case); and Sonex 180
Deluxe (£215 inc VAT and case). The
Custom comes in ebony or white
finish, has a maple neck, ebony
fingerboard, two humbucking pickups,
coil tap switch, tune-o-matic bridge,
chrome-plated hardware and a scale-
length of 24jin, while the Standard
comes only in ebony finish with a
‘selected hardwood’ neck and
rosewood fingerboard, but is
otherwise similar to the Custom. and
the Deluxe is similar to the Standard

but is without coil tap switch.

Gibson showed three other new
ranges of interest: the Les Paul
Standard-80s, the Howard Roberts
Fusion and the 335-Ss. The
Standard-80s are an attempt to pro-
vide a ‘vintage-style’ Les Paulas a new
instrument, and in this they succeed in
being accurate and attractive. The
Howard Roberts Fusion is a guitar
which may well be useful in a variety of
musical styles — hence the solid maple
centre-block running the length of the
otherwise semi-acoustic body, and the
shape vaguely reminiscent of a sort of
‘less sharp’ 175. Front pickup is hum-
bucking, with the addition of a
punchier Super Humbucking type in
the bridge position. At £663 inc VAT
the Fusion couldwell have an effecton
many players’ styles and techniques,
so watch out. The 335-S series are
solid, slightly smaller versions of the
ES335-shape guitars, and they come
in three styles: the Standard is all-
maple with two new Gibson humbuck-
ing pickups with cream and black coils,
rosewood fingerboard and chrome-
plated hardware, at a cost of £352 with

VAT and case: the Custom, at £405, is
all-mahogany and has an exposed-coil
front pickup and the new pickup of the
Standard in the bridge position, ebony
fingerboard and chrome hardware.
These two are in the Firebrand range,
with sort of ‘scorched-out’ logos
{ouch!). The 335-S Deluxeis the nicest
of the new 335 range, though un-
fortunately it’s the dearest at £459. It
includes the rather good Gibson TP6
fine-tuning tailpiece and two Dirty
Fingers humbuckers, plus a Posi-Lok
strap button, and comes in tobacco
sunburst, ‘silverburst’ or cherry
finishes. With luck you'll be seeing a
good few of these new Gibsons re-
viewed in upcoming issues of SI,

What else was happening in
guitarland, you ask? Well, regular
readers of SI may remember my
reporting the existence of the Peavey
T25 prototype guitar, shown at last
year's NAMM show in Atlanta, and
using a new material for construction
{Gibson’s ‘Multi-Phonic’ proposals are
hardly revolutionary merely in using
new materials for guitar manufacture)
called Sustanite. [mentioned then that
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Top row left to right:
Ibanez AS50, Peavey T25,
Aria Elekord AE90,
Washburn Festival series,
Fender Precision Special,
Fender Strat,

my kindatown ...

Bottom row left to right:
Fender 300bass amp
between

cab and SRA400 power
amp,

Veillette-Citron Classic
range,

Gibson Sonex-180 Custom
in case,

new Gibson headstock logo.

All photos Tony Bacon

the T25 was ‘a way off from being in
production’, and sadly that'’s still true
now, though Peavey's Rick Grigsby
assured me that shipping of the T25
was expected to start some time
around the early part of 1981. Joining
the T25 at the Chicago show was a
simpler model, the T15, with verybasic
volume, tone, split/humbucking con-
trols (‘a student’s mode!’); UK price’ll
be +£135! The Sustanite is only used
for the body now, which has a wooden
core, and the neck is wood too, despite
Peavey's experiments with synthetics
in this area as well. The T15too comes
into the long-way-off category, with Mr
Grigsby estimating ‘sometime in 1981’
as a likely appearance date, but com-
forting news is that the T25's projected
price is £170.50 with case!

From synthetics to synthesis -
Roland, as ever, had a standfull of
new objects, not least of which was the
very new GR33B bass synth. So new
was the instrument that even one of
the demonstrators seemed to be hav-
ing an ongoing familiarity problem.
Still, the bass synth is essentially similar
to the 303 guitar synth unveiled at
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January’s Anaheim NAMM show (see
report SI March '80), with a bass
controller {ie bass guitar) made by
Ibanez, and a floor-resting control
module. The module has controls for
string-selection with LED status in-
dicators, an overall Master Tuning
control, an LFO section with rotaries
for Rate and Delay, two program-
mable pitch settings which can be
brought in latched or unlatched by
footswitches Pitch A and Pitch B, a
VCF section with 12dB and 24dB
filters, Envelope modulation, En-
velope attack and decay (A and B) and
associated footswitches, plus VCF
Mod and VCA Mod footswitches, The
bass controller has similar onboard
controls to those of the guitar synth
controller, together with active elec-
tronics, and includes the interesting
LFO control either side of the synth
pickup. We could only get pretty basic
info at Chicago on the GR33B, so try
to get to see it during the London
show this month — also, we hope to be
reviewing both the Roland guitar and
bass synths later in the year. US prices
for the bass synth complete are be-

tween $1,795 and $2,050.

Aria and Washburnboth launched
new lines of electric/acoustic guitars at
the show — ie acoustic guitars with
transducers for amplification and as-
sociated onboard volume and tone
controls, d la Ovation though obvious-
ly without the Lyrachord back. Aria’s
were called the Elekords, two with a
subtle single cutaway, the AEI100
{gold-plated hardware, spruce top,
sycamore sides and back, ‘violin’
finish) and the AE90 (chrome-plated
hardware, spruce top, rosewood back
and sides, natural finish); the other two
with conventional small-waisted
shape: the FE70 (materials as AE100)
and the FE60 (materials as AE90).
The Washburns are called the Festival
Series, all named after big outdoor
festivals (remember?) such as the
Woodstock models, which are
mahogany-bodied. These too have
single cutaways, a little ‘sharper’ than
those of the Arias, but Washburn do
have the slight advantage of three 12-
strings in their range.

Ibanez had some interesting new
instruments worth noting, the least

subtle being the Destroyer I (or
DT500CA if you prefer less romantic
titles), at $459 in the States. It's much
less of an out-and-out Explorer copy
than the previous Destroyer, from
which the II draws its inspiration along
with the Ibanez Iceman. Referring
back to the Gibson Howard Roberts
Fusion and now coming across the
Ibanez AS-50, you might think that
some’ of the major guitar manufac-
turers are taking more interest in the
jazz-rock (for want of better
terminology) player. The AS-50 is a
semi, but with a smaller body size than
Ibanez semis have sported previously.
Jeff Hasselberger of lbanez, himself a
solid-bodied electric player, explained
to me that he really liked the sound of
semis and reckoned that solid players
would go for the AS-50. ‘The AS-50is
basically not only for solid-bodied
players, but it will attract them, he
enthused. ‘Sounds great, and it’s really
inexpensive.” $590 to be exact, in the
US of A. The new acoustic that caught
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Why thereisnt
aWestburyin
Peter Haycock's
uitar collection.

To therock world, Peter Haycock, guitarist with

!

the Climax Blues Band, is a skilful and imaginative player of
international status.

So you can imagine our enthusiasm when we discovered
that the guitar Peter uses for both studio and live work, was a
Westbury, (a Custom I1, gloss black actually), quite amodest
guitar EPiCBWiSB, for a musician ofhis standing.

So with almost indecent haste, we tracked him down and
asked him over the phone ifhe’'d tell us why he chose and
used a Westbury.
And could we putitinanad?
‘Sure’ he replied, ‘as long as you mention the Climax Blues
Band’s new album coming out shortly on the Warner
Brothers label’ 7
It was a deal, and the conversation went like this:
Peter, why Westbury?
Ithink because it's such a versatile guitar, yet so easy touse. ..
I can still geta lot of widely differing sounds quickly.
You're obviously happy with the sound.
Yeah, it's great, as [ said, it's very versatile . . . used witha
variety of amps you can get anything from a screaming
humbucker sound to areally slicing single coil sound.
Iunderstand you collect guitars.
Yeah, right, I've got sixteen so far . . . including an ES355 —
a gift from the Marshall Tucker Band, a black Les Paul
Custom and a Veleno which hasa weird aluminium neck.
And yet you use the Westbury to the exclusion of the
others?
dRight, I’'ve now got a room full of guitars, just collecting
ust.
What about the old adage—you're not a guitarist till
you’ve owned a Gibson?
It'snicetoownone...lwould say try a Westbury first . . .
you’ll be pleasantly surprised. . . you can, over the years,
spend alot of money trying to find theright guitar . . .
starting with perhaps a second hand Fender . . . through
the Les Pauls, 355's etc. You'd be far better off buying a
versatile one like this, as they certainly aren’t a lot of
money. In fact I'd say that a Westbury is a short cut to
finding the ideal guitar for stage and studio work.
Did you know the Westbury range starts at £135.00
including VAT?
Really? That’s amazing, they look and perform more like
£400 guitars.

Dear Rose-Morris, If what Peter says is anything to go by,
Westbury seem to have a great range of guitars. Please send me
the full story.

INAINIC ..o e P SO

Rose-Morris & Co. Ltd., - |
32-34, Gordon House Road, Rose Morrls
London NW5 INE Wuﬁwy

S WAS Tel: 01-267 5151
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my eye on the lbanez stand was the
Macaferri-like R400, mainly because
of its attractive price-tag of $295.

Veillette-Citron are a New York
state based guitar maker who have
recently relaunched themselves more
positively into the guitar market — they
do make very good guitars (Bill Nelson
has one, and [ think | heard someone
mention that Peter Green has one,
too) and now offer their handiwork in
three distinct ranges: Standard (own
twin-coil hum-cancelling pickups,
chrome hardware, rosewood
fingerboard, black or sunburst finish,
guitar $970, basses $860 to $1,251);
Classic (two-stage twin-coil hum-can-
celling pickups with phase reversal
push/pull pots, gold Schaller
machines, V-C brass hardware, select
flame maple in clear, black or sunburst
finish, guitar $1,270, basses $1,140 to
$1,616); and Limited Edition (faced
with contrasting exotic woods as
available, including ebony, koa etc,
electronics as Classics, guitar $1,500,
basses $1,370 to $1,846). They all
offer superb craftsmanship and if
you're in this sort of league, they're
well worth checking out.

A stand full of replacement pickups
at a trade show is enough to make my
eyes go blurry and my brain think that
they all look the same (though that
could well be due to one too many
plum wines at Ron Of Japan the
previous night). But Seymour Dun-
can showed some good pickups, and
Geoft Richardson told me about their
quality Jazzmaster and Jaguar
replacements, and of their renowned
Gibson/Guild P90 replacements.
Dave Gilmour and Jeff Beck are
among the players who have sampled
and enjoyed SD pickups, and we are
warned of an upcoming Invader
pickup which Geoff described as a

‘super punkout’ unit. Hmmm.

One of the few brand new com-
panies that really caught my eye at
Chicago NAMM was Legend
Amplification. They have a range of
two combos, an amp and four cabs,
plus a teak-finished combo, which are
hand-built to exacting standards and
look particularly good. The
woodworking of the solid oak casingis
beautifully done, utilising a joint called
the ‘fingered boxjoint’ which looks
just like overlapping fingers and is
claimed to be ‘the strongest type
construction possible’, The combos
are the G12508C, a 50 watt valve pre-
amped, 4-band eq amp with a single
Celestion 12 ($750) and the
G21250SC, a 2x12 version at $875.
The ampis the GH50, the same as the
amp in the combos, at $650, and the
cabs come in 1x12, 2x12,4x12 and
4x12 slant-fronted models, from
$350 to $900. The teak-constructed
version of the combo, the G1250SCT,
costs $875. Not cheap amps, but
quality stuff.

Acoustic have a new bass amp
(with accompanying combo version),
the 120. It's rated at 125 watts RMS
and has high and low input jacks,
bright switch, treble, midrange and
bass tone controls, power boost, 5-
band eq, pre-amp out/power amp in
jacks, LED power indicator, weighs
25lbs, and costs $489 in the States.
The combo version features a 15in
driver in tuned reflex cab, weighs
60lbs and costs $679 over the water.
Fender, too, had a new 300 watt bass
amp, the B300. It's a transistor amp
with the accent on eq facilities: there
are four regular tone controls for Bass,
Low Mid, Mid and Treble, plus a
‘parametric’ eq section rated at Low
(40 to 100Hz), Mid (120 to 315Hz) and
High (400Hz to 1kHz). Also included
is an internal complimiter to ensure
clean, smooth output (assuming that’s
what you want), a bi-amping facility
and rack-mounting. US price is $995
(a popular price-tag for Fender these
days, it seems).

Ibanez stole the fx show with their
UE400 ‘four-into-one’ rack unit, which
features compressor, phaser, distor-
tion and chorus/flanger units in one
instrument. FET switching onboard or
from a footpedal ensures silent opera-
tion, status LEDs let you know where
you are, and a very simple but effective
switching system allows you to arrange
the effects in any order you require. It’s
mains-powered, and should seduce
many a musician away from separate
units clutteringup the stage. For those
who stay cluttered, lbanez added the

CP-835 Compressor and the PT-909
Phase Tone to its redesigned line of
FET-switched, LED-status lighted
stage effects (the rest were outlined in
News in SI June '80). Boss had Tour
useful additions to its already swollen
range of effects: the DM-100
Analogue Delay, a two-channel echo
unit at $395; the RX-100 Reverb Box,
also with two channels, at $260; the
PV-1 Rocker Distortion pedals, at
$145; and the BF-2 Flanger, a com-
pact version of the successful BF-1, at
$125.

There were some attractive things
to hit at the show, and Harvey Mason
could be seen showing visible
evidence of his new endorsement
arrangement with Premier (yes, there
were a few Brtish companies at
NAMM too). Meanwhile, at either end
of the electronic drum market, Synare
and Electro-Harmonix had interest-
ing new products to show. Synare had
their electronic Bass Drum, capable of
producing short, medium and long
bass drum sounds, all tunable with a
single control, and with an added triple
or repeat-beat facility, all at a US price
of $299. They also had a new elec-
tronic Tympani unit which can be
tuned via either a front-panel control
or the optional footpedal. You can
also achieve ‘bending’ of the sound
while it’s sweeping up or down, and
the unit sellsin the US for $325. Lastly,
Synare were showing two new elec-
tronic Toms, the Hi-Tom and the Lo-
Tom. These are not methods of greet-
ing your friend Tom, but are fully
controllable electronic drums with tom
tom sounds. Front panel controls are
for Tune, Run Range, Speed and
Direction, Output Decay, Sensitivity
and Volume. Either tom sells in the US
for $299. Electro-Harmonix, however,
were showing off a multiplicity of their
value-for-money Space Drums, which
now include the basic Space Drum
giving the you've-heard-it-everywhere-
done-to-death disco-drum synth
sounds; the Super Space Drum with
added modulation, generating se-
quence and ring mod effects; the
Crashpad which gives snare, cymbal,
surf etc, but nowhere to sleep; the Clap
Track giving varied ‘hand clap’
sounds; the Sonic Boomer which al-
lows drummer’s plain ole acoustic
drums to be electronicised (is that the
right word?). and Rolling Thunder,
which has nothing to do with Bob
Dylan and everything to do with low
frequency drum synth sounds.

And that's about it Back to
London. Coming back through
customs, shattered from a five-hour

Left: the beater poised to obtain bonks and thuds from Synare’s new electronic
Bassdrum. Below, Legend’s attractive GH50 amp top made from oak {and the

odd bit of metal and glass).
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stopover at New York’s Kennedy
airport, [ got thoroughly searched by
an annoyingly pleasant officer. Not
that [ was worried - [ always get stopped,
so I make a habit of swallowing
any excess liquid or substance on the
plane: makes for odd flights. Anyway
it's worth pointing out that the only
reason the previous text contains so
many American prices is that they're
the only ones available at the moment
— but just in case you get tempted to
shoot across the pond, our friend at
HM Customs with the shining wit and
perceptive questions decided to make
a public statement to Sl readers. ‘Tell
them to come up with something
better than the “They-were-selling-
them-off-in-a-job-lot-at-$50-a-piece™
story when they bring back a mint-
condition late 50s Gibson. You should
see our stock-room — we've got our
own trade show going on in there, you
know” I grinned and picked up me
duty frees.

Next month old Crombie will be
covering the new keyboards shown at
NAMM - and there were plenty there. [
noticed a new Moog (the Opus 3, a
combination strings/organ/brass
keyboard), a ‘preset’ version of
Oberheim's OB-X called the OB-SX
and a good deal of new ARPs, includ-
ing a two-VCO Solus and a big new
digital poly called the Chroma. All
these and more next time. Bye.

Tony Bacon

Further info on the above products is
available from the following addresses.
Acoystic amps: US - 7949 Woodley Ave,
Van Nuys, Ca 91406, Tel: (213) 997-6631;
UK -|Kitchens of Leeds, 26 Victoria Street,
Leeds, Tel: 0532 446431. Aria guitars: UK
- Gigsville, South Drive, Phoenix Way,
Heston, Middx TW5 9ND, Tel- (01) 897
1225. Electro-Harmonix effects: US — 27
West 23rd Street. New York, NY 10010,
Tel: (212) 741-1770; UK — Unit F24, Park
Hall Trading Estate. Martell Road, London
SE21 8EN. Tel: (01) 761 3739. Fender
guitars and amps: US — CBS Musical
Instruments, 1300 East Valencia, Fullerton.
Ca 92634, Tel: (714) 879-8080; UK -
Fender House, Centenary Estate. Jeffreys
Road, Brimsdown. Enfield. Middx, Tel: (01)
805 8555. Gibson guitars: US - Norlin
Music Inc. 7373 North Cicero Avenue,
Lincolnwood. Il 60646, Tel: (312)
675-2000: UK - 114 Charing Cross Road,
London, WC2, Tel: (01) 379 6400. Ibanez
guitais and effects: US - Eiger Co. PO Box
469,WComwell Heights, Pa 19020, Tel
(215) 638 8670 UK - Guitars: Sum-
merfield Bros. Salmeadows Road,
Gateshead, Tyne and Wear NE8 3AJ, Tel:
0632 770431; Effectss J T Coppock,
Highfield House, Royds Lane, Leeds L.S12
6LJ. Tel: 0532 634652. Legend amps: US-
6399 East Molloy Road, East Syracuse, NY
13057, Tel: 8315) 437-3413. Peavey
guitars: US - 711 A Street, Meridian,
Mississippi 39301, Tel: (601) 483-5365; UK
— Unit 8. New Road, Ridgewood, Uckfield,
Sussex TN22 58X, Tel: 0825 5566.
Roland/Washburn/Boss: UK - Bredr
Jorgensen, Unit 6, Great West Trading
Estate, 983 Great West Road, Brentford,
Middx TW8 9DN. Tel: (01) 568 4578.
Seymour Duncan pickups: US — Box 4746,
Santa Barbara. Ca 93103, Tel: (805)
962-6294 or 966-1286. Synare drum
synths: Star Instruments Inc, PO Box 71,
Stafford Springs, Conn 06076, Tel: (203)
6844421, UK - Rose-Morms, 32-34
Gordon House Road, London NW5 1NE,
Tel: (01) 267 5151. Veillette-Citron
guitars: US ~ 11 Field Court, Kingston, NY
12401, Tel: (914) 331-7965.



When you get up

on stage for that
important gig, the
last thing that you
need is a dud effects
pedal. That’s why
the professionals
choose MXR. Superb
sound, of course, and
those extra factors
durability and reliability
in a word,
Confidence.

T

' F \ . Please send me more information on MXR effects pedals.
" Rose-Morris |

: | o

Address
|

Rose, Morris & Co. Ltd. 32 Gordon House Road. London NW5 INE Telephone: 01-267 5151
Rose, Morris & Co. Ltd. are the exclusive distributors of MXR Music Group Products in Great Britain and Eire.
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GARY COOPER ON...INSTRUMENTS AND EQUIPMENT

The Beat
Goes On!

0 equipment this month, no
facetious comments on the in-
strument manufacturers and
wholesalers, just a little bit of back-
ground to the merger of the dear old
warhorse Beat Instrumental and our
own favourite for the 1980s, Sound
Intemational.

Anyone who regularly reads both
magazines will know that for the past
five years | have written regularly for
Beat, and that | have been contributing
to Sound International since | was
recruited by Tony Bacon, acting as
front-man for the ‘Save an old
journalist for Britain’ charity, last year.
Apparently this qualifies me to give the
story in perspective, and it might serve
to provide an interesting background
for magazine buyers who, by and
large, are rarely told the truth about
what goes on behind the magazines
they buy. We've all known much-loved
papers to just vanish with rarely a word
to explain what has happened to
them. This shouldn’t be the case with
Beat (which hasn’t exactly vanished
anyway), so here goes.

Beat Instrumental was started back
in 1963 as the result of a brainwave by
publisher/businessman Sean
O'Mahony, who had come into con-
siderable contact with musicians dur-
ing the early beat music era which he
helped on its way by launching a wave
of successful ‘fanzines’, not least of
which was the phenomenally suc-
cessful Beatles Monthly, which'is cur-
rently enjoying a considerable suc-
cess as a relaunched publication.

For the first few years of its life, Beat
was by no standards an equipment
magazine. Arguably, there was little to
know about gear back then but, more
truthfully, there were few writers who
really understood both equipment
and writing (still true today?). The
magazine, however, developed as a
superb blend of interviews with musi-
cians about music, the business behind
selling it, and an endless stream of
helpful ‘how to doit’ articles for would-
be stars. As such it was the first of its
kind in the world and all of today’s
specialist musical instrument
journalists in Europe, America and
Japan must pay their dues to a
pioneering idea.

Back in the late Sixties, Beat was all
there was. This was still the situation in
1975 when Beat's editor at the time
(Ray Hammond) and advertising
director (Richard né ‘Rick’ Desmond)
left to found their own magazine, to be
International Musician And Recording
World. Needless to say, there was
considerable bitterness caused by their
departure and the resultant feuds are
still to be felt echoing around the
industry today.

| joined Beat’s staff as an assistant
editor not long after the breakaways
had left, and I found it in a bit of a state.
Fortunately, when | was later pro-
moted to editor, we had a good

Wild Willy
Barrett
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unctuous Paul Taylor) and we were
able to make a strong fight-back
against /M. Beat (which had a good
editorial team at the time) was helped
a great deal by many professional
musicians who had, right back to the
beginning, always given the magazine
a lot of help. After all, many of them
were weaned on it.

Eventually 1 left, due to a health
problem, and Tom Stock came in to
take my place. Tom proved to be a
capabie editor and all looked fine unti!
the magazine was sold lock, Stock and
goodwill to a company called Cam-
pillos. The magazine was then
managed by Liverpudlian publisher
Alan Walsh and his partner John
Thompson. The struggle against IM
was still going fairly well until Tom
Stock and assistant editor Chris Sim-
monds {a much under-rated writer, wit
and cynic) left to start their own
magazine, the ill-fated Gear Guide. In
this they were joined by Beat's ad-
vertising manager Howard Rosen. At
the time of writing, however, Gear
Guide’s future looks distinctly uncer-
tain.

What finally finished Beat off,
however, was a combination of a bad
business climate and, one assumes, a
failure to take off in a really successful
way for its new owners. A marriage was
arranged between Beat and Sound
International and here we are.

But Beatf's story is really one of
pioneering ideas. Under a succession
of editors of varying capabilities it
nevertheless broke ground in vital
areas and is still, today, capable of
reaching considerable heights in its
ability to convey the really practical
aspects of musicianship to its readers
in a readable and infectiously en
joyable way. | can't pretend that its
disappearance as a single entity really
surprised me, or many others in the
industry, though.

advertising manager (the likeable if b
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Speaking of people in the instru-
ment industry brings us back to ad-
vertising revenues. People tend to
forget that no advertising means no
magazines, and that goes for any
magazine and any newspaper that
isn’t funded as a charity. A healthy
press is a sign of a healthyindustry and
the failure to support any magazine, or
the over-concentration of revenue on
any one paper to the detriment of all
others, is a sign of ill-health.

The reasons why there will be one
less separate magazine about musi-
cianship on the news stands every
month are largely due to the failure of
the instrument industry to avoid a
dangerous tendency to stick all their
eggs in one basket. The results of that
are plain enough to see for anyone
who buys all the musicians’ papers.
Whether having such tremendous
amounts of advertising revenue actu-
ally benefits a magazine editorially can
best be judged by yourselves, with
special reference to International
Musician and Melody Maker.

This isn’t sour grapes, by the way,
just a few thoughts about why Beat
went into a merger and to try and show
that comments about falling circula-
tions are spectacularly irrelevant.
Frankly, it doesn’t seem to make much
difference to the success of a magazine
whether it sells in vast numbers or not.
What matters is if its advertising staff
can pull in the pages. Sad But True
department, I'm afraid. Furthermore,
it has been suggested that the success
of an advertising department is as
dependent (more so?) on the
salesmanship of the ad people than on

the qlality of its journalism. That is
something that | hate to think about
because | do believe that it has been
proved true in quite a few cases.

Anyway, the merged Beat In-
strumental and Sound International
(which will, henceforth, be known the
other way round, of course!) is in a
tremendously strong position. SI is
part of Link House, a well-respected
and large publisher. Beat's ideas are
plannéd to live on as part of the new
combined force.

Drums have been thumped
elsewhere in the magazine about how
great things are going to be and (from
what I've been told) | think that’s right.
It's a pity, yes, that Beat has gone the
way it has - but things can only get
better now that it has married itself to
such a healthy, young mag as SI{and |
refer to the mag as an entity: the staff's
health! and youth I'll leave to your
strained imaginations!).

The fact that Beat came from what
can oply really be called a ‘show-
business’ background and that SI
comes from what one has to describe
as a 'technical' one gives SI/BI a
distinct edge over the competition.
Together the two could be stronger
than anything else you've ever seen.

Beat Instrumental had its faults
(plenty of them, like sloppy writing,
bad layouts and hideous covers,
believe me!) but it was mother and
father to the whole range of specialist
music journalists and papers which are
around today, and many of our best
musicians. To merge with Slis survival,
not defeat. Still, Sic Transit Gloria
Mund|
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Renny-pinching
FOCkoQes
from [1A

_ List Package
. 4 track package.
Teac A3440,
Revox HS77,
Model 2A Mixer £1668 £1350
. 4 track package.
Teac A3440,
Revox HS77,
[tam 10-4 Mixer- £2535 £2080
- 3. Btrack % inch
package. ltam
806,.10-4 Mixer,
Revox HS77 £3917 £3220
. 8 track 1inch
package. Otari
MX7800, Allen &
Heath 16x8
Mixer £7185 £6395
.16 track 1 inch
package. Itam
1610, Allen &
Heath 168,
Revox HS77 £9045 £8185
Prices exclusive of VAT 6. 16 track 2inch
packages from £13800
24 track 2 inch

: : : : - k e |
Full range of ancillary equipment available. Finance facility. U sl

Full after sales service back up. 7. Any other

kage tailored
ITA, 1-7 Harewood Ave., Marylebone Road, London fginige ailored

NW1. Tel: 01-724 2497. Telex: 21879. requirements ? /]
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MEL LAMBERT ON...STUDIOS AND RECORDING

Snbanananan

/ I

A&H'’s Syncon B

Sun, Surf and AES

hile the general trend in big-
league studios seems to be tak-

ing a definite lurch towards full micro-
processor control of just about every-
thing that hums, there were still plenty
of odds and ends of interest to smaller
studios at May’s Audio Engineering
Society Convention in Los Angeles.

Without a doubt, the standout ex-
hibit was Allen & Heath's new Syn-
con B in-line console. Front-panel
fayout of Syncon Bis a lot tidier and, |
would suggest, better laid out than the
early Syncon A design. and now offers
full routing to 24 output busses.
Separate routing to a stereo
remix/monitor buss has also been
provided for easier subgrouping dur-
ing mixdown. Other features include a
3-band EQ section with sweep bass-
and mid-frequencies; four auxiliary
sends plus pushbutton output assign-
ment for various external reverb and
delay units; in-place solo, channel
mute and improved PFL switching; a
switchable effects input to each
monitor section for use as a spare
input during remix; and VU bar-graph
metering built into the end of each
module (thus enabling any of the
input/output, auxiliary or communica-
tion modules to function anywhere
within the main frame; useful if you
like working with equal numbers of
channel strips either side of a central
control section).

Syncon B desks can be supplied in
a variety of 8, 16- and 24-track
formats, with up to 44 input channels.
If your needs are more modest, a 20-
input desk can be expanded at a later
date by bolting on an extra subframe
that holds 12 additional modules.
Expected price of a 20-input Syncon B
is around £8250; an optional Allison
Fadex automation package with plug-
in replacement VCA faders costs an

extra £8000.
L

Biamp, EV/Tapco and Tangent
were also showing some interesting
PA and recording mixers. The new
Biamp 1642 livesound console
features 16-input, four submasters
and two main outputs, 4-band EQ,
three auxiliary sends, solo and mute
on each input channel, submaster and
output module, four echo returns,
built-in headphone monitoring, and
phantom powering on all mic inputs.
US price is $4700; larger 16/8/2 and
24/8/2 versions should be available in
the near future.

EV/Tapco's Series 74 PA mixers
are available with 8, 16 and 24 input
channels routing via four subgroups to
simultaneous stereo and mono out-
puts. A separate stereo input enables
an introduction or effects tape to be
replayed through the PA system
without upsetting channel settings;
alternatively the input could be used
for effects return. A comprehensive
talkback section has independent
switching to each auxiliary. monitor
and stereo output. Built-in headphone
monitoring, with stereo/mono
switching and full priority solo, 24V
phantom power and flucrescent bar-
graph metering on subgroups and
main outputs are also provided. Prices
start at around $2000 for a 8/4/2
version.

The new Series 4 PA and 4/8-track
recording mixers from Tangent offer
simultaneous routing to any one of
four submasters and/or left and right
stereo outputs. Each input channel
includes a 3-band EQ section, three
auxiliary sends, peak overload LED,
PFL and mute. Separate tape return
inputs are provided on each sub-
master module for use during over-
dubs; alternatively they could be used
for individual effects returns during
remix or live work. Level monitoring is
by means of 7-segment LEDs fitted to
submaster and master output
modules. For simultaneous 8-track
recording and PA sound balancing,

each input channel has an individual
line-out or direct socket. A pretty
versatile mixer by all appearances.

A couple of new effects units also
caught my eye at the Los Angeles
AES. Dbx unveiled the 900 Series of
modular signal processors, priced at
$300 each, and which should be
available by mid-September. A rack-
mounting mainframe that holds up to
nine plugin modules plus power
supply will cost around $800. The
Model 901 noisegate features variable
attack and release times, threshold
from +10 to —30dB, and attenuation
limit from O to 60dB. A separate key
input and front-panel switch enable
the 901 to be triggered by an external
source, such as a drum or vocal track.
The Model 902 de-esser can be used
in the normal way to remove broad-
band sibilance from a vocal track or, by
adjusting a front-panel EQ control, for
attenuating only a part of the high-
frequency content. Up to 20dB of gain
reduction can be selected by means of
a range control. The Model 903 com-
pressor features the same Over-Easy
RMS:-level detection circuitry used in
the dbx 163 and 165 units (see SI
March 1980 issue, page 53).
Threshold is continuously variable be-
tween —40 and +20dB, compression
ratio 1:1 to infinity (limiting), and
output gain in the range —20 to
+20dB. All three 900 Series modules
measure just 5i high by 1! wide by
94in deep, and feature front-panel
LEDs that display the amount of gain
reduction taking place, whether in
operation or not.

MicMix laid on an impressive de-
monstration of the XL-Series of
Master Room reverb units. Model
XL-210, which cost a very reasonable
$950, offers two completely indepen-
dent channels of reverb for realistic
stereo effects. Each channel is pro-
vided with input and direct/reverb mix
controls, plus a very useful 3-band EQ
section for realistically creating the
sound of a live chamber, plate or
concert hall. A pair of front-panel
LEDs are illuminated when overload
occurs anywhere within the unit. The
slightly more expensive XL-305 stereo
spring reverb ($1500) features a 4-
rather than 3-band EQ section for
even greater control over the sound
quality. Both units sounded very nice
with a wide range of input material; the

Marshall modules on display

305, i} particular, seems to be prac-
tically immune from boings, twangs,
flutter and similar nasties you often get
when a spring reverb is subjected to
sharp |transients. Definitely worth a
listen.

Steve St Croix of Marshall Elec-
tronic was also demonstrating a new
and improved version of the well-
known Time Modulator analogue de-
lay unit. Model 5402 now offers up to
400mS of continuously adjustable de-
lay at a claimed 15kHz bandwidth and
90dB dynamic range. Each pair of
delay lines is now provided with no less
than three separate output taps,
thereby expanding the range of effects
which can be created. A separate
switch for selecting different modula-
tion waveforms, independent flange
and delay sections, plus LFO high and
iow indicator LEDs certainly make it
easier to find yourway around the new
5407 s restyled front-panel layout. Im-
proved delay circuitry is also said to
elimindte unwanted side effects such
as pumping and breathing. Price of the
5402 Time Modulator should be
around $1200 (see photo below).

Last, but by no means least, |
stumbled across a particularly useful
device on the Raindirk stand, a
company possibly better known as
manufacturers of the budget-priced
Concord 2000 in-line console
available from EELA Audio. The new
S20 Control Unit is a studio-quality
pre-amplifier with switched inputs for
turntable, tuner, two auxiliary sources
and two tape machines. To enableit to
be placed as close as possible to your
turntable — to reduce hum and noise ~
the unit's RIAA pre-amp is contained
within a separate plug-in module. Two
such modules are currently available,
complete with fully adjustable gain
and impedance matching to suit mov-
ing-magnet and moving-coil
cartridges. Also featured is a 3-band
sweep EQ section and in/out switch,
active balance control, and a 22-
position level attenuator giving ac-
curately-calibrated gain steps. A built-
in 3W lheadphone amplifier has also
been included for monitoring. The
S$20 occupies just 13in of standard 19-
in rackispace, and costs around £325.
In a future issue | hope to review
Raindirk’s new and rather interesting
SV500 MOSFET power amplifier, of
which [ have heard good reports.
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Tomorrow’s Music String Today!

Now, the very best bass guitar strings are available at
the best possible price, giving you the ultimate in quality and
value for money.

SUPERWOUND SIX-O-SIX enables you to improve your SOLE MANUFACTURERS

tonality, harmonics and sustain, whilst giving you the fullest SUPERWOUND LTD
frequency response.

With fixed ball ends, the strings are made to {it the Unit 1. Morewood Close, |
Fender Precision and Jazz Bass, Rickenbacker 4000 series, Sevenoaks, Kent, England.
Wal Pro Bass, Music Man Stingray and all similar models. Telephone: Sevenoaks (0732) 50838

J

o2 YUY PR A A AYON



Armatirading
Herself

Sound International August 1980

With

anew

album, a

new producer

and a more basic

musical approach,

Joangives arare and

rather brief interview to

Tony Bacon. Resolutely

avoiding being a spokesperson

for blacks, women in rock, or any
current movement, she proves to be
the best representative for Me
Myself I. On page 23, Niels Hansen
examines the current line-up and set-up
for the Armatrading band.

word that tends to recur when musicians are discussing

Joan Armatrading is ‘unique’. Well, you may argue, every
player, every songwriter, is unique. Certainly true, but applied to
Armatrading, the description is often a frustrated attempt to
explain the enormous success of the St Kitts-born, Birmingham-
raised artist.

Itseems that she first started to think about playing and singing
as more than just amusement at the age of around 16, when an
older brother — also a musician — persuaded her to do a spot ata
school concert. She’d been taught Sound Of Silence by a
neighbour, and ended up performing that, a Dylan song and a
few of her own early efforts. But once 'that was over she didn’t
take much more interest in performing for a longwhile.

The next step forward came some four years later, in 1970,
when she met Pam Nestor. Their collaboration on songwriting
led eventually to Joan's first album Whatever’s For Us, on the
fated Cube label. Although she was unfortunate in having her
first experience of the record industry with such an inactive
company — ‘Even though I'd done an album and it was well
received, people couldn’t buy it,” she’s said of Cube - her next
move was much more sure-footed: her second album Back To

The Night, released in 1975, began the association
with A&M Records which continues to this day,
and the studio trio of Joan Armatrading (1976),
Show Some Emotion (1977)and To The Limit

(1978) form the creative core around which
much of herisizeable reputation is set.
She has played with many musicians,
and makes a point of working with as
wide a range of players as possible,
both in the studio and in live
performances. Guitarists

of the calibre of Jerry
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Donahue, Albert Lee, Phil Palmer and Ricky Hirsh, drummers
like Dave Mattacks, Kenney Jones, Henry Spinetti and Richie
Hayward, bass players from Pat Donaldson and Steve York to
Will Lee and Bill Bodine, and keyboardists in the class of Peter
Wood, Rabbit, Tim Hinkley, Red Young and Dick Sims have all
graced vinyl and/or road outings.

Of course, creative musicians thrive on change: anything from
a change of personnel in the band, a change of rehearsal room, a
change of musical instrument, or a change of socks. Joan
Armatrading, if she fits into any category, is certainly a creative
musician, and if you’ve heard the most recent album, Me Myself |,
or seen her and her band on the recent tour to promote this
album, you’ll probably agree that she’s been through some
changes: style, pace and musical approach being merely the
more obvious ones.

Armatrading puts some of these stylistic changes down to a
period of time last year when she was forced to spend three
weeks in hospital and the following few months recuperating.
This led directly to the songs on Me Myself I being written more
quickly than any previous songs. ‘| had a lot of time to sit and
think about what [ wanted to do,” she explains, ‘and then when |
did do it, it was just . . . easier. You know, 'cos normally what
happens is something makes you want to write — [ dunno what it
is — and then you start, you write the words down, or you get the
music together and then you do the words, or whatever. But
you're not sitting for three months just thinking about it in your
mind, which is what happened when I wasiill. [ had a lot of time
when I couldn’t do things, so I just spent that time thinking about
what | was gonna do, and thenwhen I could finally do it, it was all
there, it was just a matter of sitting down and playingit.’

Here, again, we come across the ‘unique’ element in
Armatrading’s talent: her songwriting ~ which in the past at least
has tended to centre on relationships and, she has often claimed,
largely non-autobiographically based events — does not fit into
any particularly rigid format of style or content, and defies the
listener to say, ‘Ah yes, a bit like so-and-so.” More likely, the
listener will prick up ears and say, ‘Ah yes, Joan Armatrading.’
But on Me Myself I a new vein is identifiable, and musicians will
be quick to point to the simpler structural basis of the majority of
the songs. Armatrading doesn'’t feel, though, that the new songs’

simpler chord structures had as much to do with the speed of

writing than her enforced period of contemplation; however, she
is keen to explain that the ‘less jazzy’ leaning was due merely to a
desire for something more musically basic. To tie in with this
change in direction, as the A & R department would no doubt
term it, a new producer, Richard Gottehrer, was recruited (the
three previous studio albums mentioned earlier had all been
produced by Glyn Johns). ‘I think I needed to do that to sort of
bring out the sound that I was trying to get,’ says Armatrading,
with a slight air of uncertainty. ‘I mean Glyn is an incredible
engineer, but | felt that maybe to get that extra edge, not only

would [ need to record somewhere else, but maybe a different set |

of ears, you know?’

The ‘somewhere else’ turned out to be the Record Plant in
New York, for which Joan is full of praise: ‘Great! Good engineer,
good producer, good assistant engineer, very good studio — we
never had one breakdown, I've never known that before! Her
three studio albums with Glyn Johns were recorded at Olympic
studios in London, which she must have been getting very used
to. “Yeah,” she laughs, I like it, but [ fancied a change after three
albums there.’” She explains that she always went into Olympic
prepared with songs and armed with relevant bits of paper, but
stresses that she does like to give musicians lots of freedom
‘within my restrictions. And I liked to hear all the little bits and
bobs happening. That’s how that used to work, but with this new
one I got a bit more strict, a lot of the things I just worked out and
the musicians really had to stick to that. I mean they've still got
freedom, just a little bit less on this album.’ She repeats her
assertion that simplicity was what she wanted from the new
songs: ‘The chord structures are very basic, just major and minor
chords, nothing fancy, no jazzy stuff. I just fancied a bit of
simplicity.’

This new-found speed of working was also facilitated by Joan'’s
home demos — she points out that with Glyn Johns and Olympic,
she’d get to the studio and just play through the songs in front of
the musicians, who'd then start to write out their parts from that,
each player wanting to use his own particular method of
shorthand for each rhythm track or solo. This way of working was
inevitably a lengthy one, although it seems to have suited the
kind of tracks then being recorded. ‘We could spend three days
doing one song, it was really tiring,’ she remembers. But Joan has
recently taken to using a Revox at home for working out basic
ideas, coupled with the occasional more extravagant studio
demo. Songs for which she made Revox home-demos include
How Cruel (which found its way on to the live Steppin’ Out
album), the January 1980 single Rosie, the unreleased song /
Really Must Be Going, and the title track of the new Me Myself |
collection. Sometimes, though, she'll take the home demo to a
middle stage, and record a ‘rough’ studio demo, for which she’s
used Surrey Sound, Morgan and Matrix studios — she used this
method for Is It Tomorrow Yet on Myself, for example. ‘I've
talked about getting better facilities for me at home,’ she says,
following the successful musician’s normal course in these
matters by stating that she’s ‘thought about getting a Teac and
that. Because it works really well the way [ do it now, [ think on
this album it's worked the best. On this album I've used more
demos for the studio than [ have on the others - I really enjoyed
it, and that also helped to make the album quicker, that saved a
lot of time.

But perhaps the most important event that may well influence
her composing techniques happened during the normal equip-
ment juggling that occurs — often at the last minute — before any
major tour. The keyboard player suddenly realised he needed a
synthesiser — a need which could well end up having far-reaching
implications, as Joan explains: ‘I've just bought a Prophet-5. You
don’t have to do anything! Just press a button, press a note and
that’s it. I'm gonna write on that, so | don’t know what's going to
happen: there’s just so many things you can do on that. We
needed a synthesiser cos Dick (Sims, ex-Clapton keyboardist in
current Armatrading road band) didn’t have one. Red (Young,
keyboardist from previous Armatrading road band) used to play
an Oberheim, and we talked about getting one of those, and then
Chris (Myring, equipment manager) said: Have you heard about
the Prophet-57 And I said: No. And then Dick said: Oh yeah,
those are great! Chris went and got the pamphlet, so we said OK
and got it. So we had it in the rehearsal room and that was it — 1
just went mad with it” Of course, the actual mechanics of utilising
such an instrument in her composing have yet to be fully worked
out, and she’s still at the stage of mucking around with the 5-
voice machine from California. So, when I ask how she’s going to
use it for writting, she shrugs, ‘l dunno. I've no idea. It's gonna be
great, though. | hope | find things [ can use, it's going to be really
interesting.’

On a more conventional front, Joan's use of Ovation guitars is
well documented, and the fact that she is an endorsee — that is to
say she gets a good deal of her instruments free in exchange for
her name being used in advertising and promotional materiai -
means that her judgement of the guitars is bound to be biased.
Nevertheless, she chose Ovation initially because they were the
best guitars which suited her purpose, and she is still experiment-
ing with guitars and looking around for others. ‘I'm looking for
another acoustic to play,’ she mentions, ‘just for another sound
on record, and | have been trying out a couple of things — not
named things, but things that people make, I can’t always
remember the names . . . I'd really like to find something else,
though. When I was doing this last album [ got them to bring in all
sorts of different guitars for me to try out, but I still ended up using
the Ovation,” she laughs. She used an Ovation Folk Classic
electric acoustic, and a 12-string too.

She tells me the story of going into a shop in London’s
Shaftesbury Avenue and being shown an Ovation for the first
time - this in about 1972. ‘I had a Yamaha then, used to put a
Barcus Berry on it which kept falling off, so | tried different
pickups and none of them worked, it used-to be just a jangle. So
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first of all [ was looking for Martins, thought they would be a good
one, and | tried all sorts of other things. Then the guy in the shop
showed me the Ovation Balladeerthat didn’t have the pickup on,
just straight ~ really nice, very mellow sounding. I ended up
getting the Folk Classic; it had the pickup so [ used that. But |
don’t use it with the pickup when I record - although I did use the
12-string with a pickup on some of Me Myself1.’

I mention that a criticism often levelled at Ovations isthat their
straight acoustic sound can be rather synthetic and gutless. (For
other musicians’ reactions to the ‘straight’ Ovation acoustics, see
the Acoustic Guitar Test on p44.) ‘It does sound different to a
normal guitar,’ she admits, ‘but [ really like the power of it. It does
sound very loud — except if you've got like the Balladeer or other
models, they are very sort of dead. The ones that 've got are very
live-sounding, very loud. And now I have difficulty going to other
gquitars 'cos they seem quiettome.’

Another area of development which ties in with the more
basic, electric feel to much of the material on the new album has
been Joan’s adventures with solid electric guitars — instruments
for which she has in the past indicated a degree of disinterest.
Even now, her efforts seem to be somewhat jinxed. ‘I have
actually been playing electric on and off at home; when | do
demos I play lead and stuff. At home I'm really good! On my own,
you know? Everytime I tryand do it on the road, it never seems to
work out. We did the Rock Palace thing (live German TV show
that was broadcast by the BBC in the UK) and in the song How
Cruel l was gonna play the solo with Ricky Hirsh. We started it, it
worked out great in rehearsals, but every time we got to the gig
my amp wouldn’t work! Three times in a row - it either wasn’t on,
cos they’d forgotten to put it on, or it just didn’t work, or whatever.
So . . . I just thought: Forget it! But | keep threatening to play
electric’ She owns a Gibson Melody Maker, a Strat and,
inevitably, an Ovation Preacher. The Ovation solids have
distinctly failed to attract guitarists in large numbers, although
Joan - again, bearing in mind her endorsement relationship —
reckons she gets on well with the Preacher. Hmmm . . . gets on
well with the Preacher, looking into the possibilities of the
Prophet - next thing you know, Bob Dylan’ll be round for tea.

Religious fervour aside, she finds the transition from her
unique (that word again), ultra-rhythmic, percussive acoustic
style to electric playing quite difficult. ‘It's so different. The
technique of it is so different, you know, and there’s things you
have to do with both hands when you're playing the electric, you
seem to have to do them the opposite way round, or something.
You've got to learn to stop the strings from ringing,’ she says, and

admits that it really does come down to'learning how to play all
over again. Ringing strings may be a problem with electrics, but
during her career she’s managed to find the strings that suit her
acoustic playing best. ‘I used to use Picato light gauge, but now [
use D’Merle mediums, just for that thicker, rhythmic thing. I've
used those for years now. [ used to swap about a lot before, but
now I've found those and [ just stick to them. And then on the 12-
string | use the same strings, D’Merle.’

On stage, Armatrading uses a few effects boxes to add depth
to the Ovations’ sound now and again, and on the recent tour

this was heard to good results on songs like the strident Kissin’

And A Huggin’. T use some effects, likeia Boss Chorus, and an
MXR Phase 90 and 100, she says. ‘What ['ve been doing on the
last couple of gigs is to try them onwhatever | feel and, er, it hasn’t
been working out at all! People keep telling me the Phase 90and
the Phase 100 sound the same — well, they don'’t. There’s four
settings on the 100 andjust one on the 90~the 90has got avery,
it’s gonna sound silly to say this, but it's got a very “melodic” sort
of phase, you know? And this other thing, the 100, is harsher. No
matter where you put it, it’s harsh. The first time [ started to use it 1
put it on the last setting, which is very “round”, just keeps going,
and you play a chord and hold it and it goes on forever.

‘So, a song we do called Tall In The Saddle - the blues thing,
very sparse at the beginning — I tried it on this and God, it was so
annoving! The thing is | have my pedals a bit too far away from
the mic and I have to keep singing, and I'd put this thing on
before I'd started and I couldn’t reach it to turn it off, so this
annoying sound was just going on and on! [ was stuck withit. |
had to wait for a good place in the song to nip over and change i,
which was half way through the number. I'm sure it got to the
audience, 'cos it got to everyone else on stage! So now ['ve
started using the third setting, that’s not too bad. The second one
is the one that’s supposed to sound like the 90, but it doesn’t. The
90's much better.’

A few words more about effects — use and overuse thereof -
bring my short chat with Joan to a close (‘Joan only does
interviews for half-an-hour, and only two at a time,” the press
officer informs me — aprés moi, the Mirror). As | packed up my
carefully written-out questions — which I never got to look at — 1
muttered an old favourite: Has she been listening to any
particular music lately, especially as she’d expressed interest in
Pete Townshend’s solo album at the start of the interview? ‘Er, no
... she says vaguely. I've read that Van Morrison is a favourite of
hers . . . ‘Yeah, [ like him. I should listen to more really: probably
make me better to listen,’ she muses quietly. B
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Top: Soundcheck time at
Essen, I to r Rick Belke, Ricky
Hirsh, Richie Hayward, Joan
Amnatrading, Bill Bodine.
Centre: Richie Hayward
looking beautiful (says Liz).
Below: Sound engineer for
Armnatrading tour Graham
Thornton.

The Joan
Armatrading

Band

by Niels Hansen

N o fancy $1000 stage-set, just instru-
ments and colourful music matched
with a tastefully applied kaleidoscope of
lights. Joan Armatradingis back in Europe
with a new backing band less than a year
after her previous tour, and this time with
blues supportact Rod Dawes.

The tour was a long one and started out
in Essen {West Germany) with the live TV
show Rock Palace which was also
simultaneously transmitted to several
other countries in Europe.

Technically, on the sound side,
TASCO (who were in charge of the tour’s
PA arrangements) fed each mic signalto a
stage splitter box with four outputs: name-
ly one for the main desk in the concert
hall, one for the monitoring desk, and (in
Essen) one for the TV mono mixer and
one for the FM radio stereo mixer. Every-
one was therefore totally independent to
mix for their particular purpose, and about
100 million people indirectly got to know
that Joan was back in town, Back To The
Night, Showing Some Emotion, Steppin’
Out, To The Limit.

Along for the show (and the whole
tour) were handpicked musicians Richie
Hayward on drums, Dick Sims on
keyboards, Bill Bodine on bass, plus Rick
Belke and Ricky Hirsh on guitars.

Instruments

On the instrumentation side it's worth
pointing out Rick Belke’s new Jim Kelley
amp, which is described as a ‘perfect Strat
amp.’ Sound engineer Graham Thornton
explains that the amp is comparable with a
Mesa Boogie, yet giving the Strat a totally
different sound which is quite beneficial
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The diagrams on this page show the stage and
microphone layouts and routings used on Joan
Armatrading’s recent tour, The boxes right and
far right describe the main desk routings and
auxiliary equipment racks. Top to bottom, the
diagrams illustrate; 1 Guitar routing and on-
stage monitoring; 2 Keyboard routing and
monitoring; and 3 Stage layout and mic
placement, including monitors,

Auxiliary Racks

Rack 1: Eventide Harmonizer H949
Chorus Echo RE301T

Tasco communication module
Sony tape deck

2 xdbx 760 Comp/limiters

White sound analyser

2 x Klark Teknik 2 7-way graphic eq
Tasco 4-way crossover

Rack 2:

MR-7
Stereo
Muxer

Boss
Chorus.

2xBose Speakers.

HH $500D
Maonitoring

1L
6string
ont

3 12stnng
4 € 6string
5 Ricky V0"

FM
Radio
Stereo
MIX

HH $5000D

* V- mono mix

2x Bose Speakers

[
Tl

Main

Main

Custom bult by Keyboard

HAMMOND B-3

Products, LA,

A

T

LLLIRLIA S

MR -7
Stereo
MIX! Grand
Rhodes
Prophet

sub: N\
monitor
PA

Monitor

'Spht

.

Total mix
from
monttor desk

AN
G 200
.

B/2xc 012

T~

\_

RHODES B8
PROPHET §

JLME

Midas Main Desk Layout
Input channels

Cassette (Pink Floyd)

1

2

3 Pink Noise
4 Keyboards Mix
5 Prophet
6 B3

Z; Rhodes L-R
9

Leslie

Ricky guitars
Rick guitars
Stratocaster
E opennylon
12-string

LP standard
6-string
Joan Vocal
Bill Vocal
Ricky Vocal
Rick Vocal
Bass DI
Bass mic
Timbales
Kick

Snare

Hi Hat

Tom 1

Tom 2

Tom 3

Floor Tom
Floor Tom
Overheads {drums)

Effect Channels

1 Echo

2 Delay {from Harmonizer)
3 Harmonizer R

4 Harmonizer L

Sub Mixes
1

ﬁ Vocal and effects

Keybba rds
Bass

R
L Guitars

ﬁ Drums

Main outputs L
R

O~NOO A WN

BQSE

CUSTOM
B-3

MIX

RHODES 88

Keyb.

high
200

Oown
mix

D12
low

Monitor

MR
7
Mix

Guitars

BOSE

SM 58

A <

Leslie
251

Bass

monitoring

S elk
|

Ricky Hirsh

Crinind iInternatinnal Aiianiet 1QRND




when you try to separate two guitar
sources in a mix: ‘The Jim Kelley gives
more of a Strat sound, says Graham,
‘Whereas the Boogie gives more of a
Gibson sound.’

Ricky Hirsh — formerly involved with
Wet Willie, Bonnie Bramlett and Greg
Allman - plays a late model Les Paul
using a Boogie amp, plus a Boogie
extension cab. He agrees with some of
Graham’s comments on the Boogie, while
at the same time praising his amp as being
versatile-sounding with a lot of bottom
end — and conveniently fitting into the
backseat of his car when he’s off to a
session!

In order to add a bit of body to the
sound of his Les Paul, Ricky uses an
Echoplex on a couple of tunes (eg Cool
Blue Stole My Heart), yet not trying to use
it with a slapback effect, but rather to give
the music an air of spaciness and
therefore elevating it a bit from the rest of
the mix.

Joan normally plays acoustic guitar,
with the exception of one solo which she
performs on a Les Paul Special routed
through a Jim Kelley amp (though see her
comments in the interview on p19). Her
rig, assembled with the help of equipment
manager Chris Myring, consists of two six-
string and one 12-string Ovations with on-
board transducers (ie electric/acoustic
versions), feeding an MR7 stereo mixing
system and then on to two H/H S500D
power amps that provide her two Bose
speakers located on each side of the stage
with signal. These speakers are pointed
towards Joan giving a perfect guitar
monitor system. Joan tunes one of her 6-
string acoustics down to a standard D-
tuning, the other to open-E, and she
switches back and forth between the two.

PA

The PA cabinets used on Joan’s tour were
exactly the same as the ones used on
Elton John's tour last year. Several other
bands, for instance Manhattan Transfer,
Donna Summer and Thin Lizzy, have had
the opportunity to travel with the new
Harwell design licensed by TASCO Inc,
and there seems to be a tendency for
engineers to classify them as highly efh-
cient and smooth cabinets, comparable
with hi-fi speakers (or studio monitors, if
you like).

Engineers Peter Schustel and Roger
Harvey (owners of Harwell Ltd) de-
veloped these new cabinets from some of
their older designs by finding a patented
method of loading a low-frequency drive
unit with a horn, a principle used with
drive units of less handling power and less
efficiency back in the 1930s.

Recent designs based on these prin-
ciples have extended the Harwell line to
include the upper-frequency spectrum,
too. The two 4-way TASCO-designed
crossovers are switched to have crossover
points around 250Hz, 2000Hz and
5000Hz, and each PA stack is driven by
BGW power amplifiers (models 750Aand

250D) which aren't driven hard due to the
efficiency of the PA. No limiter needs to be
inserted after the two Klark-Teknik 27-
band graphic equaliser as there is plenty
of headroom; engineer Graham
Thornton prefers to put in a peak for the
vocals at around 2 and 4kHz.

Main Desk

Two dbx 160 complimiters were used on
the main output of the mixer, just to
tighten the output of the whole system.
There was no need to bring any huge
reverb units — a Chorus Echo 301 pro-
vided Graham with a short touch of reverb
which was all he required for this
particular tour.

The Eventide H949 Harmonizer, used
on the vocals of several songs (like Ma-
Me-O-Beach, When You Kisses Me, Me
Muyself I and How Cruel), is set to sweep
0.005 above and below the pitch as it

sounds more natural than leaving it on
one setting. Joan does not find it difficult
to keep the pitch, as the monitor signal
does not include any harmonised signal
(as opposed to Elton John’s fx-laden
monitors when 'he was touring with the
system).

In the rig we find a White sound
analyser and a tape deck which Graham
uses to set up the PA. Because Pink Floyd
albums are verywell produced and have a
very wide range of sound, Graham likes to
listen to how they sound on the PA after
having used pink noise to get the basic
flatness without{the extreme peaks often
created by the design of a particular hall.
The analyser is a very good guide, but it is
never to be taken too seriously as it won’t
tell you at which frequency there’ll be a
pressure-build at the back of the hall
(underneath abalcony, for example).

continued on p29 D

Microphone Stands, Boom Stands, Lighting Stands, Loudspeaker Stands,

Disco Stands, Music Stands, Amplifier Stands and Keyboard Stands.

The Peter & Nicholas Engineering Co. Ltd., Tonteg Road, Treforest, Mid Glgmorgan, Tel: 044 385 2453.
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its going to bilow

vour head off
at the Live Music Show.

For the second year Mega are providing the p.a. for all the live concerts
at the LIVE MUSIC SHOW.

Mega p.a. is British designed and built, better than many of the expensive
American imports and available off the shelf from a network
of dealers throughout the UK.

FROM 15 WATT SUPERTWEETERS TO 10,000 WATT BIGC RIGS
THERE IS ONLY ONE CHOICE — MEGA P.A.

See, and hear us at the Live Music Show, in the Brahms Room or on Stand 197, or
call us on 01-568 1141 (for illustrated literature & address of your nearest dealer.)

WHEN THE COMPANY THAT VIRTUALLY
INVENTED THE FLIGHT CASE SAYS THAT

THEY HAVE SOMETHING NEW - YOU HAD
BETTER LISTEN !

Rainbow Cases have been
protecting musical instruments
and other valuable equipment
for a very long time Now we
are proud to introduce the
revolutionary new Rainbow
Case with a totally new alumi-
nium extrusion that cormbines
fremendous strength with even
lighter weight.

Not only that, but we have a
range of fabulous new finishes
as well — see us on Stand 197 ot
the Live Music Show or call us
on 01-568 1881 for more details.

\ERibbow
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The2ndCityleatherCo.” 9
Manuiacture the finestrange of leather
guitarstraps available. For further
information contact:The 2nd CityleatherCo.
702 Bristol Rd. Selly Oak,
Birmingham 29-021-471-1339
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Studio Supply for the Creative Musician

urnkey

_ Plugsto
— 24tracks, we

TEAC Portastudio

Atlast, affordable multitrack for every musician. TEAC'snew
= Portastudio combines a mixer and mulititrack tape recorderin
one compact unit. The solenoid, cassette transport runs at twice
normal speed and with the built in Dolby system produces
remarkable sound fidelity. Precision heads enable
four tracks to be recorded with full sel-sync
and ping-pong facility. The mixer
section acceptsany signal
with bass, treble, echo
send and pan on each
channel. These are
switched from laying
tracks to performing
mixdown. The simplified
monitoring allows you to
listen to the mix you
arerecording, plus the tracks
already on tape. Use the
powerfulinternal headphone
amplifier or an external speaker/
amp system. Track bouncing, signal

processing, memory rewind and
varispeed are more facilities that put
this remarkable unit on par with what you will get from
systems costing many times the price. Just plugin a

A i microphone and a pair of cans and you have your own four
f‘.ﬁig 'anlfé%cg&g track demo setup. You make the music, Portastudio does
therest. Full details on request.

specialise in professional audio
equipment from major manu-
facturers. Call us with your
system requirements. Our
business is helping you with
yours.

Mighty Auratones

£4542 £62.10

These innocent looking speakers are used
as reference monitors in top studios
throughout the world. The volume and
quality that they produceis stunning to
say the least. Available in teak or the vinyl
covered ‘Road’ version. Road Cubes lock
together in pairs and have individual line
fuses. — Ideal for a micro PA system.
sold onlyin pairs.

A unigue range of add-on signal processors for
C PA or studio use. As reviewed in thismagazine.

Compressor £31.97 Variable threshold and speed give scope for effects
Parametric £31.97 Low and high band, tunable equaliser design

Booster £33.12 Four way line amplifier solves all matching problems
Compander £34.27 Up to 30dB of noise reduction for semi-pro recorders
Reverb £33.12 Custom spring and variable EQ ensure a natural sound
Power Supply £28.52 Mains operated, will power up to four Accessit units
RacKit £19.55 Mounts three Accessit units to standard 19" rack

Send for thenew data folder inciuding specification cards, application
notes, review reprints and details of the 21 day free trial offer.

EMO D I

spec, direct injection
box to match instru-
ment, line or speaker
level signals directly
to low impedance
microphone inputs.
For live and record-

ing applications.
versmn

£36 5 £68.7

Active

AKG Mikes

By mail,
to your door : \

D12...£82.52 N
D190...£44.57 L
D202...£82.52
SE5/10...£35.37
CE1 (caps)...£30.77
CE2 (caps)...£30.77
CE5 (caps)...£38.82

Are you u ready

"Are you ready for
Multitrack?” explains
recording techniques
from sound on sound

"| Prokit £108

ASSEMBLED
£161-45

Professional

through to eight track, Mixer in
with man es about \1 .

RIS <10 o) _H\\\“ it Form
"The Multitrack Prokit is a six input stereo mixer featuring

wide range gain, treble, bass, echo,
foldback and pan on each channel.

For compact PA, keyboards, stage
monitoring or recording, the uitra slim
design is at home anywhere.

Available ready to go or save over £50 by
putting it together yourself @bout 8
hours). 12 page brochure on request.

All prices shown areinclusive ﬂ
of postage and VAT. You can
[BARCLAYCARD + |

Primer” from Teacisapractical
guide to setting up a home studio with
many tips on wiring, acoustics, mike
placement etc. The book is packed with
superb illustrations. The best guide

around by far. £ 3.00

order by phone using Visa or
Access Cards, or drop inand
see us!t Export enquiries BARCLAYCARD
welcome.

TURNKEY &

8, East Barnet Road, New Barnet, Herts
EN4 8RW. Phone 01-440 9221 Telex 25769
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The 32-channel Midas main desk is
quite orderly arranged. Input channels 5
to 9 are direct feeds from each individual
keyboard instrument, whereas channel 4
is considered a spare input from the
keyboard mixer located on stage directly
by Dick Sims. This channel is a spare in
case of equipment breakdown. Channels
10 to 16 are guitars, Joan taking three
channels for her two six-strings (one
‘stereced’ by a Boss Chorus, the other
nylon-strung and mono) and 12-string
(for songs like Love And Affection and |
Really Must Be Going). NB The Strat
mentioned on the desk layout as channel
12 should - according to Ricky — in fact be
a Les Paul Special played on a solo in
How Cruel.

All channels have got four effects sends
— pre or post fader — and are returned
back into their own returns with eq
facilities before being assigned to chan-
nels 1 and 2 on the submix. Only vocals
get special effects. Guitars have effects
added on stage with units like an MXR
Dynacomp, MXR Phase 100, Boss Over-
drive-1, and the Echoplex, plus, of.course,
volume pedals.

Monitoring

Monitoring is quite uncomplicated too. In
order to get the on-stage balance right,
extension cabinets (and, thereby, the
‘location principles’ described by lain
Scott in the article on 10cc’s live sound in

A very spécial part of all soundchecks is trying to
remember that great setting on the amp that you had
lastnight . ..

the July’80 SI) did not need too muchofa
separate mix for each musician.

Joan was thus surrounded by her own
guitar sound through the Bose cabinets
facing inwards (left and right), her own
voice, some keyboards and bass from the
wedge at her feet, and Rick and Ricky’s
guitars from behind her on the right. It all
seems a very ‘forward’ and natural way of
monitoring.

A 20/8 RSD monitor desk suited the
purpose, and in the rig beside the desk
were two Lindsay }-octave graphics
(7607s), two Pro Audio PAZ7 graphics,

and four H/H power amps (model
S500D). '

Stage set-up and Mixing

The stage layout seemed to be quite
relaxed: session-oriented rather than
show-oriented, which is a cosy, dynamic
way to be creative. Bass and drums were
close to one another — bass and keyboard
were next to each other, with drums and
rhythm guitars close by. Joan was in the
middle, centre stage: a perfect, direct set-
up for ease of communication.

All vocals were picked up with Shure
SM58s, with SM57s on guitars. The Leslie
had an AKG 2000n top and a D12on the
bottom, while snare and hi-hat had
SM57s. Bass drum sported a Sennheiser
441 and toms r}ad Sennheiser 421s. The
kit also had twoloverhead AKG D202s to
pick up the high frequencies from the
cymbals.

As mentioned earlier, all mic and DI
signals were routed to a stage splitter box
and so to the main and monitoring desks,
but the keyboard player had a Music Man
410HD cab purely for guitar monitoring,
whereas the guitar ‘section’ had a Leslie
251 for keyboard monitoring. The Ampeg
is an extension cabinet for bass monitor-
ing, and bass player Bill Bodine listens in
on Dick-Sims’ Music Man. Bill's B C Rich
Eagle bass is connected to a WW amp
(built by Walter Woods of California)
which powers his own Ampeg. B

We set a world
record for
underwater
drumming on Feb.
1st 1980

Gretsch 4 drum Pearl Fittings £467
Gretsch 5 drum broadcaster ~ £455

OPEN: Mon-Fri till 7.00pm, Sat till 6.00pm, Sun 11.00 till 3.00pm.
DRUMS PHONE MIKE (0252) 44000

We set world
records for service
every day.

50 Bancroft, Hilchin, Hertfordshire. Tel- Hitchin 35494

24 TRACK

AIR CONDITIONED STUDIO

From £29.75 per/hour
Accommodates up to approx. 30 musicians
Automated Soundcraft 111B 32 x 24 desk
Allison Research Computer
Studer tape machines
Dolby noise reduction throughout

Eastlake Monitoring

MUCH...

MUCH...MORE IN STOCK

FREER MUSIC Working for the musician
3 CAMP ROAD, FARNBOROUGH, HANTS.
M3 exit 4, Follow A325 towards Aldershot,.
wrn left at Queens Hotel roundabout, 5th turning.

Gretsch 12/13/14/15 Pearl 7 drum (concert toms) ~ £493
concert toms £239 Pear! 5 drum £357
Gretsch prog. jazz £435 Pearl 7 drum £510
Slingerland 5 drum £473 Pearl Syncussion £238
Slingerland 7 drum Maxwin 5 drum {concert toms)£199
concert toms £662 Maxwin 5 drum £224
Slingerland 7 drum £699 JHS Drum Synth £125
Premier 5 drum £349 L.P. Congas £375
20% off Zildjian L.P. Bongos f122
GUITARS & AMPS PHONE ALAN (0252) 44000
ANTORIA SALE e
OVER £100 OFF R.R.P.
Randall RG 120-410 £427
SELECTED ANTORIAS Randall RB 60115 ggg
ury Std. £135 Randall RG 120-212
w:zgux Deluxe £189 Randall4 x 12 Cab £279
Westbury Bass £168 Marshall 100w mv top £272
Hagstrom Viking £199 Marshall 50w mv combo £291
Hofner Bass s/h £149 Marshall 4 x 12 Cab £199
CM! Flying 'V* -£195 Vox AC 30 combo £250
Burns Vibra Slim s/h £195 Vox AC 30 + Rev combo £303

H.H. Mos-Fet amps
Neumann; A.K.G.; Sennheiser;
Shure; Calrec mikes
Programming Technologies "'Ecoplate”
Digital Delay, Harmoniser,
Flanger/Doubler, Noise gates,
Compressor Limiters
Yamaha Grand Piano
Waurlitzer Electric Piano
C.S. 10 Synthesiser all free
Other instruments available for hire
Accommodation by arrangment
{VAT & Tape not included)
TELEPHONE HITCHIN (0462) 35494
ASK FOR DAVE or BUD)

T Y Y T T T
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JIM MESSINA

Acoustic

guitars look 4
pretty much the S We thought it best to pass along Jim'’s

same. What sets L = 3 comments about the sound of his Artwood.
them apart are the “What’s truly exceptional about the sound of my
materials, the crafts- Artwood is the warmth and balance. That kind of
manship, and most richness is not often found in a new guitar. I'm sure this
important, the sound. instrument will age gracefully and | anxiously anticipate its

That’s why Jim Messina chose the lbanez Artwood - for great sound becoming even greater.

the sound. You see, in addition to his musicianship and -

composing talents, Jim is one of the most respected producers alff‘WGOd SCrYCS
in the business and as such has an ear that’s finely tuned to

excellence in sound.

Send 25p for latest colour catalogue to Summerfield, Saltmeadow Road, Gateshead NES8 3AJ.




Eddy Grant Equalsice

ce Records ofhices are situated in the north

London district of Stamford Hill. The
corner building’s neat brickwork and white
paintwork make it a little smarter than the
surrounding residential terraced houses. As |
was shown down the hallway, through one
door | spotted the usual desks and telephones,
while in another room, records are stacked
ready for shipment. The boss had not arrived
so [ was given coffee and asked to wait in a
largish room occupied by a stereo and com-
fortable furnishings.

On the wall are framed copies of the sleeves
for Eddy Grant's Walking On Sunshine album
and single. The single sleeve - like another
close by for The Mexicano — bears Japanese
writing. Also on the walls are the sleeves for

Sound International August 1980

The fiercely independent
Eddy Grant continues
to do things his way.
Ralph Denyer asks him
about writing, recording,
producing and performing,
and takes some photos.

Grant’s Living On The Frontline single plus the
Equals’ Mystic Sister album. There is little else
to see except for a colour photo of Grant on
stage and a work progress chart with headings
like ‘Mastering’ and ‘Pressing’.

The man arrived and quickly settled down,
electing to spread out on the floor with the
telephone and small switchboard within his

reach. With his Dreadlocks tucked underneath
his woollen hat he has a slight facial re-
semblance to James Brown from certain
angles. His voice is deep and resonant.

Being black has its disadvantages. Being in
the music business - for anything more than a
couple of years - also has its disadvantages. A
combination of both can take a persondown a
long and hard rocky road. After a decade-plus
in the music business, Grant’s manner in-
dicates that he has a tenacious yet unabrasive
spirit. He has taken the knocks well and is more
thanjust a survivor. In some ways he is unique.

In Britain his biggest success to date was
with the Living On the Frontline hit single.
Grant wrote the song, recorded it at his own
Coach House studios, played all the instru-
ments (bass, drums, guitar, keyboards, etc)
sang lead and allbacking vocals, produced and
engineered the sessions, had the record
pressed at his own plant (which manufactured
all Ice records up until June this year) and
released the record on his own label via a split
logo deal with Ensign (who handled the actual
distribution). Grant does at times recruit the aid
of various musicians and recording engineers,
but generally does the lion’s share of the work
himself, particularly on the creative side.

The Equals are not a band whose history
has been meticulously documented in the
annals of rock. They were not that type of
group, they made straightahead commercial
singles. Grant played guitar, handled the
record production and wrote all the group’s
hits (including Black Skinned Blue Eyed Boys,
Viva Bobby Joe and the number one record
Baby Come Back)

When Grant left the Equals he stayed with
President Records - who released all the
group’s records — for one solo album. He
wanted to break away from his previnus image
and ‘the whole Equals syndrome’ but initially
contracts prevented him from leaving Presi-
dent. Eventually he was free and in 1974 he
managed to get his own Ice Records under-
way. Though Eddy was raised in Britain, he in
fact started his label back in his native country
of Guyana.

‘That was because when [ left the Equals, the
music business was not very receptive towards
me,” he explained ‘Since I really don't like to
beg for anything | l:lecided that if I couldn’t get
the kind of deal I wanted from a record
company (in Britain) | would go somewhere
and create a stir for myself and then — maybe at
a later date — they'd be more receptive to me.
And lwas provenright.’

Grant's records did well in Guyana and, with
afoothold in that country, he was soon making
a name for himself throughout the Caribbean.
Soon after, Grant established Ice Records in
Trinidad and by 1976 was also producing
records by 90° Inclusive, The Pioneers, The
Mexicano and Lord Kitchener. In 1977 Ice
Records started in Nigeria, Canada and the
UK.

l asked him if he now was more interested in
the record company or his writing, recording,
production and performing, ‘Music is my life,’
he answered. ‘To/some people it’s a job. I've
never done anything else in my whole life



except make music. The only thing that came
between me and music was school and even
there | made music.

‘I can make every decision in this record
company. | can go out and dig the garden.
paint the house. anything you like. But at the
end of the day the most important thing s that |
have to make music.'

With regard to his pressing plant, early in
June Eddy decided to 'liquidate that situation
because it was costing me the earth. That was
purely and simply because of bad manage-
ment. | mean. the industry is sick but [ wasn't
suffering from that. The state of the industry
may have caused a bit of a problem but I'm not
one of those people who blame the ind ustry for
everything. [t was quite a large company. It was
owned by British Homophone before and then
by President Records who owned me at one
time in my life. [ think that it is now time for me
to concentrate my efforts more on the artistic
side. I've got certain plans that I want to carry
through. Spending all my money on afactory is
not the best thing for me to do at this time. in
this economic climate anyway.’

The Ice Records roster of artists has been
reduced to Grant, The Mexicano, Henry

Barns, and a new signing. Stephen Ensinus.
Grant is as aware of the problems in the record
business as anyone else and plans to keep the
label small and efficient. concentrating efforts
on a small number of acts. ‘There are people
here to make the decisions. I'm just one of a
team and I'm becoming less and less involved. [
don't want to be involved too much in the day-
to-day running of a record company. | think
that the smaller we stay the better.’

Right from the early days with the Equals.
Eddy was in charge of ‘all studio activities'. His
fascination with the recording medium, allied
with his talent as a multi-instrumentalist, results
in him spending all the time he can in his
studio. He has a working knowledge of record-
ing equipment. On any given day he is most
likely to be found in his studio multitracking
away for all he's worth, frequently starting the
tape rolling himself if there’s no engineer
around. ‘'ve always played as many instru-
ments as | could lay my hands on. But my main
instruments have been guitar and - at one time
in my life - the trumpet, [ started off playing
trumpet, and then came guitar. To me, every
instrument is equally valid. A euphonium is as
beautiful as a violin. Some people believe that

only violins are beautiful .People believe that
only a certain race is beautiful or a certain
colour of hair or feature, but not me. | believe
that all features are beautiful and it’s relative to
where you're standing at the time. | treat music
the same way, all my instruments | treat with
equal love and care.

‘A cowbell can be as beautiful as any
instrument you care to mention. You'll notice it
in my music. Someone will say: Why do you
put that tambourine so loud? To me. on that
particular track the tambourine deserves to be
left alone. you know. To play on its own and to
dance or whatever.'

Eddy agreed that his production can be
disorienting for the listener hearing instru-
ments recorded in a slightly off-centre way. He
went on to talk about how he builds up tracks,
one instrument at a time. ‘It depends, and you
can normally tell how | have put a track
together because the first instrument that |
record usually has the most important role in
the music. For example, if 'm about to write a
song like Say I Love You. By the way, thank
God for Say I Love You because although it's
never been released as a single here, it's sold
more copies than most records ['ve had. That
was the first song [ ever recorded in Yoruba
which is the language spoken by the Yorubas
in Nigeria. it's a great west African language.
But with that particular track (on the Walking
On Sunshine album), when [ started to write
the song the first thing that came into my mind
was the nff and | went through every instru-
ment in the studio to find out which one would
play it.

‘They can’t concentrate all their energy and
say: For the next 10 minutes I'm gonna think of
a really nice piece of land with grass going up
the hillside with a lake on the other side. Now
I'm gonna play music that really sounds like
that. The reason why a lot of people’s music is
used as muzak is because the music doesn't
interfere with anybody’s thoughts: They can't
provoke thought. | defy anyone to play my
music quietly and talk over it. If you tum it
down something is still going to jog you for
some reason and you will have to either turn
the music right off or listen to it properly. Even
if it is quiet in the background it will disturb you.
Because when I'm making some music. my
mind is so concentrated on what it is that [ am
representing that it does something to you, it
will disturb you.

‘If | put people to play with me on my music,
they disturb my thought. I ask them to play
something and they think about the new
Herbie Hancock riff just because it's flashy. |
say one thing and they're thinking about the
new Stevie Wonder riff. | don’t want that, it's
very difhcult. Very few people appear on my
music. If you listen to my music you can find
out, you can seeit there.’

‘In the end it came down to a choice
between the guitar with vibrato or the electric

piano. [ chose the piano and therefore -

without any metronome or click-track — [ went
over to the electric piano, told the engineer to
start running the tape and [ put down the basic
riff for three minutes. Then on top of that |
played the cabaca to give me a more defined
time. After that I put down the rest of the
instruments. Most times | would start with the
drum track because l've got the songor part of
the song in my head. Maybe I'll put down just
the bass drum orthe snare and the hi-hat.’
What is his philosophy behind playing all the
instruments himself? ‘Nobody feels like I feel.
On the other hand, I don't feel like someone
else does. But | believe that the feeling that |
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have is peculiar to me and although a lot of
people can play music which is similar to mine,
they can never play it in the same way. [ find
that when [ play with people their personalities
come in to the music. And most people have
no personality at all in terms of music. They
can’t love for three, six or ten minutes, they
can't feel good for that long. Most people are
miserable bastards.

‘Most music is made not with any creativity
in mind, it's made to sell records. It’s like going
to take a driving test. People say: You've
passed, you've become a driver. You haven't
become a driver, you've just qualified by
passing the test. People are called musicians
because they play an instrument but a lot of
them don’t have their hearts in it. And if your
heart isn’t in the music it will show and it just
sounds like trash.

‘I know some people who are not really
good musicians but they've got a lovely heart
and they'll play two notes on any music and it
will sparkle like the sun. A case in point is B B
King who is not the greatest guitarist in the
world but when he plays a note it rings, it
sounds like heaven because there’'s heaven
going on inside him.’

Eddy's new album bears the inscription
Everything On Ice Is Twice As Nice, but at times
it must have been hard to keep up the
corporate smiles. The label has had more than
one distributor. Pye distributed Message Man.
which was Grant’s first Ice album in the UK.
The hit single Living On The Frontline was
distributed under a split-logo deal with Ensign.
(According to Rudolf at Ice the fact that the
record was a hit was mainly down to the efforts
of Ensign’s Nigel Grainge and Chris Hill.}

Then Grant signed a deal with Virgin for Ice
product. The first Ice/Virgin Grant album was
Walking On Sunshine which also included the
song Living On The Frontline. Obviously to go
through all that kind of business hassle and
keep on creating music requires a certain
amount of determination. ‘I don't like to
compromise at all so that tells you how much
compromise there is. | don't embark on a
project unless | know [ am right in doing so. If [
feel that I'm even 10% wrong. [ won't embark
on any project. | know that [ am right, [ do
everything because | believe | am right. | don’t
have any doubts when | have decided to do
something. Before | decide | might have a
doubt. That goes right through my life down to
mixing my records. It's the same thing, I'm
positive. People say: Oh, sometimes Eddy. you
make such stark records. People say to me
Message Man and Living On The Frontline are
so stark. [ say that is because that is the way |
feel.

‘I make the kind of music that my environ-
ment dictates, whatever is going on in and
around me comes out in my music. [ won't
change that to get a hit record because long
after ['ve lived and I've died my music will still
be around representing the fact that | have
lived. If ’'m the 60th version of Gamble and
Huff then that doesn’t mean anything to me.
What is more important is what | believe and
feel. I suffer for it. And when [ win [ win because
ofme.’

Most people know Grant as a solo artist
through Living On The Frontline. The reggae
feel of that record tends to make people think
of Eddy as a reggae musician in spite of the fact
‘that his albums defy musical classification.
‘People expected me to be an out-and-out pop
freak when [ left the Equals. Then all of a
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sudden people expected me to be doing Afro-
calypso because of Hello Africa and so on.
Then people expected me to be out-and-out
reggae because they thought Living On The
Frontline was reggae. To me that record only
has a reggae feel, but the whole concept is not
purely reggae. It’s like anything else that I've
done, it's never purely any kind of music, it’s
purely me. The central figure in the whole play
is me. I will go through reggae, rock, sym-
phony, any label you can put up because it's all
music and [ only feel music.’

The lyrics on Message Man and Walking On
Sunshine deal mainly with social and racial
topics. Not so much the new Love In Exile
album. Any reasons for this? ‘The topics of
Message Man and to a degree Walking On
Sunshine were very centralised, direct and to
the point because that's the way [ felt at the
time. This new album Love In Exile, a couple of
tracks thrown in there ended that directness
and just made it into a good album. I felt that it
was necessary at this time to just make a good
album. [ wrote Preachin’ Genocide for the new
one which is very direct and to the point. If you
put the whole of the two albums before
together, they would not have as hard a
message as Preachin' Genocide. | believe
every word that | said in that song. | had a lot of
interference from record companies around
the world who didn’t want me to have the song
onthe album.’

Grant started his Coach House recording
studio in 1974 as the first step towards his
current independence. Though his equipment
is now on a par with most major studios, in the
early days the set-up was far more modest. ‘Ah,
that was a different game altogether’, he
laughed, ‘we started off very uncertain. We had
what was basically the guts of a Cadac desk, 8-
track goofed up to 16-track, and an old 4-track
Studer which was goofed up to 8-track. They
worked all right, we made a few hits off those. |
did some 90° Inclusive, Pioneers, Equals.
Then [ bought one of the Cliff Cooper things,
an Amity Schroeder 16-track tape recorder
with the same desk. Then | had a Studer 80
which took me up to the present Lyrec 24-
track and Spectrasonics desk.’

This sound basis of studio equipment is
currently enhanced by various Ampex and
Revox 2-track recorders, Dolby M24 noise
reduction, an Audio & Design
compressor/limiter/expander, a Klark-Teknik
D24, and Grant is adding equipment on a
continuous updating basis. These days he's in
the studio himself a great deal of the time and
generally speaking does not hire out on a
commercial basis. ‘Primarily now, the studio is
just for my use. Before | used to let it out to
people but they goofed me around a lot.
There’s not a lot of money about at the bottom
end of the market, which is basically black guys
and other people | know. Most top recording
artists use the big name studios and $o on. So
therefore when [ used to let it out my studio
was primarily being used by black guys, a few
punks and so on. They tend to have a lot of
aggravation surrounding them.” And they've
riever got any money either? ‘That, Eddy
continued, ‘is why there’s the aggro. So I just
use the studio mainly for myself and Ice
Records, the occasional whatever.’

By now Eddyis well into a four-month coast-
to-coast USA radio promotion tour. Territory
by territdry by territory he has done radio tours
which are followed wherever possible by gigs
with his band. America is a new one for him,

previously his records have only been available
on import there. After America he moves on to
Argentina and Brazil before coming back to
Europe to meet his band for dates in ltaly, a
country he has already primed with a radio
promo tour. In all he'll be on the road for six to
eight months. ‘The world’s a big place and this
is the beginning of my career, you see? [ wish it
had been the way{l wanted it from the Sixties
but it was never i'i my hands to do anything
about the way | toured before. We were just
told to go somewhere and play and whatever.
Now that I've got a hand in the decision-
making as far as what [ do, I'm gonna do it
right.’

Grant's current band has the same line-up
as he used for last year's Knebworth Festival.
They are Mark James (from Zapata) on bass,
Tony Scantlebury on drums. Tony Edmonds
(from Zapata) on keyboards, Sony Akpan on
congas, Gordon Gaynor on guitar, Winston
Henry (from 90° Inclusive) on percussion, plus
Rose Hibbert with Sandra and Pamela Mayers
on backingvocals.

‘We got a stage sound which is nothing like
the records and I'mi proud of it. | don't goout to
recreate the records. | go out to do a show and
entertain people which is a totally different
game to making records. | couldn’t get the
sound on stage that | get on records because
most of it is played by me. So I don't try. People
come and see me and say the band is better
than the record because live we experiment
and try things out. You know, we ad lib a lot.
We try to entertain. try to put people in a
different frame of mind, it's like mass hypnosis
really. Once you've got people on a wave you
just suggest things to them. You speak with
them and it's great. If it's a good night it's great
and if it'sabad night it's good.’

Eddy’s only problem is he obviously won't
have the time to get into the studio so much.
‘Taking as much time as | do (to record) I'm
afraid | might be tempted to start using session
musicians or my band to get things done
quickly and I think that would be a great loss. If
I find it’s getting like that I'll stop touring for a
while. [ don’t want to make quick records. 've
noticed that a few friends of mine in the
business have started to compromise
themselves and make quick records. [ won't
call any names but they knowwho they are.’ m
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The Spectres

Road Works is a new regular feature which will deal
with the thrills and spills of new bands both on and
off the road — what’s it like finding somewhere to
rehearse? Should you believe everything managers
tell you? Are record contracts worth the hassle?
Are grownups getting you down? Adam Sweeting
gets going with words and pictures on and off the

Spectres. Nowreadon. ..

A s terms like ‘punk’ and ‘new wave’ slide
back into the mists of time to be pored over
by the lexicographers of rock, it’s intriguing to
chart the progress of the survivors. The Spec-
tres have only been underway since the
beginning of the year, and the band brings
together ex-Sex Person, ex-Rich Kid Glen
Matlock (see Rich Kids Rhythm Section, SlJan
’79) and erstwhile Tom Robinson Band
guitarist Danny Kustow. So far they've played a
few gigs, layed down a handful of demos and
are currently negotiating a hefty-sounding deal
with Arista records.

Glen Matlock, a dark-haired and slight
figure, was feeling a little the worse for wear
when we met. This was due to an unpleasant
eyeball-to-eyeball confrontation with a cluster
of skinheads outside Camden’s unfashionable
Music Machine niterie the night before, which
had left the lad with a split and swollen lip. The
event hadn’t dented Matlock’s quiet air of
confident self-determination.

Kustow was still en route, so Glen filled in a
little personal background. After Rich Kids bit
the dust, leaving one interesting album behind
them, Matlock found himself involved with
Iggy Pop. He played bass for the wayward great
uncle (or something) of punk throughout one
English tour, one album and one American
tour, each time finding himself surrounded by
a different line-up of musicians. ‘That was quite
a good schooling,” he estimates. ‘You begin to
think: Oh yeah, I like that and I like that, and
you begin to formulate afewideas.’

In between playing and recording with Pop
in this country, Matlock played a few gigs with
an ad hoc line-up which included Steve New,
also a Rich Kid, Budgie, who now drums for
the Banshees, and Danny Kustow. He and

{

A rare Spectres action shot as Danny Kustow (right) feigns enthusiasm for Glen Matlock’s weddi

Kustow felt particularly comfortable together,
so they agreed to get together when Matlock
got back from Stateside duties with the Ig.

And so . . . ‘[ finished that at Christmas, and
after Christmas we started slowly putting this
thing together.” Initially The Spectres sported a
brace of sax players, Art Collins and CC. CC
has recently quit, and Mark Ambler has
stepped in on keyboards. Ambler used to play
with Tom Robinson too. Explains Glen of the
decision to install brass: ‘We had this idea for a
brass section, but not a soul kind of thing, like
Q-Tips — which is fine but it's a bit old hat. Well,
it's very old hat, and [ can’t see the point in just
replaying old musical styles. The idea is to
move forward, | would've thought’ Quite.
‘Bands like that, they just remind me of
Showaddywaddy a bit.

‘To me, saxophones and blues harp and
guitars, when they're all kinda screaming away,
they sound very much the same, and we
thought of getting this brass section to take
over from the rhythm guitar, Though it’s not
exactly the same, it's very much that kind of
sound. We tried that for a bit. As you go along
the numbers change, and it became a bit more
keyboard-orientated. So we've ended up with
one of the sax players leaving and we’ve just
got Mark Ambler.’

The remaining saxist, Art Collins, plays
saxes from baritone up to soprano. Matlock
voices a fairly ambitious musical approach.
‘We're aiming for, like, a little orchestra really,
because everybody plays different things. You
can do very orchestrated versions of tunes. I've
always beeninto peoplelike John Barry.’

All this is some distance removed from
Matlock’s debut in the public eye with those
loveable spike-tops, the Sex Pistols. The
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Pistols, in fact, were the first band with whom
Matlock ever played, and he regards the
experience as a valuable one, though his
approach to music is a good deal less
straightforward nowadays. ‘I was quite lucky
really — I've neven had to work in a biscuit
factory, I've always done music full time.” But in
Matlock’s case, luck probably isn’t the right
word. He putsiit like this: ‘It’s not so much down
to luck, it’s intention of purpose. If you make
your mind up that you're gonna get on with it
it's quite easy.’ He| gets a little irritated about
stories of the alleged incompetence of the
Pistols (eg from self-styled Svengali M.
McLaren in The Great Rock'n’Roll Swindle),
quite rightly.

‘I totally refute the claims that we couldn’t
play an’ all that. There was some good playing
for that particular s$yle‘ And [ don't think it was
pariicularly limited; I think there were some
interesting things t}‘tere‘ It was very basic, it was
like let’s cut the crap and get down to it’
Matlock decided to leave the Pistols when the
media brouhaha became overwhelming, at the
expense of the music. ‘I aspired to be more
than...Idunno.. an agent provocateur.’ He
flashes a quick grin

Enter, about hete, Danny Kustow, dressed
as for extended touring by motorcycle. Under a
menacing Darth Vader helmet and gauntlets,
he's friendly and a bit fidgety. He immediately
picks up an Ovation acoustic lying on the floor,
and we get into a diversion about how Pete
Townshend plays guitar. Matlock is happy to
do most of the talking and theorising, With
Kustow, there’s a strong impression of emo-
tions held in check. |

‘[ don't really listen to a lot of records,
explains Danny, ‘but sometimes 1 go through
phases when I really do listen to alot.” He’s not
too happy when I describe his guitar playing as
being ‘off the wall’ ‘I think you've gotta think
about things to a certain point, haven’t you? |
really like something fresh to come out.
Sometimes it does, sometimes it doesn't.
Sometimes | really don't like listeningto music,
and sometimes [ like to leave it for a bit and
then come back. New things come up. But |
don’t practise much. [ don’t sit down, listen to a
record and get riffs down andthings.’

Glen vanishes, then returns with cassette
machine plus Spec‘res demo tape. He plays a

36



The science
of success.

A year ago, Lab Series wasn’t exactly the name on
everyone’s lips. Now though, with the accolades
received from players and press alike and a nationwide
network of nearly fifty highly professional music stores,
Lab Series looks like becoming the biggest thing in
amplification since Joshua did his Jericho gig.

Check out a Lab Series amp at your nearest stockist.
You'll soon find out why we’re going to be the power for

the eighties.
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song called Jumpy, which the band recorded
after a single run-through. It leaps along over a
threatening minor-key riff, and Kustow throws
in a frantic overdriven solo. Also to hand is a
limited edition pressing of This Strange Effect,
which was a hit for Shefheld’s own Dave Berry
in 1965 and which The Spectres have re-
corded on the Direct Hit label. The label is the
brainchild of Matlock and some friends, It’s a
pretty impressive record too.

To backtrack. The conversation returns to
what we may loosely call ‘influences’, a much
overworked term badly in need of replace-
ment. Glen: ‘John Barry, TV themes and stuff. I
think there’s a wealth of material there that
goes unnoticed because it's got the titles
coming up over it. There’s a lot of interesting
playing and stuff and it’s outside of the
mainstream of rock’n’roll. That’s where my
influences come from.” To prove the point, The
Spectres have a song called 13 Ways To Love
You, which is based on the theme from Police
Surgeon - the sort of programme which you're
always surprised to find coming on late at night
after the pubs close, as Glen points out. Again,
the band have recorded a demo of the tune,
and again it’s not at all bad. It would hardly be
surprising if they chucked a version of the
Hawaii Five-O theme into their live set. Book
him Dano - murder one.

Despite these mysterious musical roots, The
Spectres have apparently had little trouble in
arousing record company interest. Because of
the accumulated track record of the band
members, they've been able to wait for the right
sort of deal to come along. Says Glen, ‘If we
hadn’t had any money in the kitty, [ dunno if
we’d have been able to hold out for a good
deal, yknow. We’d more likely have 'ad to do
something a little bit shitty which we’d wish we
hadn’t done in retrospect. You can do one-off
deals with small labels and all that kinda stuff,
but if you do that and nothing happens with the
first record, the record company loses interest
and you’re up the spout. Cos sometimes with
bands it takes a long time before anything
happens.’ [

Matlock’s experiences in the past have
taught him more than a thing or two about how
to approach record contracts, etc. He reflects
on how to go about making a record. The
Spectres, for example, will have studio time
paid for by their record company, and they will
then have to repay the money laid out from
their earnings later on — but there are other
options. ‘There’s lots of different ways of doing

b
‘Ireally like something fresh to come out. Idon’t practise much.’

it. Some bands have all the money up-front
and they pay the recording fees themselves,
but they've still got to pay the advance back.
Some companies pay recording fees and you
don’t have to pay it back, but that’s a bit rare.
The best situation is a lease-tape deal, where if
you've got some money in the bank which is
yours because you've had success before, then
you can lay out say £20,000 or more for an
album.

‘Then you pay the recording costs
yourselves and you just lease the tapes to the
record company for a period of time. Then you
get a better percentage off it because the
company has less costs to pay. The company
might lease the tape for three years, then after
three years you get the rights to all the songs.
You get the tape back again and you can go
and lease it to another company for a compila-
tion album or something, and you'rein a much
stronger negotiation position. That’s the way
the Bee Gees doiit.’

Dazzled by all this, I wonder aloud if Danny
and Glen suffered in the past by being ignorant
of these finer points of playing the music biz
game? Matlock’s riposte is suitably hard-boiled.
‘You learn as you go along. | dunno if you
suffer, cos you can'’t really know better if you
don’t know nothing. That’s just the way of the
world. I didn't really come unstuck too much,
though I did with Rich Kids a little bit. That was
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“The music papers said we were a soul band. Nothing could have been further from the truth.”
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down to like a management situation more
than dealings with the record company,.

‘But now we're more or less doing it
ourselves and we don’t have so much need for
a manager. We have got somebody who's
working with us who's like a manager (John
Martin), but we're still very much our own men
and we're negotiating the Arista deal ourselves.
So yeah, we've benefited from past mistakes,
but you can’t cry over spilt milk.’

Alors! Danny Kustow: ‘I dunno about with
the Pistols, but with all the worrying about
everything, [ just used to get on and have a
good time. Like when you're in the studio it's
great to learn all that, what sounds good and
what does what. You remember a lot of things.’

Business acumen notwithstanding, neither
Matlock nor Kustow has any intention of
compromising their music to fit any record
company’s precohceptions about market
penetration, units-sold-per-colour-TV-
household or any of that crap. Danny: ‘A lot of
people have said: Oh, I think you’d be good in
America ..’ He grinswryly.

Glen-continues: ‘I always feel a bit out on a
limb. Because we’'d got saxes and stuf, they
were saying in the music papers that we were a
soul band — none of them had even seen us,
and nothing could have been further from the
truth. We're just d#‘:ing our own thing. Maybe
it’s a bit of a problem.

‘But if you aim deliberately for a particular
market, you end up compromising yourself
and you end up sounding half-hearted. I think
that’s the last thing we want. All these bands
like the Lambrettas (of Poison luy fame) — oh
dear me. It's shocking! Good luck to 'em. It's
like a take-the-money-and-run situation. It
seems these days if you do a half-decent
version of an old song you’ll achieve some
success fromit.’

The Spectres are emphatically shooting for
the big-time. Theywant a long term deal from a
major record company and they want success,
and they wouldn’t think twice about following
the Clash’s lead and heading for the States.
“They had to go to the States,” says Danny
about the Clash. ‘You've got to really, adds
Glen. ‘How many times can you play in
Birmingham? People get fed up with seeing
you, and you get fed up with playing the same
places. The idea with a rock’n’roll band, I
always thought, was to keep on the move. Who
wants to work in a factory? You always need a
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challenge to keep you going.’

And so to the more mundane but vital
subject of the gear necessary to propel oneself
onward and upward. Danny Kustow uses a
Marshall 50-watt head with a Marshall 4x 12in
cabinet, through which he plays a Les Paul,
sometimes via an MXR Flanger and Roland
Space Echo and Chorus units. There’s still no
substitute for that ol valve sound. ‘Even if
you're doing the quiet stuff, it’s still nice . . . you
have sornething grating against something
else, that's how [ see it. With a lot of transistor
amps, it sounds like it’s skating and not grating.
Is that a good analogy? I like to dig into the
sound.

Glen Matlock has similarly clear-cut views
on his personal gear. ‘Once you get to like
something you tend to stick with it. I've had my
amp maybe three or four years and it’s fine. It
needs a new set of valves every six months.’
The amp in question is part of an Ampeg SVT
bass stack, which Glen uses to power either a
Fender Precision or an old Les Paul Junior
bass - ‘a little tiny one, which I really like using.
It’s really good for live work, butit’s not so good
in the studio cos it doesn’t really have the
depth. And that’s all I've got really, it's pretty
straightforward.” Apart, that is, from an Ampeg
Portaflex Combo, which has a 15in speaker
driven by a 60-watt amp.

The Spectres’ sound is further coloured by
keyboardsman Mark Ambler’s Prophet synth
and Hammond organ. The latter is not a C3,
but ‘a T-something,” according to Glen. (He'li
obviously have to read next month’s Ham-
mond Story — Ed.) Ambler also plans to add a
Yamaha CP-70 electric grand piano. PA-wise,
the band adhere firmly to a hiring policy. As
Glen says, ‘[ always find it better that way, cos

it's such a pain to actually own a PA and
maintain it and store it and hump it about and
get a couple of people to do it and stuff.

‘When you hire a PA, especially when it’s
from someone who's got their own system, it’s
like their pride and joy. They really look after it
- like some people we used down in Swindon.
Just this bloke and his girlfriend. She did the
monitors and he did the house sound out-
front.’

That, for the time being, is that. By the time
you're reading this it's more than likely that
The Spectres will be signed to Arista and
already recording an album. Chris Thomas is
the most likely candjdate for producer, though
Clive Langer is in with a chance too. David
Bowie was interested but was eventually ruled
out for one reason and/or another, while
Bruce Welch was approached but declined.
The results are likelyto be worth hearing. @
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Pictured above is just some of the gear that you and your band can win in our
tremendous nationwide talent competition sponsored by Burns and Sound
International/Beat Instrumental.

There will be ten heats up and down the country from August until December starting in
London at the Music Machine on Wednesday August 20. The grand final will take place in

London in January 1981.

And combined with the Battle of the Bands, especially for all you budding Hot
Gossipers, there’s a dance competition with £500 worth of costumes made by Fantasy
Studios of London for the winners.

THE PRIZES
The winning band in each heat will
receive a Burns Magpie guitar and a
Bumns Bee amp.

FIRST PRIZE in the January final
is:

Burns lead, rhythm and bass Scor-
pion guitars; Burns Redmere
Soloist combo and a Burns Red-
mere R130 combo; a 12-channel
Bergbow mixer; and a drumkit as
vet unnamed.

SECOND PRIZE:

A 16-channel Burns Redmere
| studio mixer.

THIRD PRIZE:
A Steer 50 amp.

THE RULES

The competition is open to all
amateur and semi-pro bands and
soloists in Britain. There is no entry
fee: simply fill in the appropriate
form below and send it to BURNS
BATTLE OF THE BANDS, 22 Cor-
onet Street, London N1. If possible,
send a photo of your band, but
remember photos cannot be re-
turned.

If you are entering the Dance Group
competition, fill in the second form
and send it to DANCE GROUP,
Fantasy Studios, 22 Coronet Street,
LondonN1.

THE HEATS
The ten heats will take place in:
LONDON (Music Machine, August
20)
BIRMINGHAM
BRISTOL
CARDIFF
LEEDS
MANCHESTER
NORTHERN IRELAND
SCOTLAND
SOUTHAMPTON
WEST ENGLAND

Please note that the employees of
both Burns Redmere and Link
House Publications Ltd are in-
eligible for entry.
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PROFESSIONAL SALES

industry in general.
POWER AMPLIFIERS

AMCRON D7E o050 odooo000000a000 . 59000000000 ol RS 06 0 0.5 060 060 0000000 s
DB 0A e e
DCBO0A L
[PSARZ w00 oio00 0000000000000 1 tooc son bt BAEEEE L oo o0 o e op
SOUND ENCLOSURES 12 unitflightcaserack . ........... ...« ... ......
BSS

Europe’s leading electronic crossover system
Modular Format
3-way with limiters Mid/High. ... ...........
3-way/limiters and Led ladders
4-way + limiters.
4-way + limiting + Led laddets . ... .. ..
BSS Stage/studio Active D.I. Box
Phantom powering module
BSS LeadsTester..............c.ouuuun..

.........................

TANNOY
Super Red Professional Monitors (Per pair)
10in

15in
K3808 chasis{each). .. ... .. i i e
Full details and professional price list available on request
All items available ex-stock
Prices exclude VAT but include postage and packing
NEW — AVAILABLE FREE ON REQUEST — Multitrack Studio Catalogue No. 2
CS Widemarsh Street, Hereford (0432) 52016/51831

BAOZZ L12C35)C

Buzz Music Professional Sales division exists to service the needs of professional recording studios, hire
companies, broadcast and production studios, management companies, and the professional in the music

Coriirmmd lmtarmatimnmal Alimiict 1QRND
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Custom built studio?
Call the professionals.

REVOX B77 TEAC A3440

The ideal mastering machine for the small The new four channel machine replacing
studio giving really pxcelient results at a the famous A3340S. Now with even moré
zeasonable price. And for those who want facilities: — I.C. logic control, built-in pitchi
o go even better we also stock the Revox control, improved function select layout
AT00. ) with auto sync for silent drop ins/drop outs.

and a new monitor select system for easy
monitoring in any mode direct from the tape
machine.

BRENELL MINI 8

A truly professiorial machine within the |
reach of anyone seriously considering 8
track. 1.C. logic transport control, sync
facilities, silent drop in/drop out record
functions, and everything that makes this 1
inch machine probably the best value for
money on the market.

TEAC

T Py
O N ) e R 8

\IREEEERE

=

A&H MODEL it

The high quality modular mixer-far the-
quality 4, 8 or, 16 track studio. Availabie in
virtually any ct)nflguratlbn up to a maximum
frame size of 24/8. Thik mixer is available
together with the Brenell -‘Mini 8-at & special
package price.

TEAC 80-8

The % inch 8 track for the budget '
conscious studio. Giving high quality ata ‘
very reasonable price. The 80-8 has all the
b - facilities normally associated with a
ALICE 12-28 machine of this calibre. And with the

JBL MONITORS

We can supply the full range of JBL Monitb
speakers from the small 4301 broadcast

The quality mixer for the 4 or 8 track studio. optional DBX unit gives excellent resuits.
monitor; the 4311, popular with the amsalie
studio, through to the 4343 for more

12 inputs (16 input version ACSO
R E critical monitoring purgoses.

'REW Professional Audio 114/116 Charing Cross Road
LondonWC2. Tel:01-836 2372/7851

model includes line up oscillator, talk-back
and 48V phantoi powering. Long throw
! Pl range of : AKG - Alice - AHB - Ampex - Beyer Dynamic - Calrec - dpx - JBL - Neumann - Shure - MXR - Quad - Revox - Teac - Soundcraﬁsw‘en - JPS - Roland ~Aur4tone - Tannoy+ Wollensak

.conductive plastic faders available to
speclal order. Allin all a high quality|mixe!
with all the facilities needed at a very
reasonable price.




REW

Introduce
the first
15in x18in.

_Studio

-Now you can-have the
essential functions and
flexibility of multitrack
recording in one compact,
self contained unit. It’s
called the Model 144
Porta-Studio and it lets
you record basic tracks,

overdub-in syne and remi%-—

to stereo. On standard
cassette tape.

. TEAC engineers created
a totally unique format for
Porta-Studio. Four tracks
in sync on cassette tape at
3% ips. It's fast, simple,
reliable and economical.
Rehearseon it. Learn on
it. Create on it. Just plug
in @ microphone or
instrument and go to work
on it.

Porta-Studio’s versatile
4X2 mixer section gives
you-mic/line/tape
switching, trim control,
high and low EQ, fader,
pan and Aux ?end for each
input. The failsafe group
switching matrix lets you
record on up to two tracks
at the same time. And

~there's a master fader
that gives you overall level
control during recording
and mixdown,

The full-logic cue system
in Porta-Studio lets you
hear everything you're

REW Professional Audio 114/116 Charing Cross Road,

doing-all the time:-|nput
and tape cueing,
monitoring for recording
or mixdown are all
available. And every signal
can be metered. Coming
or going. _

Porta-Studio's drive
gystem is built specifically
for the rugged needs of
multitrack recording.
Transport controls are all
soleniod-operated for
faster, easier switching.
And you get a built-in
variable speed control
that lets you add- speciai
effects, fix a flat note or
solve timing and cueing
problems.

You can work with
Porta-Studio using
nothing more than
headphones. Or send the
output through your home
audio system. You'll also
find the patch points and
controls that let you use
Porta-Studio with
equipment like echo or
delay units, equalizers
and additional mixers.

Come into REW for a
demonstration of the very
affordable Porta-Studio.
Nothing else in the world
puts so much multitrack
function into a small
package.

London WC2 Tel:01-836 2372/7851
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\ SOUNDKLIGHT

“‘e are the specialists in
all aspects of stage
lighting hire and
production.

N\ ‘.ur extensive range of
OSSN equipment is immediately
available for all U.K. or
continental tours and
concerts.

X
o lighting thats out of
this world but doesn't cost
the earth....

TEL 01399 8139

BRriTiISH Music FAIR
LIGHTING

FOR LIVE PERFORMANCES
PROVIDED BY

PRISA

SOUND & LIGHT

COME AND SEE US IN
THE BRAHMS ROOM

AT OLYMPIA

AUGUST 17-23
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All pics Norman Hodson

The Acoustic Guitar Test
TonyBacon & Gary Cooper

M ost electric guitarists start their playing careers on acoustic guitars — for the most part, cheap and nasty ones. Later on, they usually find that
they need a good one, either because their skills have improved and they just want an acoustic to enjoy, or because.their recording
commitments call for one. In fact, if you listen carefully to many top bands, you’ll hear an acoustic in the mix - often low and subtle, but playing a
vital role.

But how do you choose a good acoustic guitar, if all your experience is based on electric criteria? You may not be an aspiring Bert Jansch or
Stefan Grossman, but you may still want a nice acoustic.

We assembled a panel comprising both primarily acoustic players, and those forwhom it is a second line of attack. They were asked to assess a
very wide range of instruments of differing prices, with value for money being of prime importance.

In the presentation of this multi-review (previous ones were: the Copy Guitar Test SINov and Dec '78; the Combo Test SI June and July’79,
the Oriental Original Guitar Test SI Jan '80; and the Electr(on)ic Piano Test SIJun '80), we are breaking with traditionin an attempt to give you
the information in the most accessible form we can. Criticism of the previous multi-reviews has centred on the density and unreadability of the
information, and we have decided that a general summation of the panel’s comments, plus direct quotations where relevant, will make it easier
for you to see exactly where each instrument stands, without having to wade through endless quotes of ‘Okay,” ‘Awful,’ ‘Yes,’ ‘No,” and, ‘Maybe.’
Also, it avoids the use of endless strings of initials. This time, we name the guilty men! Speaking of whom, the panel comprised Duncan Browne,
Isaac Guillory, Steve Howe, Gret Knowles, and Robin Millar. See opposite page for more details.

Our criterion for selecting each instrument was pretty random. We wanted to avoid cheap, laminated-topped beginners’ guitars, which
automatically eliminated the vast majority of acoustics available in the UK. These instruments are short-term purchases; you will buy one and
resell it as you grow more discerning. Solid-topped guitars will, generally speaking, provide a better, more professional and more rewarding
sound, and will, with luck, improve with age. This, by the way, is not a mere re-run of the, ‘My ‘54 Les Paul is better than your '55 model,’
argument. Quality acoustics improve as the wood matures and settles. Further, it is arguable that the wood used in acoustics has more influence
on the overall sound than it does in electric solids. Obviously, we could not anticipate this maturing effect, but if an instrument starts its life with a
good sound, one would hope that it will only improve — not always the case, alas!

These, then, are professional acoustic guitars, ranging from probably the least you can pay for a suitable instrument, to well up the price range.
However, we have not been totally comprehensive — there are too many guitars on the market to allow for that degree of completeness.
Obviously missing are Gibson and Fylde. Norlin, UK distributors of Gibson and Epiphone, were unable to supply us in time for our test with a
Gibson, largely due to their distribution centre being located in Rotterdam. They were able to lend us an Epiphone. The absence of a Fylde,
however, was our fault (actually, mine - GC!). The name occurred to us {me!) late in the day, and we (he! - TB) just didn’t get it together (sorry!).

Youmay also note the absence of Aria, a name you may well have expected to see (so did we!). The story here is a little more complex. Regular
readers of SI may remember our Oriental Guitar Test in the January '80 issue, in which the Aria RS850 solid electric received less than fulsome
praise from our panel. As a result of this review, and indeed the multi-review format itself, Gigsville, Aria's UK distributors, declined to supply us
with an acoustic for this test. This is a pity, as we feel sure that their guitars would have acquitted themselves honourably. Still, that's their decision.

What we have got are guitars from Epiphone, Guild, Martin, Moridaira, Mugen, Ovation, Washburn and Yamaha. The Moridaira is an oddball
inasmuch as it has what the manufacturers call a ‘semi-solid top’. This was surprising at the price, and we are forced to question their terminology.
Surely the top is eithera solid ora laminate? Own up please, Moridaira’s UK distributors, Hohner! The rest of the instruments are the sort that you
will see hanging on most music shop walls — and about which, in our experience, the retailer will know nothing, apart from the fact that you don’t
have to plugitin!

We hope that this review will help you choose an acoustic guitar, and please do drop us a line and let us know of your experiences and
problems in this field.
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People I-r: Steve Howe, Robin Millar, Duncan Browne. Greg Knowles, Isaac Guillory




—The People

Duncan Browne Classically-oriented guitarist with
two solo albums on Logo to his credit, The Wild
Places and Streets Of Fire. Duncan is busy writing
new material presently for a forthcoming recording
project.

Greg Knowles Guitarist with the Movies, whose
most recent album is India. Considers himself first
and foremost an electric player, and therefore
represents the electric-player-looking-for-first-
acoustic opinion.

Isaac Guillory Busy session player both on the road
and in the studio, and at present on tour with the
Barbara Dickson Band. An exceptional acoustic
quitarist, although many think of him as primarily an
electric player.

Steve Howe Founder member of Yes, has often
included acoustic gu!tar pieces on Yes albums and in
live Yes performances. Steve is currently working on
abook which will document his vast guitar collection.

Robin Millar Currently playing and recording with
French band Extraballe, whose second album will be
released soon. Keen to use acoustic guitar live and in
the studio whenever the opportunity presents itself.

Epiphone PR 735£195inc VAT

Manufacturer’s spec: Solid spruce top,
rosewood back and sides, rosewood
fingerboard, mahogany neck.

Made to Epiphone/Gibson US design in

Japan.

UK distributor: Norlin (UK), 114 Charing
Cross Road, London WC1, Tel:
(01) 379 6400.

Saund International Auaust 1980

General opinion was that this guitar looked OK
~if a little ordinary. It was, the panel felt, rather
light, but it was appreciated by Isaac Guillory
who said, ‘It's light, therefore efficient.” Balance
and feel were fine. The neck and fingerboard

were well received by all except Robin Millar
who felt that the neck was a bit wide and that
the fingerboard was ‘very sticky’.

Robin again dissented on string height:
‘mucho fret buzz’, but everyone else was happy
about this department. Intonation on our
sample was generally acceptable.

Robin and Isaac identified the fretting as
being troublesome, Robin finding ‘the frets too
high, rectangularand stubborn’. Isaac said, ‘A
bit proud, especially at the edge’ Again,
everyone else was happy. Bridge and saddle
were OK except for Robin (again!) who didn’t
like the angle of the strings on the bridge being
so sharp dueto the shape of the pins.

Tonally the guitar was liked by all except
Duncan Browne who found it dull, and Robin
who liked the treble but agreed about the
dullness of the bass. ‘Noisy rather than loud,’
was Robin’s comment on the volume of the
Epiphone and the rest of the panel were not
100% convinced by its overall loudness.

Projection was felt to be good by everyone
except Isaac who stressed that for him it was,
‘The only way to tell it’s not expensive.’ The
guitar scored congsistently highly for resonance
and sustain.

‘Characterless| was the sum feeling of the
panel about the Epiphone although they felt it
was generally good value for money. Robin,
however, obviously did not feel at home with
this guitar and summed it up thus, ‘If you're
making an absolutely standard folk guitar you
should make a good job of it, and this is not
even right for a beginner.’ Isaac, on the other
hand, said, ‘A very playable, well-balanced
guitar, for a bargain price.” However, this one
was generally liked by the panel.

Guild D4ONT £4{19.75inc VAT and case

Manufacturer’s spec: Spruce top (solid),
mahogany back and sides, mahogany neck,
rosewood fingerboard and bridge.
Made by Guild Guitars, 225 West Grand
Street, Elizabeth, New Jersey 07202, USA, Tel:
(212)227-5390.
UK distributor: Guild (UK), Saltmeadows
Road, Gateshead, Tyne & Wear NE8 3AJ, Tel:
0632 770431.

DD
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It your
Granddaddy o ¢
was a picket; |
he probably =}

We've been build-
ing the Washburn
tradition since 1876.
Old fashioned crafts-
manship takes time, but
produces a better-sound-
ing guitar. You won’t find
Washburn everywhere you
shop. Still, it’s nice to find
one perfect thing in life.
So when you’re ready
for a quality guitar
with a heritage,
discover the name
Grandpa knew.

-----

/ \

Washburn.
Since 1876

et

BRODR JORGENSEN
983 GREAT WEST ROAD, BRENTFORD, MIDDLESEX
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By common consent this was a beautifully
finished guitar, but Greg Knowles felt that it
was a bit shiny, ‘Which accentuates the lack of
grain on the top,’ (fussy, eh?). The Guild
carded on scoring 100% throughout the
weight, feel and body dimension questions,
and the only dissenting voice for a long while
was Greg who didn't like the sharpness of the
pegs, feeling that they could have caused
lacerations.

The neck and fingerboard were also A1, but
Robin Millar found it ‘a fittle thick’ {the neck
feels the same way about him).

The Guild came well set-up although Isaac
described the supplied strings as ‘duff and
Greg found that the intonation was ‘good until
the top end’. Frets were generally OK although
[saac identified a few buzzes on the 5th and 6th
strings. The nut didn’t fare too well, a few
finding it, as Steve Howe putiit, ‘A little tatty.’

The sound (treble, bass and tonal balance)
didn’t impress as much as one might have
expected. Duncan, for example, found the
tone ‘a little dull overall, compared with the
others’, but the actual tonal balance was
generally praised with Isaac summing up the
feelings of the panel when he described it as
being ‘really mellow’.

Volume and projection were felt to be OK,
but Duncan Browne, strangely, found it to be
‘very quiet’, and Greg found it muted com-
pared with the Martin. Value-for-money wasn't
the Guild’s strong point, the panel felt. ‘Just a
little overpriced, said Steve Howe, while
Duncan put it stronger: ‘The guitar isn’'t a
bargain at £419 .. .  would be cautious about
this one.’

Generally, the Guild was felt to be very well-
made, a workmanlike job, but somehow it
didn’t seem to inspire anyone togreat heights.

Martin D19£569 inc VAT and case

Manufacturer’s spec: Solid spruce top,
mahogany back and sides, mahogany neck,
ebony fingerboard and bridge.

Made by C F Martin, Nazareth, Penn 18064,
USA

UK distributor: Philip Yorke.

Sound International August 1980

Ten-out-of-ten for the Martin on appearance,
except for Steve Howe who felt that it was ‘a
little over-contrasting, white edging doesn't
complement the rather dark spruce top'.
Everyone else seemed adequately seduced by
the ‘aged’ look of this guitar. Weight, feel and
body dimensions went down well, although
Steve found it a little heawy and fat {mind you,
he did warn us that he was biased in favour of
the 0018 size, which he prefers). Greg felt that
‘you have to work hard to play it and this was
echoed by the others. This was accentuated by
the fairly heavy strings and high action that the
D19 came with but, it was generally agreed,
you couldn'’t alter these points without serious-
ly degrading the basic nature of the instrument.

On the design side, Martin’s refusal to use
adjustable truss rods caused Greg to wonder
what would happen in five years time. Other
pointswere raised too. such as Steve’s criticism
of the 12th fret tuning which he felt to be alittle
worse than he found normal on Martins. Isaac
felt that it ‘doesn’t look like a normal Martin’.

Despite all this, the guitar carried on well
through the neck-check session. It also sailed
through the setting-up test. And so to sound.

Isaac and Steve found the treble lacking on
this guitar, although Greg summed it up well
for the rest by describing it as having a ‘big
bright chord sound’. Steve Howe putit another
way, calling it, ‘Singer songwriter” Overall
sound quality brought supreme praise — and
that really is no exaggeration. Greg said it all
with his final comment: ‘Rich, subtle — the best
guitar of the eight for quality and beauty of
sound.’

Price is difficult. At £569 Greg felt that you
could look around for an aged, secondhand
one. Duncan suggested a custom-made guitar
as an option at this sort of money. However,
Rolls Royces cost Rolls Royce money, and
everyone else accepted with a shrug what
seemed to be if not a bargain, then a fair price
for such a good guitar. Again Greg said it all: ‘It
has the feel of a handmade guitar, and in the
Martin tradition — definitely a specialist guitar
and probably the hardest to play. The sound of
this guitar is the real point.” Or, if you prefer,
there is Duncan’s comment, ‘The most subtle
and rewarding of the set. From my point of
view it rewards a classical approach with
subtlety and variation of tone, but would
equally satisfy the extrovert strummer.’

Moridaira W617£197.50 inc VAT

Manufacturer’s spec: ‘Semi-solid spruce top/,
maple neck and sides, rosewood fingerboard,
maple neck. ‘

Made by Moridaira, Japan.

UK distributor: M Hohner & Co, 39-45
Coldharbour Lane, London, SE59NR, Tel:
(01)7334411.

|

‘Cheap’ was the: word consistently used to
describe the look of this guitar with its black
plastic binding on the head being singled out
for particular criticism. The blonde maple finish
didn’t win any awards either. ‘But doubtless
some would be| charmed,” Duncan felt. A
couple of murmurs were heard about the
heaviness of this duitar but nothing over-much
was said about this aspect. Steve raised the
point that it was surprising, if this guitar did
have a laminated top, that so much effort had
been spent on such nice inlays. Robin added
that the colour of the heel {‘ugly, brown heel’ to
be exact) drew attention to the joint. It certainly
was strange to look at in this aspect.

Steve and Robin both found the neck
‘triangular’, although the rest found it OK.
Greg said, ‘Surprisingly, it plays well.’

Setting up was not a strong point of the
Moridaira. Everyone agreed that the intona-
tion wasn’t spot on. The frets were a good point
but the supplied strings were criticised by
everyone except lsaac.

Soundwise, the guitar was quite successful,
though ‘not stunning,’ as Duncan put it. Not a
loud guitar, then, and as Steve Howe says, ‘Not
exciting.” Price ‘drew mixed feelings. The
general opinion was that, cosmetically, the
Moridaira was Very disappointing, although
Steve Howe thought they'd had a good try at
making it look good for the money. Robin felt
that it was too expensive for a laminate (if,
indeed, it is a laminate) and Duncan reminds
us that the Mugen is £20 cheaper and, in his
opinion, a little more inspiring. The fact that
this guitar overcame the general condemna-
tion of its looks is pleasing in that it shows our
intrepid reviewers to be capable of being talked
round by a guitar’s sound. On the other hand,
the lack of detailed comment from the panel
tells of the guitar’s overall lack of character for
the price.
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PROFESSIONAL SERIES

HONDO TURNS PRO.

With the Professional Series, Hondo now set new standards of quality: precision manufacturing
at its best, sparkling new finishes, excellent playability and unbelievably low prices that bring
professional quality electric guitars within everybody’s reach.

Trade Distributors,
JOHN HORNBY SKEWES & CO. LTD.,
Salem House, Garforth, Leeds LS25 1PX. C*OQ)
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Mugen Heritage 78£179.95inc VAT and case

Manufacturer’s spec: Solid cedar top, ‘hand
stained’, ovancol back and sides, nato neck,
rosewood fingerboard and bridge, brass nut
and saddle, gold-plated machine heads.

Made by Mugen, Japan.

UK distributor: Rosetti & Co, 138-140 Old
Street, London, EC1, Tel: (01) 253 7294.

This instrument, featuring unusual woods,
came out well in the looks department with
only Steve Howe dissenting. He felt that it
looked ‘less than satisfying, and over-plain’.
Everyone praised the feel of the guitar and
similarly everyone found it a comfortable
guitar, although two members of the panel
found it a little heawy.

Very unusually for an acoustic, the Mugen
features a brass nut and saddle. These features
drew praise for their appearance and had
some effect, it was felt, on the guitar’s sound
qualities — particularly, of course, the Mugen’s
brightness of tone.

Steve and Duncan found the fingerboard
‘scratchy’ and ‘sticky’, although Duncan admits
that he’s used to ebony (the swine!). Otherwise,
the neck drew no comments — which we
assume to be a good point as the guitar
generally fared rather well. The setting-up was
also pretty good, but three members of the
panel would have liked a more precise intona-
tion.

Soundwise the Mugen was, er, bright. This
was liked by almost everyone but there was a
general assent to the feeling that this brightness
was paid for by a lack of bass or, perhaps, a
general thinness of tone. Steve said, ‘A hollow
bass,” and wasn't totally happy with the sound.
Isaac reckoned it to be the brightest acoustic
that he has ever played. Duncan found it to be
‘not particularly subtle, but very bright, clear
and forceful’. Both Isaac and Greg com-
mented that the guitar would be good for
ensemble playing. [t wouldn’t be lost along with
other guitars and Isaac felt that it would fire the
others’ playing by virtue of its sound. )

Value-for-money was a strong point of the
Mugen. Duncan felt it to be the best value of
the lot.

Summing up, Steve said, ‘It tries to be
impressive looking but goes too far” Robin
says, ‘It’s lovely to play and is cheap - perhaps
an uncompromising sound.’

Sound International August 1980

Ovation Legend£347.13inc VAT

Manufacturer's spec: Sitka spruce top (solid),
lyrachord body, ebony fingerboard, walnut
bridge, gold-plated machines, pearl inlays,
mahogany/maple neck.

Made by Ovation Instruments, Blue Hills
Avenue, Bloomfield, Conn 06002.

UK distributor: Rose-Morris & Co, 32-34
Gordon House Road, London, NW5 1NE, Tel:
(01) 267 5151.

An Ovation is an Ovation and, as two members
of the panel pointed out, you either like the
appearance or you don't. Steve Howe didn't,
and described it as looking ‘Pretty *orrid.” Robin
did, and said, ‘Pleasing and attractive.” It's one
of those guitars folks!

This particularly comes across all the way
through this instrument’s comments. The Ova-
tion was either loved or hated. In overall feel,
Duncan says, ‘Perfect, all Ovation guitars [ find
to be perfectly balanced,” while Robin says,
‘Tends to tip backwards,” and Steve says, ‘Is
unbalanced. . . hindered bysilly back.’

Duncan wondered whether the acoustic-
only version (ie without transducer pickup)
justified the use of the design and materials
that he feels are best utilised in the
electric/acoustic version. Robin wondered
what the same shape would sound like if the
instrument was made of wood. Nice thought?

The neck and fingerboard were felt to be a
little classically flat and wide, although this was
generally praised and Isaac described it as
having a fast neck. Greg found it ‘a cinch to
play’.

The setting up of our sample was universally
praised and most found that the low action
suited them. Two players criticised the intona-
tion, but the string spacing, while close, posed
no real problems, except for its straightness
which Steve disliked.

Soundwise, the Ovation drew the predic-
table mixed feelings. Duncan liked the ‘bright
treble, good bass and fine tonal balance. Not a
guitar for loud strumming but perfect for my
classically-oriented style’. On the other hand,
Steve Howe described it as being ‘naff and
plastic-sounding with a rattly bass and a thin,
whisperingtreble’ And soitgoes. ..

Value-for-money comments reflected the
basic love/hate attitudes that this guitar drew. If
you love it, it's worth it. Some people obviously
wouldn't take one free with a packet of Comn

Flakes. It all depends on you, we would
suggest.

Overall, the construction and materials drew
further comment, but to avoid repeating
ourselves could we pose one final question:
Without the pickup system, what is the advan-
tage of this instrlument over a conventional
acoustic guitar?

Washburn Prairie Song Custom (/) £271 inc
VAT

Manufacturer’s spec: Solid spruce top,
rosewood back and sides, mahogany neck,
ebony fingerboard, bone nut and saddle,
abalone and maple inlays, scallop braced.
Designed in USA by Fretted Industries, 1415
Waukegan Road, Northbrook, ILL 60062,
USA.

Made by Washburn, Japan.

UK distributor: Bredr Jgrgensen, Unit 6, Great
West Trading Estate, Great West Road,
Brentford, Middx TW8 9DN, Tel:
(01) 5684578,

Appearance of thJ: Washburn was rave reviews
time, except for the still, small voice in the
wilderness of Isaac who disliked ‘the terrible
looking pickguard’. Weight, feel and body
dimensions were OK - a couple of people
found it a little heavy but not objectionably so.
Generally all right: ‘One of the best,” said
Duncan.

The neck and fingerboard went down well,
in fact very well. ¢ireg (the electric guitarist of
the bunch) said, 'Feels like an electric guitar
neck - fast, due to the fingerboard with flat
frets.’

Setting up was also pretty fine although
Duncan and Robin were very slightly critical of
the intonation. Steve found it ‘below average’.
On the other hand, action, frets, etc were well
praised. A

The E-string on our sample was thought to
be duff by all reviewers but the guitar was bright
and clear in the treble registers. Generally, the
sound of this instrument was liked, and volume
and projection ratings were from average to
good. Isaac felt these aspects to be ‘excellent’,
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whereas Steve said, ‘Three feet, for projection.

General reaction was that the Washbum is
reasonably priced, although Duncan and Isaac
were more positive in this area, while Steve felt
that it would only be a good buy at £200. Robin
says, ‘Must be a guitar to look at if you want just
onegood all-rounder at a medium price.’

Overall likes and dislikes drew some good
comments from the panel. Greg said, ‘I think a
genuine acoustic player might not find it
forceful enough but it gives everyimpression of
being a carefully designed guitar.” Duncan said,
‘Seems on cursory inspection to be as good in
many ways as guitars £200 or £300 more
expensive — classic six-string acoustic, very
good buy." Robin was impressed by all aspects
of the instrument’s performance. Isaac says
under ‘likes” ‘Producing a guitar that lives up to
the old name,’ and, under ‘dislikes’: ‘Using the
old name.” Can’t win, can you?

eee—
Yamaha FG375S£189 inc VAT

Manufacturer’s spec: Solid spruce top,
rosewood back and sides, mahogany neck,
rosewood fingerboard and bridge, gold-plated
machines.

Made by Yamaha, Nippon Gakki Co Ltd,
Hamamatsu, Japan.

UK distributor: Kemble Yamaha, Mount
Avenue, Bletchley, Milton Keynes, Bucks
MKI1 1JE, Tel: 0908 71771.

Overall, the appearance of the Yamaha
seemed to be a little too ‘slick’ for most of the
panel’s tastes. Steve liked it, though: he said
that it was ‘neat, smart and well-balanced’.

The area of feel drew contradictory reac-
tions: Isaac and Robin disliked the Yamaha,
Duncan and Steve liked it, although Duncan
did add the proviso ‘considering the price’.

The neck and fingerboard were odd. Dun-
can liked the feel of the neck and the
fingerboard which he likened to ebony,
although he felt it was rosewood. Greg,
however, felt that there was something wrong
with the neck. This came out in repeated
criticisms of the intonation and, although some
of the panel put this down to the nut being
oddly set, there was a definite feel that
something somewhere was horribly wrong with
the intonation.

‘Bright and thin;’ was the overall comment
onthe Yamaha's sound. Duncan felt that some
people would consider it too thin. Robin said
that it was just a set of strings making a very
percussive sound’. The panel by-and-large did
not respond well to this aspect of the instru-
ment, although Steve was a little more tolerant
of the sound, and Greg said, ‘A clear all-round
sound. Not subtle - ordinary.’

On value-for-money terms, Steve and Dun-
can felt that the instrument was good value,
Duncan commenting, ‘ldeal for a beginner
seeking a playable acoustic, while Isaac is a
little more guarded when he says, ‘Reasonable
if you like the cosmetics and play quietly.’

Overall, [saac said, ‘It seems they are trying
to make an expensjve-looking guitar and have
sacrificed sound to this aim.’ Greg said, ‘Make
sure it's a good one before you buy it, | suspect
they vary,” Robin absolutely hated this guitar,
saying, in a nutshell, ‘it's not a musical
instrument, it’s a machine. [ think they should
stick to motorbikes. Ouch!

CONCLUSIONS

good buy.

production techniques.

this guitar just didn't.

Tread carefully!

S urprise, surprise! After years of seeing famous name guitars slagged into the ground for not living up to their reputations, the Martin passes
with flying colours. It wasn’t an immediately astounding instrument, but each player seemed to warm to it, finally dccepting that it was a true
great. Not easyto play, perhaps, and certainly not cheap, butit really does seem like a case of getting what you pay for.

Surprise number two was the Mugen. Virtually unheard of, not coming from a big-name manufacturer, it impressed us all with its bright, alive
sound and its unusual looks. Excellent value-for-money with this one, although you’d need to make sure that you could use this brightness - if
you could, you'd be on to a winner. Well worth tracking down, but not too easy to find inthe average shop. ‘

Star number three was the Washburn. The most expensive Japanese guitar under review it was, nonetheless, a good one. It would particularly
suit an electric player who needed a good acoustic and who wouldn't feel at home on the hard-to-play types. Easy to.find in most shops, and a

Now it gets hard. The Epiphone was generally liked but seemed to lack character. Does this matter? Yes, according to our panel. It is a good
price and a well-made instrument: but what a pity that the once illustrious American name of Epiphone is now applied to Japanese mass-

The Guild may well have inherited some of Epiphone’s former glory (Guild certainly absorbed some of the old Epiphone craftsmen whenthe
company was sold to Gibson). This Guild, however, failed toinspire our guitarists. It was a great instrument for playingwhile sitting on the fence,
although it was well-made. For this money one might have expected a challenger for the Martin. It wasn't.

The Ovation is capable of testing anyone's prejudices to the full. Our panel was no exception. Try one, you might fike it: people certainly do
buy and use these guitars. We weren't sure, however, that there was much justification in buying an Ovation unless you bought an
electric/acoustic model. Verymuch a matter of personal taste.

Yamabha certainly have a lot to live up to. The panel all remembered those beloved early models which establishedlnew standards for cheap,
Japanese, folk guitars. However, Yamaha have lost ground in this area in recent years, especially true if this sample is

The Moridaira baffled us all. Universally it was agreed that it looked decidedly tacky. It didn't actually sound toq bad though, and played
reasonably well. This business about laminated tops, however, is worrying. A guitar that retails at £197 has no business having a laminated top. So
is it, orisn't it? The point is that a damn-nearly £200 guitar should age and mature, but a laminate won't allow this to happen. We are dubious.

nything to go by. Overall,

Tony Bacon/Gerry Cooper

T hanks for help in this test go to firstly the panel,
who were all very helpful and amazing players,
Roka's, who lent us the Martin, and Phil Yorke of CF
Martin for arranging the loan {can we keep it,
please??). Robin Millar, for letting us wreck his
penthouse suite and patio. Jim at Rose-Morris,
Trevor at Rosetti, Jerry at Norlin, Gary at Hohner,
Denis at Yamaha, Dave at Brodr-Jorgensen and
Kevin at Guild (Alan will be contacting you all later!),
Erratic and expensive communications by dis-
courtesy of British Telecoms (GPO to you, squire!).
Alcoholic sponsorship by the Frascati Brothers,
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. .. for Guitars

MUSICMAN GUITARS —-DISCOUNT
PRICES

Stingray bass rosewood neck............ 376.00
Stingray bass left hand rosewood....... 4356.00
Stingray guitar maple neck
Sabre bass maple neck..... .
Stingray bass maple neck................
Stingray bass left hand maple neck...... 435.00
Stingray bass fretless....

Sabre guitar maple neck.................. 365.00
GIBSON GUITARS

Gibson Les Paul Customs from.......... 436.00
Gibson Les Paul Deluxes from........... 370.00
Gibson The Paulfrom..................... 330.00

Gibson SG Standards from...
Gibson Marauders from...........
Gibson Les Paul Standards from. .
Gibson Les Paut 25/60 Ebony ...........
Gibson Flying Vees new ..................
Gibson SG RD1 EQ new model.. .
Gibson L6S Customs from...............

{All other Gibson guitars at discount prices ring
now for details).

NEW BX RICH MOCKINGBIRD
BEAUTIFUL BLUE GREEN SUNBURST
Oneonlyinc.case..................o.ouen. 750.00

OVATION GUITARS SILLY PRICES
Ovation Matrix acoustic..................
Ovation Custom Balladeer..
Ovation Gien Campbell 6....
Ovation Electric Legend........
Ovation Balladeer left handed...
Ovation Matrix acoustic etectric. .,
Ovation Custom Balladeer electric
Ovation Glen Campbell 12.........
Ovation Classic 1113 left handed.
Ovation UK2 solid electric new .........
Ovation Glen Campbell Etectric..........
{All other Ovation at discount prices).

KAWAI GUITARS

(tasty well made Jap guitars, not copies).
KAWAI Fl humbuckers...........
KAWAI KS11 mighty mite p/u.........
KAWAI KS 12 mighty mite p/u........... !
KAWAI Rock & Roll. Mighty Mite p/u... 199.00
KAWAI KS 11 kawai humbuckers......... 99.00
KAWAI KS12 kawaip/u........c.oevvvnnn. 99.00
(KAWA/ guitars can be mailed to your door for
an extra £5 carriage).

ARIA GUITARS

Aria SB1000bass..............cooeiininn 361.00
Aria SB700bass................
Aria FS1000 guitar semi acc...
Aria ProStrat....................
Aria SB90O bass..
Aria SB60O bass
AriaYS500guitar&case................. 245.00
{Aria left hand models, ring for current stock).
{Please ring for special cash discounts on all Aria
guitars).

Tim Gentle Music 1420 London Rd

... for Amps & Cabs

LEFT HANDED INSTRUMENTS

Fender Strats from........................ 337.00
Fender Jazz bass from.................... 350.00
Hagstrom swede........ 295.00

AriaLS 450.........
Aria SB1000bass. ...
Aria SB700 bass......
CMI Les Paul Copy.......... .
Ibanez PF100 humbuckers................ 199.00
Shergold Masquerader................... 231.00
Ovation Classic ilI3.......
Columbus LP Sunburst.,
Gibson SG standard.....

Fender Teles from.........
Fender Precisions from...
Aria PE 1000......coccoiviiiinnin.
Aria355¢copy......cooviiiiiiii 185.00
Aria SB90O bass.
CMI Strat copy.......
CMI Jazz bass copy..
Antoria Les Paul...........
Shergold Marathon Bass.
Ovation Balladeer...........
Columbus LP Biack.........
Gibson Les Paul Custom.................. 6570.00

HAGSTROM GUITARS - UNBEATABLE
PRICES

Hagstrom swede white...................
Hagstrom Viking semi acc..
Hagstrom super swede...................
Hagstrom Jimmy deep bodied semi.. ... 260.00

GORDON SMITH GUITARS-HAND
BUILT & BRITISH

Gordon Smith Graduate.................. 5086.00
Gordon Smith GS Model................. 172.00
Gordon Smith Gypsy Il................... 385.00

{All other models available ring for prices).

IBANEZ GUITARS

ST50 sunburst orblack................... 175.00
Ibanez ST300 EQ model. ... .
Ibanez Musician MC300.................

Ibanez Artist 2710 inc. flight case....... 45B.00
Ibanez MC 800 bass .

Ibanez ST55 humbuckers................
Ibanez Musician Ltd Ed...................
Ibanez Artist 2618 inc. case ..
ibanez MC 924 EQbass...... .
Ibanez RS 924EQbass...................

{AllIbanez at discount prices, ring for quote).

SHERGOLD GUITARS

Shergold Meteor 6 string................. 176.00
Shergold Masquerader 12 string........ 208.00
Shergold Marathon bass fretless........ 208.00

Shergold Marathon Bass L/H........
Shergold twinneck 6 & 12........
Shergold Masquerader 6 string...
Shergold Marathon bass............. an
Shergold Masquerader left handed..... 231.00
Shergold Twinnecks 6 &4............... 416.00
Shergold Twin necks 4 &12............. 435.00

{Twin necks are available on special order only).

| .. for P.A.s & Accessories

NEWHHPERFORMER RANGE OF GEAR

Performer head 150 watts............... 276.00
Performer 212 combo 150 watts....... 392.00
Performer 410 combo 150 watts....... 458.00
Performer super sixtycombo............. 298.00

Performer 402 cab 4x12. 400 watts... 268.00
Performer 205 cab Bx10 bass 400..... 398.00
Performer powerbaby............ .... 462.00
Performer bass machine head..... .298.00

Performer bass combo 250 watts....... 467.00
Performer bass baby combo 150........ 367.00
Performer 105 cab 1x15, 200 watts... 233.00
Performer 2 1st century module ........... 98.00

(Special offer. New HH Echos R.R.P. £295 Half
Price £135.00).

PEAVEY PRICES-THE BEST DEALS

TBO guitar & Case..........ccvcoeivuveninn 242.00

Backstage 30 combo ... 86.00
Pacer 1xX12 combo....... 160.00
Classic2x12 VT combo......... 242.00
Artist 1x12.120 watt combo..... 336.00
Mace VT series combo 160 watt.. 420.00
Century 100t0p ....covvveiveiininnn ....165.00
Standard 130 top automix............... 210.00
Musician automix 200 head............. 292.00

Session top 200 watt .
14x12 cabs..........coviiiiiiiiiiii
T40bass &case................ooeeeiies

TKO bass combo...
TNTbasscombo.................. .

Deuce 2x 12 VT seriescombo...........
130 watt bass comboparaEQ...........
Session 1x156. 200 combo..... .
Centurian 130 basstopEQ...............

Bass automix head 200 watt EQ........ 267.00
Mace 160 watt VT head........... 292.00
1x15cabs................. 120.00
2x15 cabs....... U T 185.00
CARLSBRO SOUND EQUIPMENT-BIG
SAVINGS e.g.

Stingray Multichorus Head ...............
Stingray professional combo
2X12+2 horn cabs 300 watts pair..
Cobra bass combo65 watt...........
S800 poweramp..........
12 into 2 mixerbalanced..........
Stingray Lead combo 150 watts.. .
Martin 150 wattPAhead................. 208.00
Cobra lead combo 65 paraEQ........... 205.00
CobraPAtop...........c.cooveen, -

EQ Stereo 2X 10 bandpro.. .
Echo pedals mains..........................
BOSE PAEQUIPMENT-THE BEST
BOSE 802 speakers withEQ.............
BOSE PM2 powermixer................
BOSE 1800 power amplifier.............
BOSE 802 speakers {add on)... -
BOSE BO2 equalizer........................
BOSEXMG6 extramixer....................
{Bose equipment is set up in our store, for your
demonstration).

BURMAN HAND MADE
AMPLIFICATION

Burman Pro 501 70 watt combo........
Burman Pro 2000 140 wattcombo

., Leigh-on-Sea, Essex. Tel (0702) 72926
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Burman Pro 2000 140 watt head. ..
Burman 502 watt 2x12 combo. ..

Burman Pro 502 70-watt head........
Burman Pro 4000 bass head.............

{Please ring for special cash discounts on all
Burman amplification).

LANEY AREA DEALER

K30 combo 1X12............coiiiiiinn 82.00
Laney K35 twin combo...
Laney K50 reverb combo....

Laney K100 reverb combo.. ....215.00
Laney K30 reverb combo.................. 96.00
Laney K35 twin reverb comba........... 105.00
Laney K50 basscombo................... 215.00

INTERMUSIC & REDMERE

Redmere soloist........................ .
Intermusic 100 watt Mkli combo....... 260.00
Intermusic B120 bass head-phazer..... 180.00
Redmere soloist Head....................

Intermusic 50 watt Mk Il combo.......
Intermusic imp 15 wattcombo............

NEWPRO PAGEAR
4560 bass bin loaded Gauss............. 265.00
1x 12 mid bins loaded HH 1200 .

1Xx12+horn monitors from........
Carisbro BOO watt slave ...
HH X300 crossover..... V-
BOSE PM2 power mixer.......
Carisbro 12 into 2 mixer bal. ..
ROKK12into2............ . .
MM 2 way XOVer.........ccooooiiiniieiain.. 66.00
4560 bass bin loadedHH1500..

ASS 100 wattRCFhorn.......... ...130.00
Roost400 wattslaves.................... 199.00
HHVBOO poweramp..................... 579.00
BOSE 802 speakers with EQ.. 638.00
HH 12 into 2 with multipin.... 468.00
MM16into2.........ccceeeienns 399.00
Studiomastefr 800c power amps.. 499.00
MM 3 wayXover..............cooiiennn, 86.00

DIMARZIO PICK UPS THE CHEAPEST
PRICES

Dimarzio SDS...........c.cciii 19.00
DimarzioPreB1................ ..

Super distortion humbucker-...
Dimarzio model P bass......
Dimarzio acoustic 2 .....
Dimarzio acousticbug.......
Dimarzio X2N powerplus...
Dimarzio PAF..............
Dimarzio fat strat......
Dimarzio dual sound. ........

Dimarzio super 2 new style........... ...17.00
Dimarzio acoustic quickmount............ 21.00
DimarzioModel T bass..................... 35.00
Mounting kits............ -

Mounting rings
(All pickups +50p post & packing per pickup).
HH CHASSIS SPEAKERS - AMAZING
PRICES

PL 50 guitar & bass...
PL 80 guitar & bass...
PL10O0 guitar & bass

Tim Gentle Music 1420 London Rd

ound International Aiim ice 2 Q0

... for Amps & Cabs

B15 100watt 15inch........... ...32.00
PRO1500 Bass/guitar & PA... ..65.00
HF200 Bullitt tweeter............ ..33.00
DC 50 PA speaker twin cone.... ..21.00
DC 80 PA speaker twin cone....... ..24.00
DC 100 PA speaker twin cone ..30.00
PRO1200 superguitar & PA........ ..56.00
RH 450 Radial Horn ..47.00
CD40O0 driverunit...............oooooienn 41.00

{Post & packing extra 12 inch £1. 15 inch £2.
Horns £1.50). Fully guaranteed.

KORG GT6 guitartuneronly............... 41.50
JUSTINA guitar tuner
{similarto GT6)only..................... 29.50

(Plus £1 post & packing each tuner).
ELECTRO HARMONIX PEDALS

Clone theory ..
Hot Tubes.....
Bassballs...

Small stone............cooeeiin .
Electric Mistress.................co coees
Polyphaze......................

Polyfianger {echo flanger) .

Deluxe Memoryman...................... 136.00
Switchblade .................ooo ....8.00
Big MuffPi ... 22.00
Doctor Q........ ..19.00
Soul Preacher.. ..... 28.00
Rhythm 12.................. ..69.50
Deluxe Electric Mistress.................... 52.00
DRM16..............ccn . ...103.50
Memory man with chorus.................. 71.50
(All pedals +£1 post & packing).

MORLEY PEDALS

Volume. VOL.........oooiiii i,

Power Wah PWO.....
Stereo Volume SVO
Power Wah boost PWB .................... 93.00

.for P.A.s & Accessories

Automatic wah PWA .....................
Volume phazer PFV........... .
RotatingWah RWV...........

Echo volume EVO........ .
Electro pik a wah. WPA. ..
Volume compressor VCO .. [P
Volume boost VBO .........................
PropannerPVL.................c..ooiiine
Wah Volume WVO....... ...

Power wah fuzz PWF ...
Pro phazer PFA.......... .
Pro flanger PFL................cooo e,
Electrostatic delay EDL. ... .
Electro pik attack AVC. ...
Electroperc. PPA........ ..
{All pedals + £2 post & packings).

CARLSBRO PEDALS - DISCOUNT
PRICES
MANTIS analogue echo4 rotOphaze

.175.00
ECHO pedal.............coociiiiiinn,

FLANGER ........... il
SUZZ distortion pedal.. ...................
WAH SWELL................ .
SUZZ PHAZE.
WAHSUZ2Z..................
ADT chorus & vib mains...
CHORUS & VIB pedal........
PHAZE 2

SUSTAIN .o
{All pedals + £1 post & packings).

BLUEBIRD FLIGHTCASES

FLIGHTCASE for solid guitar.............. 67.00
FLIGHTCASE for semi acoustic........... 72.00
FLIGHTCASE forsolidbass................ 72.00

FLIGHTCASE for combos e.g. Fender.... 89.00
{All other flightcases available with approx 14
days delivery.|Ring for prices).

{All flightcases + £5 pdst & packing).

Please send me

. and for Postal Bargains

I enclose a cheque/PO/MO/wish my Access/Barclaycard Account to be

debited (delete as appropriate) for/with £

{inc. p & p)

Name & Address

Tel. No.

Signature
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Send SAE for current price list of
special offers/secondhand gear.
No deposit credit available.

All prices inc. VAT.
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.s Leigh-on-Sea, Essex. Tel (0702) 72926




A Hi-Fi System wilh
- Bollocks

Whose monitors are the only ones that the Jam will use?
Whose rig for the recent Iron Maiden gigs at the Rainbow
are shown above? Why do Muscle Music force us to use our
first headline with Bollocks in it? Ben Duncan supplies the
answer in his colourful history of the PA Hire Company that

started out as two drummers.
T oday, Muscle Music probably has the best

monitor system in the world, and is on the
way to becoming the hire company with a
concert sound system with few equals in terms
of fidelity. Yet it's a small, independent — and
British — company (shock, horror). Take a
deep breathandreadon. ..

In the summer of 1976 two working drum-
mers, Alan Wick and Mark Hardy, got together
to provide a PA service to ‘earn a bit of pocket
money’. They felt they could do it as well as
anyone who was in the business at the time
and, both having played in support bands, they
were used to the rigours of the road. Their first
rig boasted 2kW and used one of the earliest
MM Electronics 16/2 mixers, the original
stacks being composed of six original Dave
Martin 15in bass bins and four very unoriginal
midrange 12in horns. The top end used an
Electrovoice 1829 driver coupled to a Vitavox
4-cell dispersive horn. Interestingly, active
crossovers were used from the very start.

The first gig, in the late summer of '76,was a
bit of a disaster; promoted by an American
producer in a hall in Clapham, south London,
after many problems the band turned up and
played to a mere four or five friends in a hall
seating over 1000. Somebody had forgotten to
advertise the gig! The autumn, however, saw
their first ‘name’ concert, with the Drifters and
the Bay City Rollers, to whom they hired their
backline gear. Muscle Music was on the road.

Looking for the Drum Sound

Being ex-drummers, Alan and Mark naturally
used the drum sound — one of the best tests for
a rock PA system - to judge the set-up. Right
from the start, they were searching for ‘A Hi-Fi
system with bollocks’ which was compact, yet
loud. Most of all, they wanted high sound
quality. Loudspeakers are the most imperfect
part of any sound system, and many com-
panies were of the opinion that the wayto get a
good sound was to ‘buy any old bins and use
dis gizmo in the rack to make it sound good’ -
an approach which found little favour with
Alan and Mark.

A typical 2kW rig in 1976 might have been
2-way (the signal being split into bass and treble
drives only), with a JBL 2482 being expected
to handle everything above 800Hz. This was
the sort of rig that Muscle thought they could
improve upon. Says Mark, ‘We didn’t want a
system that rips your ears apart.’' The 2482 not
only has a painful peak around 1.5kHz; it also
rolls off sharply above 5kHz, so even vocals are
inadequately handled, let alone the drum
sound, with its wide frequency range and hard
transients. Today, companies like Clair
Brothers in the US do the cbvious and limit the
bandwidth of the 2482, driving it well above its
lowest usable frequency. over the range
1.2-3.7kHz it sounds fantastic, the moral being
never to slag off a driver, or horn-loading in
genteral, until you know how to do it properly!

At the time, Alan and Mark didn’t fancy
having their ears ripped off, and without the
benefit of hindsight they avoided the JBL
drivers, choosing instead Gauss HF4000 units
for their MKII stacks, simply because they
sounded smoother and more natural than
what they were used to hearing. This was
perhaps unsurprising, as these units extend up
to the region known as ‘treble’ apparently
unheard of by many hire companies at the
time. Harshness was avoided by driving these
units above 2kHz. This underlines a useful
principle: to get the excellent sound that horn-
loaded drivers are capable of, cross them over
at least an octave above the recommended
crossover frequency — in other words, see that
the lowest frequency they are asked to handle
is twice the recommended value.

At the bottom end of the system, Alan and
Mark used some of the Martin 2x15in bass
horns, while for midrange they utilised 3x12in
speakers. This system was used on the 1977
Hawkwind tour, but while working with the
Heawy Metal Kids at around the same time,
they found that the addition of an Electrovoice
1823 driver with a Vitavox 4-cell horn made up
for the shortcomings of the midrange drivers at
the top of their range. The 1823s added clarity
and presence to the sound, much in demand
by the Heaw Metal Kids. In a somewhat
pragmatic fashion, these units were fed with
signal between 15 and 2kHz. Aithough
primitive, this rig had some features which
remain to this day: the Gauss drivers gave it
‘bollocks’ and thanks to the judicious use of the
other drivers, it had none of the harshness
which still prevails in some systems.

During 1977, Muscle had been working with
Colosseumn Il extensively, and the band liked
the system so much that they bought one of the
2kW rigs outright. At the time, Muscle were
using 5kW, split into two or three rigs. Soon
afterwards, they had an offer from someonein
west Scotland who was mass-producing Dave
Martin copy bins at less than half the price.
Muscle bought several. and filled them with
Gauss 5840s. Then they bought a pair of Dave
Martin 212 horns (known as ‘phillishaves’
because of their shape), which replaced some
of the 3x12in midrange cabinets and greatly
improved the sound in this region.

In 1978, they decided that the Martin bass
bins just couldn’t give'the bass they required -
and the heawy metal and reggae bands then on
the way up needed a system which offered
ribcage-beitingbass. JBL 4550s didn'’t suit their
requirements and RCA W-Bins were too large
for a ‘compact’ system. They also wanted
something different, and better than everyone
else’s — intuition told them it existed. Not long
afterwards. Bob Jeffery, one of their sound
engineers. returned from a Steve Gibbons tour
enthusing about some Cerwin Vega bass horns
that had been supplied by the hire company.
The owner of the system was understandably
cagey. He knew that the bass was the best part
of his rig. but after a deal of persuasion, he
parted with the designs and Mega dutifully built
four ‘Earthquake Bins' — as they are known -
for Muscle Music. It turned out that these bins
had been designed by a guy at Cerwin Vega for
a one-off Californian festival. They were first
built around 1976. and only eight were made,
under the label [48-DD. The ‘DD’ meant
‘double-door’, a reference to the extension
flares. They were later used for a CSN
Wembley Stadium concert, where they were
more than enough for a 40kW system (just

DD
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eight bins, rememberl), and after that they fell
into disuse. Disavowed by Cerwin Vega, the
bins nevertheless retain the specified pair of
Vega 189ES drivers, though these have been
specially modified for Muscle so that each bin
handles 1kW!

The Earthquake Bins score over the giant
W-Bins by having 18in speakers which can
handle high power and unusually low frequen-
cies — important when you consider that
30-40% of the power of a rig is concentrated in
the bass end. These bins are one of the fewin
the world specifically designed to handle low
frequencies at high power, as many of the bass
bins in current use were originally designed as
long as 40 years ago for cinema use, where
40Hz was the usual lower limit, and power
requirements were small.

A simple arrangement of four pieces of
wood gives the Earthquake Bins a large mouth
area (about 16 ft2), leading to more guts at the
bottom end. However, the arrangement of
these bits of wood needs careful design to give
a smooth response. The large mouth area
means that the bass travels a long way, so that
the bass is not only heard but feltin the back of
the auditorium. Owing to their massive power-
handling capacity, the four bins replaced 28
Martin 1x15in cabinets, making not only for
fewer trucking problems but also fewer phase
problems because there are fewer bins to
interact with each other. This extra bottom-end
punch is one of the secrets of Muscle’s realistic
drum sound: it would seem that the ‘old
fashioned’ idea that an audio system should
extend down to20Hz is no myth.

In fact, the Earthquake Bins were so good
that it took Muscle a year to bring the rest of the
system up to the same standard! The next
improvement was to replace the rest of the
3x12in direct radiators with Martin 212
‘phillishave’ horns, which have a first-rate
reputation to say the least. The EV 1823
‘presence fillers’ were also dropped and
‘piezos’ (special high-frequency transducers)
were added at the top end, driven with signals
from 10kHz up. Alan admits that while the
piezos sound reasonable when crossed over at
this frequency, they are veryinefficient, and 24
per side were needed to achieve an audible
‘tsst’.

Shortly after these modifications had been
made, Alan toured with The Jam in the States
working with the FM Productions rig. He was
amazed by the naturalness of the upper-mid
sound, and discovered that they were using
fibreglass horns. This natural sound is due to
the fact that fibreglass horns don’t resonate (for
the same reason, Altec Multicells in the *30s

were daubed with bitumen — why don’t horn
manufacturers still do this?). As aresult, Muscle
ditched all the metal flares in their rig and they
decided to split the upper-mid and treble
bands to make the sound smoother, making
the system 4-way (bass, low-mid, hi-mid and
treble). The Gauss HF4000s were dropped
and the trusty 1823 drivers - plus now-
mandatory fibreglass flares — were reinstated
with separate amplifiers to be driven in the
band 1.3-3.7kHz. Emilar drivers were added to
cover the treble, together with H/H ‘bullets’
passively crossed-over at about 10kHz. The
bullets conveniently fitted either side of the
Emilar horn, so that each treble cabinet had an
Emilar plus two bullets, covering low and high
treble respectively. This arrangement has
significant advantages in terms of compact-
ness, and the spacing between the bullets
avoids interaction. Judicious angling of the
cabinets gave a dispersion comparable to most
diffraction horns of conventional systems. This
treble arrangement also highlights another
discovery that Alan made in the States: that it is
a bad idea to place drivers handling like
frequencies close to each other, as was often
the case in British systemns at this time. When
two speakers handling the same frequencies
are positioned side by side, they interact and
produce unpredictable phase effects, produc-
ing ‘beaming’ of the sound and phase distor-
tions. Stacking is much easier if you use the
bare minimum - one speaker per frequency
range. But for big rigs, until Gauss or ATC
announce their new 10kW 12in driver, you
should avoid placing high-mid next to high-
mid. Instead, put one high-mid cabinet on top
of another. Build your stacks high, and get the
dispersion with careful spacing and angling.
The latest development in the speaker
system to date came in November, immediate-
ly after the 1979 Jam tour. Alan noticed a gap
in the high-bass region, between 130 and
250Hz. The Earthquake Bins aren't at their
best up there, so Alan went looking for a high-
bass bin, and finding nothing suitable, turned
to David Lyth of Mega, who were planning to
design a high-class bin. Mega worked on the
bins with Alan, who made clear what they were
after. Muscle’s confidence in Mega was so
great that they didn’t even try the prototype -
they just wrote out a nice cheque, and shoved
10 of the bins in from 110 to 450Hz and made
the system 5-way - or 6-way if you count the
passive crossover-driven bullets (the majority
of the system uses active crossovers — in other
words the signal is split into separate frequency
bands before the amps, while the bullets are
driven via a passive crossover which splits the
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amplified signal at the speaker end). This
development was well-timed for an onslaught
of heavy-metal gigs - Judas Priest, Iron
Maiden, Praying Mantis and Girl.

Groping for the Killer Desk

The first development at the console end of the
system was to bring in a Soundcraft Series [
desk (with Series /I cards added to better the
performance) instead of the original MM 16/2.
As Muscle had no monitor mixers in those
days, a crucial modification was the addition of
two extra cue sends, giving two sends for
foldback and two for the effects rack (which
was a mere Roland Space Echoin those days!).
When this desk went on the road, bands
couldn’t understand how an apparently very
ordinary Series Icould sound so good!

But in 1978, Muscle decided to make an
attempt at their own desk, from scratch, ‘to get
both the sound and the facilities we wanted —at
the right price’, says Alan. So Alexandrou, at one
time the original test engineer at Soundcratt,
built his first two ‘Alectron’ desks, one of which
was ordered by Colosseun II because they
were so enraptured by the sound of the rig. He
also modified another Soundcraft as a backup
in case one of the other desks misbehaved. At
this time, Muscle’s 6kW rigwas often split down
to two or three systems, so this plethora of
desks was no luxury. A small but helpful
innovation in the 24/2 Alectrons was to put the
output groups in the middle, makingit possible
to see and reach all channels with ease.

Summer 1980 saw the start of work on the
‘killer desk’, after over two years of experience
and prototypes: the Alectron MKII. By the time
you read this, it'll be finished, but at the time of
writing, halfof it is on the road. It's a 48/16/4,
and to avoid the necessity of knocking down
the odd wall here and there, it's been built in
two 24/8/2 sections. Says Alex: ‘Although it’s
possible to buy a high quality studio desk and
put it on the road, they aren’t designed for the
rigours of that application. My desk has
everything on it that any decent studio desk
would have, but it's also designed to be
roadworthy. So, really, apart from Showco and
Clair Brothers in the US, who build their own
desks, the Jethro Tull Cadac and the Midas
models, ours is the enly purpose-built road
desk of studio quality. The desk has 4-band
parametric eq on each channel, every sub-
group, every cue send and every output.
They're real parametrics with continuously
variable boost and cut. frequency and ‘Q’; not a
common sweep equaliser.” Back in the early
days, Alan felt very strongly about the need for
4-band eq, because ‘midrange is dualistic: low-
mid is warm, high-mid is hard. Using a 3-way
eq, you can never balance out the degree of
hardness and the warmth of the sound’.

‘My desk has eight subgroups,’ says Alex,
‘and the left and right outputs on everychannel
can be routed to any subgroup by flicking a
thumbwheel switch.” Another feature of the
desk is that it is all unity gain: in other words,
there is little difference between the input and
the output in terms of level, apart from the
input stage, which has an active gain control.
Thus there isn't the usual trail of attenuation,
amplification, attenuation . . . etc. In fact,
there’s little need for amplification, because the
output of an average mic at a live gig can
approach -10dBm, and as the input
transformers have a gain of 10, the input stage
sees 0dBm - zero level! This calls for different
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design considerations compared with a studio
console, where —40dBm is a normal maxi-
mum. Because of the unity gain design, the
noise on Alex’s desks is a very creditable 90dB
below the output over the entire audio range,
20Hz-20kHz. Another advantage of the unity
gain structure is that an overload Indicator can
give a true indication, not often the case in
conventional desks where overloads can occur
In different stages of the console depending on
the signal and the amount of eq ~ a single
overload LED in a conventional desk can
seldom tell you any more than that there is (or
isn't) an overload in a specific stage. Rather
than give each stage its own overload light,
Alex’s design ensures that a single indicator
really is a failsafe warning.

In practice, many people like to see the
overload lights flashing merrily away — even
engineers who should know better. The
trouble is that most overload indicators are set
a mere 6dB below clipping, so if the light Is
flashing you can be sure that you're already
getting hard distortion on transients, particular-
ly at the top end. To counter this, Muscle
Music’s ‘killer desk’ has overload LEDs that
illuminate 20dB before the onset of distortion.
So if the person out front likes to see a row of
flashing LEDs, they can do so safe in the
knowledge that dirty sounds are a full 20dB
away. And if you're good and don't let the
LEDs flash at all, you can be sure that not one
transient, even from asnare, is clipped.

The desk itself has a ‘sound’ - a warm,
friendly sound reminiscent of a valve wireless
on a cold January morning. Muscle tried a
variety of input transformers on their prototype
channel, and found one they really liked the
sound of. And whilst Alex did all the hard work
on the guts of the desk, Alan designed the
pane!l printing and the control layout. Of
particular importance is the position of the
labels, which are all below the controls, facing
towards the side nearest the desk centre. The
result? You can actually see which knob you're
twiddling in a dark hall. Very obvious, very Alan
Wick. Since a desk, like a Harley-Davidson, is
an extension of your body, it's obvious that the
person wha's going to be using the console
should have a hand in the design from the
user's point of view. lf a desk is well laid-out
then the person using it will develop a relation-
ship with it and the partnership will bear fruit -
a good sound; somehow, if you're designing a
good desk, you have to make the quality of
both the guts and the ergonomics close to
perfection. The Alectron Mkll desk has been
on the road since February 1980, and Alex
already has orders for versions of the console
from other hire companies.

Amplifiers: A Pain In The
Output Stage

The ideal PA power amplifier, unfortunately,
does not yet exist. Alas, there are probably only
half a dozen good transistor amps around. The
Quad 405 is one, but it's not a PA amp, even if
you rack-mount it and put XLRs on the back.
The ideal amp needs to meet a number of
exacting specifications, and as vet, it's a fait non
accompli. In the beginning, Muscle played the
name game, and bought a lot of Amcrons.
They burnt their fingers badly - they blew up as
fast as they left the workshop after the last
repair. Each one would stand around waiting
for up to three months for parts to appear. Alex
comments: 'One thing I just couldn’t stand
about them is that they're just prehistoric; even
if they were near-perfect amps, | still wouldn’t

have liked repalring them because they're
shoddily built. They reminded me of old TV
sets. When | tested them, I found that the
graphs in the manual marked *“disclosure
prohibited” were in fact a cover-up for grossly
inadequate specifications . . " So Muscle Music
went looking for a British amp which was
reliable and easy to repair if it went wrong.
They found that the RSD 800b met their needs
~ and remember that at that time, RSD amps
were virtually unknown or were looked down
upon as being cheapo. The gamble was
worthwhile, for the RSDs turned out to be
extremely reliable and thelr sound quality was
excellent. Notably, they sounded good when
overdriven. They had only two shortcomings:
the VU meters didn't take kindly to the boot
and the fans had a none-too marathon lifespan.
Fortunately, the imminent demise of the fans
was signalled by a very audible series of
rodentine squeaks. When RSD introduced the
800c, these foibles had disappeared and
Muscle snapped them up. The only other
amps in the rig are Quad 303s, which are used
to drive the top end of the monitors.

As with desks, Alan ‘frankly doesn't like the
sound’ of many highly reputed amps, and
unlike many hi-fi joumalists who find it trendy
to knock such amplifiers, he hears live music
every day of his life - you just have to trust his
judgement. He reckons that RSDs, Phase
Linears, the old Midas ‘block amplifiers’ and
Quads have a punchy, warm, gutsy sound, and
he stresses that they all sound good when
overdriven. Others, he finds. have a cold,
clinical sound to them. Strangely, all these
amps he likes have a resemblance in circuitry,
particularly in the output stages. It is notable
that the Quad 303 is still popular as a studio
monitoring amp, despite the fact that its specs
are nothing to boast about.

Mics, Lines and Earths

Muscle Music have a large collection of mics,

from a 30-ear-old BBC ribbon, through
Sennheiser 441s and 421s and Beyer 201s, to
dozens of the classic stage mics, the Shure
SM57s and 58s. Alan also talks of buying some
Calrec and AKG capacitor mics in the future.
As far as DIs are concemed, Alan enthuses
about Countryman and BSS active Dlboxes.

According to the Sound Engineer’s Guide
To The Galaxy, a strange disease afflicts all
those who pass along the time axis on “THD-
Zero”: the urge to ‘go balanced’. Muscle
suffered the symptoms about a year after they
began, and in went the output balancing
transformers . . . and out they came again.
There was no doubt in Alan’s mind that the
transformers had an untoward effect on the
drum sound, notably causing a loss of clarity,
punch and attack, and despite the comments
of les exponents de balancing, ‘Whaddya
expect if ya use cheapo transformers,” Alex
tried all the decent transformers he could lay
his hands on, and to this day, Muscle Music
must be about the only major PA hire company
that uses unbalanced output lines.

Without said balanced lines, it's inevitable
that Muscle's earthing system is different from
everyone else’s. In fact, it's the time-honoured
‘tree method'. The front desk is the ‘trunk’ and
everything else is symbolised by the ‘branches’.
The branches are earthed via the trunk: in
other words, only the main desk is grounded.
Everything else floats until it's connected to the
desk. Three years after instituting the ‘tree’
system, Alan discovered that both FM Produc-
tions and Clair Brothers in the States, with over
20 years experience between them, also use
this method.

In theory, the benefits of balanced lines
include low hum-pickup and good rejection of
the type of radio-frequency interference (RFI)
commonly caused by solid-state lighting dim-
mers. But most, if not all, rigs hum quietly to
themselves and go ‘Bzzzzzt . . . zzzzt . .

zzzt
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The current wedge monitors

when the people on the lighting desk edge up a
fader (particularly on the blue lamps!?), and
Muscle’s rig is no worse than any other in this
respect. Why bother, then, to use balanced
lines? A recent article in Studio Sound rein-
forces the feeling that output balancing
transformers are not the universal panacea
they're often claimed to be. Why then, are
Muscle happy to use transformers on the mic
inputs? This is a sticky question but, briefly.
irrational subjective effects invariably appear
when circuitry interfaces with transducers. so
the six bétes noires of audio are the ‘sound’ of:
1 mic input stages: 2 disc input stages: 3 power
amps; 4 horn-loaded versus direct radiator
loudspeakers: 5 speaker cables; and 6 input
connection cables. This amazing summary
doesn’t answer the question, but it’s food for
thought - please eat! Subjectivity aside,
however, input transformers are essential if
tolerable signal-to-noise and treble response
figures are required. ;

The Art of Brain Damage

The Mkl Muscle Music floor monitors had two
12in drivers and a piezo tweeter. Whilst basic.
this was similar to that used by other hire
companies and was adequate for the bands
they were then servicing. But when Muscle
toured with Hawkwind they added an Elec-
trovoice 1829 driver coupled to a Vitavox 60°
horn which naturally improved the top end
and made the wedges louder. Even so, they
sounded like everyone else’s did at the time:
very loud between 800Hz and 3kHz. Mark
explains, ‘In the summer of '78, Alan had got
well into the out-front system and was wanting
to expand the outboard gear. but [ was saying:
No, we've got to go for the monitors; that's
what a band wants on stage. They can't hear
what goes on out front, it'’s only what punters or
their managers tell them. It's the band who are
paying for the rig, and they want to be happy
with their sound, and they're happiest when
the monitors are good. This is the most
important ingredient of the show, and no-one
else is specialising in it; we ought to go for it.’
Alan was convinced. They went for a full-range
floor monitoring system which handled 40Hz
to 15kHz — which is required just to make a
voice come alive, let alone the instruments. So

they went to David Lyth of Mega, who was
delighted to be involved in the project. They
ended up using a Gauss 15in on bass, ATC 9in
on mid and a JBL 2305 ‘pepperpot’ plus
Emilar driver on treble. The wedges were
triamped (driven by three separate amp chan-
nels, each driving a specific frequency range)
with RSD 800b's and a Quad 303 on the top
end. When the prototype had been back and
forth to Mega enough times, it was deemed
‘the best’ and another 13 were built. As far as
Muscle know, this was the world’s first
triamped wedge, and after two years and
numerous refinements, they are renowned as
the loudest and cleanest-sounding floor
monitors around. ‘At the same time. the sidefill
and side/drumfill monitors were developed,’
says Alan. ‘We had a modular concept. and to
this day. each monitor rack has an active
crossover, a Quad 303 and two RSDs, and this
rack can be used to power any part of the
monitor systemn: everything has identical
crossover frequencies.’ The sidefills were again
built by Mega to Muscle's specs, and contain
two Gauss 15in drivers, two 12in ATCs. an
Emilar driver with the now-ubiquitous
fibreglass horn, and six piezos. The latter were
crossed over at 10kHz to give some added
‘tsst’.

What do musicians think? Well, as far as
Paul Weller, Bruce Foxton and Rick Buckler of
The Jam are concerned. Muscle’s monitors are
the only ones in the world that they'll entertain.
They even flew them to the States for their last
tour! And American band Molly Hatchet (who
use 2kW of backline) described it as the best
monitor system they'd ever heard, to the extent
that the lead vocalist said that it was the first
time he'd ever heard himself at all (poor chap)'
This month's brain-damage hero, Phil Lewis of
Girl, also (if predictably) enjoys the monitors.
A