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The Applasse guitar must be con-
sidered the most advanced guitar in its
price range. This is all due to advanced
technology — the Applause is made with
modern materials for the madern player.
Produced by the Kaman company in
America who also make the fabulous
Ovation range of guitars, the Applause
is tough enough to withstand years of
playing.

It features a semi-parabolic bowl
made from Lyramald, a very tough and
durable synthetic that stands up to the
rigours of the road without any loss of
tone or fidelity. The unique design of the
guitar creates-a superb response — the fuit,
clear sound is projected fully without loss
of power.

The neck is from one-piece precision
cast aluminium incorporating fretboard,
frets and neck brace in a strong warp-
proof unit. The frets themselves are
specially treated with nickel for a smooth,
fast action, While the bowl is from
é‘g Lyramold, the top is laminated spruce for
the ideal combination of strength and
sustain,

Beautifu! raised purfling protects the
finish of the Applause and adds strength
to ithe body. The neck jeins the body at
the 14th fret using a block which is
moulded into the bowi for extra strength.
¥ Because the neck brace is moulded with
éﬁ the fingerboard in a single casting, there is
no need for a truss rod and, as aluminium
is impervious to changes in humidity, the
guitar will retain its intonation and
stability in all weathers,

3 The peghead of the instrument has
: g an internal A-brace for added strength
Ho {ﬁand,forextm fine tuning, quality chrome-
%% plated machine heads have a 12:1 gear

; ratio. The list of exclusive features on
: the Applause just goes on and on. There
is a combined soundhole protector and
pickguard which, apart from protecting
the top from scratches, also enhances
the sleek appearance of the Applause.

The overall design and sound of the
Applause is unique in its price range. No
other guitar in the same price range can
produce the rich, powerful warm sound.
The sound is clean and well balanced.
The patented Lyramold roundback design
is the secret. Top vibration is reflected

Applause!
Applause!

off a smooth surface free of bracing that
would trap or absorb sound and, there-
fore, volume.

Each instrument is available in a deep
bowl or shallow bowl model, The deep
bowl generates a rich, full range, well
balanced sound while the shallow bowl
model produces added ‘‘cut” in the
treble range, making it ideal for solos or

lead lines. There are four finishes available
from Applause — Sunburst, Red, Natural
and Tan plus the option of deep or
shallow bowi. And if you want to go
“electric” why not pick up an Applause
which has special pick-ups built into the
bridge giving clear acoustic sound at
solid-body volume.
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Stuck With B One Soumnd.
gfﬂ @@tEQQ@@N

Most guitars stick you with just one TR And there’s no need to worry about dead
sound. Not the Ibanez Artist EQ! It gives ' batteries. The Artist EQ is sold complete with
you the flexibility of on-board equaliza- a regulated phantom power supply. But just
tion — and the sound possibilities are . in case you forget your power supply, there’s
nearly endless, _ an on-board battery that’ll give you up to a
It features up to 15db boost and cut on three year of service.

frequency bands. That’s over 530% more tone So if your’re looking for flexibility in a state-
control than; conventional guitars can give of-the-art electric guitar, get EQ'd — you
you.. In addition, the buili-in preamp can won’t get stuck.

deliver a clean 15db boost — enough to blow And of course, the Artist EQ is backed by the
any “hot” guitar off the stage. Ibanez lifetime warranty.

. Jumbo frets — for crisp attack, long sustain, easy choking,
-and perfect intonation, 'l'he smoothed neck heel rounds out
ﬁae playlng action,

Super 80 Pickups — The new standard that many players
are switching to — hot, ¢lean and bright with their own
distinctive punch and bite.

IIDIiDIDiEiiE!i

I

Lochimer bredge and 1alipbece -
Jnt sot thee hakghd and Inck themn in
ez, The bridae mownts sokd Inho o
hoavy mcial sustain block.

HislF and Hall won — For betler
mtring balance and botier sustsin
withoid 1abilea = sdjweaable dovhile

wrrs (wnkns gear prakibies pell ar
allp.

Exclusive UK. Distributors—Summetfield, Saltmeadows Road, Gateshead NE8 3AJ. Send 20]: for latest information,.
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By Steve Rosen

Frank Marino has been attacked
from all sides musician and critic —
as Bwinging nothing new w the electric
guitar. They claim ke is simply a rehash
of passed Jimi Hendrix phrases and
knows nothing of originality. Wrong.
23-year old Marino, a Canadian resident,
has created a style of guitar playing one
might simply tag electric. He pushes the
sound through phasers, fuzzes, and
fusions to create a sound recognisable
as that of Mahogany Rush.

There have been stories about how
he first started playing; of how after a
bad clash with drugs he suddenly realised
a "vision” and was able to play. Not so.
While in the hospital Marino whiled away
the time on an acoustic guitar and when
he was released he formed Mahogany
Rush — his first and only band.

Now six albums later Frank Marino
is spoken of with far more reverence.
Tiue, he does admit his biggest influence
to date was Jimi Hendrix. And he does
acknowledge the late great one’s con-
tributions. But Marino is donating heavily
himiself and there may be a time when
up-and-coming players see him as a
potential heir to the guitar throne.

What type of guitars are you using now?
The guitar | use now is an SG Les Paul
Standard (Les Paul name with SG body}.
| have ihis one rebuilt every vear because
| beat the hell out of it. | bang the neck —
bang, make the sound — and hold it by
the neck and kick the back of it.

What types of amps are you using?
Acoustic 270 tops with  homemade
bottoms and JBL speakers, K140’s. The
amps I'm using presently are not my
conception of the overall best sound. )
mean |'m stil! looking for a good ampli-
fier and sound. | use two heads and four
bottoms.

Are there certain settings you use for
tone and vofume?

Yeah; | tend to use the treble full with
the bright switch on; midrange at haif;
bass on full, amp (volume} on half; and
the graphic almost flat but up in the
higher range and down on the high end.
That's not that | like treble, mind you,
I don't have a trebly sound. !t's just that
they don’i make treble in those amps.
What type of amplifier would you like
to change to?

1f 1 knew 1'd go get it today. | know what
| want it to sound like but | don't know
how to go about gettin’ it anymore
because things are made crappy. | used to
use enders, old Fenders, and | used to
20

use all sorts of things, anything | could

geireally.

You use quite a few pedals on stage; what
is the exact setup?

| use two Crybaby wah-wahs for failsafe;
if one doesn’t work, go to the next one.
{ use a Big Muff fuzz; I use LPB1 boosters
and I'm also using Hawk boosters now.
Boosters are all the same, they're all crap.
| use a Uni-Vibes which | don’t use; |
use an Eventide flanger which | use
heavily; | use a Maestro pahser as a back-
up, it’s a failsafe to the flanger. | didn’t
want 1o spend S800 as a backup so |
used my old Maestro phaser, | use an
octave divider. Actually throughout the
course of a show | may use four pedals.
Oh, ! also use Echoplex but they're
garbage now.

Do yau use any digital delay effects?

No, | tried a harmonizer and it sucked. It
doesn't do anything;, it gives you an
oscillation which is a little bit in harmony
to your note and kind of out of tune. It's
got a DDL in it but 1o spend S3,000 on
it! No, you don't need DDL unless you're
playing clubs and dry halls. If you're
playing halls who's ever going to hear
your DDL? It’s like these guys who spend
thousands of dollars to make their guitars
in stereo and they put twid amps on each
side of the stage and they think it's real
cool. But who knows it five feet from the
stage? If you're playing mong, monitors,
and a sound system, they wouldn't know
the difference. Guys that spend thou-
sands of dollars trying to think up ways
to convert one pickup for each siring and
run it into six amplifiers with a big multi-
cable so that when they do a run the
thing can go all the way across the stage,

right? It doesn’t work; you've got {0 be
practical with pedals. You've got to use
everything you can, everything you can
get but use it wisely. You've got to use
your tremolo arm, your wah-wahs, you've
got 1o use your boxes. You've got to use
everything you can get if you're going to
be an electric guitar player. Otherwise
you're not an electric guitar player.
What is your concept of electric guitar
playing?
My concept of electric guitar playing is
taking a sound inside my head and that's
very weird in my head. Some people say
it comes out as a woodwind; but in my
head it comes out as electricity and it
has to be done through -electricity.
Electricity is the most potent form of
harnessed energy and when you utilise
that harnessed energy and use it to actu-
ally create impressions of things you're
thinking about or feeling or things that
you want people to feel or think about
when you're truly an electric guitarist.
I'm always going to use everything |
can; | think people have forgotten what
the electric guitar is. | think that a lot
of people actually think the elctric
guitar is dead and in fact the electric
guitar is not dead. And I'm probably one
of the few people alive who's proving it.
There’s never a point where you spend
more time trying to press the right pedal
than you do in playing?
{t comes so natural; you say, 'Alright,
want a horse’ and | can make a horse; ’|
want a jet copter’ and | can make a jet
copter. Things that | can’t really describe
in this world and you can make them if
you take the little bit of time you need
to make them. And then it comes so
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“THE FASTEST GUITARIST IN THE WORLD PLAYING HIS
SCALES UP AND DOWN IS GARBAGE”

| try to be as versatile a guitarist as
| can and not be afraid of my musical
ideals. 1T [ write a tune that is totally not
Mahogany Rush like ‘Look At Me' on
the World Anthem album and it sounds
like cocktail music, I’ play it. I’ll play
it because |'m going to let the music go
wherever it goes. I*m never going to
hold it back and |I'm never going to force
it to go anywhere, Ahd that's what makes
a musician grow. Some guys write a song
and they get petrified; they go home at
night and have nightmares that they
wrote a song that isn‘t in their vein of
music, They don't want to change,
they're afraid of change.

You use your vibrato arm quite a bit

| will not play a guitar that doesn‘t have
one. If | play a guitar without a vibrato
arm | probably won't use it for a lot of
numbers; but whenever | play one that
doesn’t have one sure enough | got to
have a vibrato arm, | just bad an idea for
a vibrato and it ain’t there, That's why
I've got 22 pedals down there on the
ground; if 1 want to do it, it's there. |
don’t use them, | use 4 a night.

People say, ‘Oh, he only uses his
pedals’, To heck with them, 1'd like
them to come and play my pedals.
There's an art to it. At least 1 can come
and do any of my recorded effects live,
Without somebody saying well he used
the DDL in the studio and he used this
and that he comes out dry througn a
Marshall and can‘t do ncthin’, !f they
want the '‘Dragonfly’ solo, I’ll give them
the ‘Draganfly’ solo; if they want the
‘Moonwalk’ solc, |l give them the
‘Moonwalk’ sdlo.

What equipment do you use in the
studio?

When | go in the studio | set it up just
like on stage, Unless I'm getting funky
and trying new things. Bring me in a
Princeton. § love doing that; a small
Fender amp, There is nothing like a
small Fender amp for doing rhythm
tracks and blues and soft things and
jazz, Kenny Burrell and all that kind
of stuff. The reverb on a Fender is primo.
My Acoustic reverb is the pits; F'm
gong to get rid of it and get a Fender
reverb unit. I’'m a reverb freak, | think
100 many guitarists have gotten dry.
| think it makes everything sound warm
and stick together. When it's dry you
say, ‘Well the guitar is on the left side
of the speaker and the drums are on the
right’ but when you have a little reverb
on sverything you have something
holding it all together.

22

Do you play much acoustic guitar?
Yeah, t play it all the time. And you
wouldn’t believe the stuff | play on
acoustic guitar. | don't mean that | go
and play a lot of fingerpicking, I'm
talking about s$chmalitz. Playing The
Shadow of Your Smile’ and ‘Chestnuts
Roasting On An Open Fire’ and things
that give me pleasure t¢ play. I'm happy
with one fact — | can sit down and play
my guitar,

| have a 12string Epiphone, an
Takamini 6-string and an Ovation nlyon
string. The Ovation is an electric nylon
string.

| never have played any acoustic
on stage because | don’t know if the
{audience) would accept it. It's hard to
say; they might or might nat.
What special technigues do you use in
the studio? :
When I’m in the studio | try to do every=
thing that | possibly can. From putting
garbage cans up on the walls; the amp
on one side of the room, a garbage can
on the wall on the other side, and miking
the garbage can to get the difference in
sound. | try to do everything | can be-
cause } want each song to be varied. And
a very good example of that is Mahogany
Rush {V. Where every song has a totally
different mood; on ‘I'm Going Away’
I'm working with harmonies and 7ths,
And | put mellotrons on that, That's a
beautiful tune, | think the guitar work on
that is really inspiring. On Man At the
Back Door' | was working with echo
repeats; | was using echo repeats to
create syncopation, In otherwords if the
song is 1-2-3-4-5 timing we'd use an echo
repeat 1o syncopate with it.
Do you play slide guitar?
| play slide with my tremolo arm, it's my.
own invention and you will never know
the difference, | couldn’t play slide so 1
developed this. | play a different assort-
ment of notes than 1’d normaily play and
you don’t bend; you do all the bending
with the tremoio arm, You have to pick
every note cleanly and use the arm to
give the slide effect. | can play a lot of
licks with my arm that you really
wouldn‘t think are arm, But if 1 could
play slide like Johnny Winter I'd throw
away the remolo arm for that,
is it easy for you to develop solos in the
studio?
When ‘m in the studio | try not to do
solos. If we're doing a rock and roll tune
OK but if 1'm doing something like I'm
Going Away’ | try not to do a solo. |
try to do notes that will fit the tune. |

don’t want people to say to me, ‘What
does that mean? Why is that solo there?’
| try to paint the picture. I'm a guitarist
so | do it with the guitar; if | can't do it
with the guitar, I'll do it with the synth;
if | can't do it with the synth, V'l do it
with the mellotron; and if 1 can't do it

with that 1'}l 'do it with my voice. it's
all what the song needs; never mind

showing your flash or what you can do or
how fast you can go or how loud you can

be or how hard you can be, Do what the
song needs, if the song needs that give it
to the song. It doesn’t matter if it's not

you,

What kind of picks and strings do you use?

I use heavy picks and very light strings;

Fender heavy picks. They're also good

because they stick to your forehead.

Honest. Let's say 1'm doing a thing and

I've got to get rid of the pick because

I've got to start picking, l'll just tap it on

the forehead and it sticks. Static elec-

tricity. 1'm not too happy now with my

strings. 1’m trying these GHS things now.

I was using Fenders for a long time with

Rotosound .007's because 1 couldn't

get .007's in anything but Rotosound.

I will never use D'Addario and Bullets

| didn’t like at all. Mow 1'm using a lot

of Ernie Ball but they‘re crap. 1 got

these GHS's, a couple of .007's and ,009’s

and ! put them on the guitar and they

didn’t break. I'm going to try the whole

set now instead of just the high strings.

Ernie Ball low E strings have to be the

murderers for losing their sound in an -
hour and stretching out of shape; the

12th fret harmonic goes out in like an

hour. They come on so bright whsn you

put them on and then they just go so

dead.

[‘m abie to get enough sound out of
the light strings only because | use so
much amplification. A lot of times when
1 go play with bands or jam in bars or if
| work in a studio on somsbody else’s
album | just use what they give me to
use. They give me their guitar and their
amplifier and it invariably has heavy
strings on it and | just play what the song
needs with that. | don't try to do what
I would do on mine,

What do you see in the future for Frank
Marino?

To prove that the electric guitar is not
dead lest any of those intellectual guitar-
ists should say so. When | reach the point
where | can‘t find anything more to do
on that instrument, I'll hang it up. And
| don't want to hang it up so Ull keep
finding things,












The Celestion Powercel represehts agreat
advance in loudspeaker technology.

It has been specially developed to give the
finest possible sound reproduction of electronically
. amplified instruments and music.

Two models are available.
Powercel 12-150— 150 watt RMS
- 141b magnet system 12inch chassis
Powercel 15-250—250 wait RMS
261b magnet system 15inch chassis

Both have heavy duty specification including
die-cast aluminium chassis, cone with plasticised
cambric surround and three inch copper wound
voice coils with fatigne-resistant Jead out wires.
The massive magnet incorporates a specially
engineered bhack pressure system to ensure top
quality and reliability.

Choose Powercel for the highest quality
. amplification at a down to earth price.

. Principal Distributors to the trade:
A.C.Farnell Ltd.,Sheffield, England.
Norman Rose(Electrical) Ltd., London,

- Birmingham, Manchester, England.
Lugton & Co.Ltd.,London, England,

CelestionEI

Rola Celestion Limited,

Ditton Works, Foxhall Road, Ipswich,
Suffolk IP3 8] P, England.

Tel: Ipswich (0473) 73131.

Cables: Voicecoil Ipswich. Telex: 98365.










no matter what 1 say sounds bad. At
what I do I'm the world’s greatest; no
one else wants to be me hopefully but it’s
nice when 1 hear other bands do our
material and it’s nice when somebody will
steal something from me. I think that’s
terrific.

Getting back to the Hamer guitars, what
is it about them that you like?

The angles; the angles fit my personality
just right. And plus they play good and
they look good. They’re just all around
good rock guitars; [ feel when I pickupa
Les Paui I look too much like Charlie
Daniels so I don’t like to do that. Leave
Charlie Daniels to Charlie Danisls.

The Explorer has nice angles too.

Yeah it does that’s why it’s good for me;
those obtuse and odd angles fit my
personality better than a nice “safe”
guitar.

Has guitar pick-flicking been something
you've done for a while?

I've been doing that for years; now it’s
‘Hey, that’s a new idea.” In my career
I've probably thrown to the audience
about $280,000 worth of picks! Because
before I had them made for myself I was
paying two for a quarter like everybody
else.
buy in such big quantities. That’s the
reason I'm poor; that’s why I can’t afford
nice shoes like everyone else,

You just spend all your money on guitars?
[ don’t pay high prices for guitars; I
collect guitars because I'm a collector,
I’m not a hoarder. I don’t go out and
say, ‘Hey, alright, a Flying V, I’ll give that
guy $2,000°. 1don’t care, I'll wait until I
find a nice deal; if T don't find a good
deal on something I'll skip it and let Eric
Clapton buy it. He has hit records so let
him buy it or let Ted Nugent buy all the
Byrdlands. I'm not dying to get ‘em.

You don’t play any hollowbody electrics?
I’ve got a 1958 blonde 345 that is terrific
but they feed back a little too much
although I could use that one because it’s
a real heavy-duty guitar, That’s the one
with the 6-way switch, Dave Edmunds
wants to buy it from me; I know him
pretty well now. Ijust met him when we
played in England, he came to a couple of
our shows and we went over to his house
and fooled around.

Who do you listen to? Do you listen to
guitarists?

Not too much anymore; the only people I
listen to is someone we’re on tour with, I
write most of the stuff so on my free
time U'm usually busy writing. Luckily
my mind hasn’t gone blank yet; once it
starts going blank I’ll probably start
buying Ventures records. [ heard they’re
good guitar players, right? Maybe I'll
take a Mike Bloomfield course, he makes
some of the best faces next to Peter
Frampton when he plays. That’s an art in
itself; 1 mean there are a lot of guitar
players who can make dopey faces but
those are among the more successful
dopey face makers. Let's see, who is
another dopey face maker? Alvin Lee, oh
he’s a good one. There are some guys I've
met that are in ecstasy and make dopey
faces when they're using their strobe
tuners. It’s quite amazing, there’s quite a
technique to it.

Now I get a little discount because [

What about your rhythm style?

The rhythm guitar is what it says; you go
with the flow or what the song is. Or if it
dosn’t have that certain flow you try and
make a base or a foundation that all of
that stuff can be laid on. [ mean if you
just go into free form rhythm and just
start going around then the music can get
too confusing. But the way I play it
doesn’t ever get confining because I try
different stuff but stay within a frame-
work of being a rhythm player. Good
rhythm guitar playing is a rarity because
almost every guitar player gets that
syndrome that they want to be Jimmy
Page from Fred Zeppelin or Fred Nugent
and they just want to play lead and that’s
it. ‘Gee, I'm a lead guitar player I better
play some lead.’ And then the rhythm
guitar player says, ‘Gee, I can't get enough
girls if I play rhythm so [ should probably
play lead foo.” It’s like dumb thinking
but believe it that’s the way a lot of
people I've met have been, a lot of
people aren’t happy to be the this player
or the that player; not realizing that, as a
unit, the whole band really is benefitted
by people doing what they should do.
Pete Townshend is a great rhythm player.
Yeah, yeah. What group is he in though?
Black Sabbath?

No, the Who!

Who? Oh, Kansas, right! Yeah
Townshend is great but it burns me up
though that a lot of those guys take a
year-and-a-half or two years to make a
record and that’s an insult to me. Ireally
think so. I can’t believe it. Ithink these
people should say they’re on tour of
Tasmania or on tour of Russia and sit at
home rather than obviously be sitting at
home. Like the Stones; they could say
they're doing this and that and instead
you see Mick Jagger here and there and
Keith in Canada getting busted. TI'd
rather see them at least making an attempt
to live up to what they are being musicians.
Either that or say look, I'm going to quit
the business, But instead they just leave
the audiences hanging. Like a guy like
John Lennon; ‘Gee, when is his new
album going to come out?’ He never says
anything. I like to see a talent out there
working, That’s one of the things we've
done, we keep at it 300 nights a year.
We're not at the stature of some of those
groups but in many ways we are we think.
The live show is the thing for you?

Well, 1 love to play and I like making
records, 100, But it’s all different; in the
siudio it's pretty controlled and live it’s
real natural. We're out there playing and
things may go wrong and the sound may
be bad or the guitar solo didn’t come up
in the right spot and this and that hapoens
or a guitar string breaks. We admit some-
times everything doesn’t work great; a jot
of bands refuse to admit anything ever
goes wrong. They're the greatest and if
the people don’t go nuts the audience is
sick. You know but sometimes I believe
the band or the sound is at fault and so
we go with that, But we always try and
remedy that; every bit of money we ever
made has always gone back into better
equipment and mere sound instead of
more Porsches and bigger dinners and this
kind of stuff.

Do  you practice when you're not
performing?

Always, sure. Maybe not as a band. But
I mean we’re always playing live and
we've never had any time off in the 3%
years this band has been together. None
of us has ever taken a vacation. It’sjust
because we play all the time; if we’re not
playing we're making records. And that’s
playing, too. And if we’re not playing
or making records we’re doing interviews
like this one.

Do you use any special tunings?

It might sound like it but it’s really
pretty straight. It's usually E, B, G, D, A,
E, but on the mandocella it’'s C, G, D, A
which is odd. It’s the world’s only
electric mandocello. The guy who made
it for me is Hamer. I use it on the new
album on the title track. Youw’ll hear it,
it’s real low; the low C gives a big drone
sound. [t sounds like an orchestra playing
when there are only two instruments; the
12-string bass and the 8-string mandocello,
there’s 20-strings right there droning and
groaning and wailing and harmonizing
and harmonicizing. It makes for big
sounds and then if you do an overdub
with it it just makes it even more unlike
anything else that anybody else does,

Is there any interest in a guitar album?

I’'m sure I could do it and knowing that
fact is enough. Knowing that we could
do it is enough for us. I mean we’d rather
make rock records that more people
could understand. If you get into that,
that can get to be a little much. We make
records that we enjoy and plus we make
them so people enjoy them. Actually,
our records we listen to them; we don’t
make them and say, ‘Uch, thisis a crummy
record.” There’s things that we would
change. Anybody would say that but if
we're not happy we are one of the
bottom lines. Because we have to live

with it; I mean the people at the record
company get paid no matter what we put
out,






tend to arrange songs more, rather than
just stick the guitar out front.”

Bryn has some tales to tell about
J.J. Cale’s legendary old Harmony guitar.
“He took the back off it and it's just
incredible when you look at it. [t'd held
together with plastic wood. There's a
big old hook in the back which holds the
thing together. When it travels he spends
hours just putting it back together. He
got it to Australia and the neck was off.
He's constantly fiddling with it and he
showed me how to work the thing. There
are four inputs all around the guitar. One
for each pickup, because he tock the
pickups out of S5O0 guitars and stuck
them on this old S50 Harmony, but it
plays beautifully, It has a really low
action and the strings are quite thin, but
you can get away from Fenders and
Gibsons with it.

“Anyway he let me use it. He
brought the Bassman amp down and |
plugged it in, | was trying to work out a
solo on it and it kept giving me shocks
and then it would go off. Every time he
came in the room it would come back on
again. ) used it for the guitar solo on
Summer Wine off the album.”

As far as his amps go, Bryn swears by
his old AC30 and a Fender De Luxe. But
just because something is old doesn’t
mean it has to be good he claims. "You
can get a '569 Sunburst Les Paul and it
may sound nothing. Just because a thing
is desirable doesn’t mean it’s going to be
good.

“Personally | haven’t found any new
equipment | like although I'm sure there
is good stuff about. | don’t like the
transistor thing, | hate the thinness. 1'm
always trying to get the sound ‘“fat’. A
Fender with a Fender is very tinny buta
Fender through a good Vox amp is great,
| originally got a Vox because the first
group ) saw were called the Vampires.
They were playing Strats and the first
AC30’s | ever saw. .

| nearly bought a Music Man for the
last tour but | couldn't get it to do any-
thing. it's a good sound but very new
sounding. A lot of the new gear is very
clean and new 1978ish and that's alright
but | like an old dirty sound.. They
should stop trying to make new amps
sound like old amps and just make them
how they think they should be"".

Bryn has an interesting tip for
guitarists using their amps through the
PA system. “‘What | found from the
last tour was | always turned my amps
around so the speakers were facing the
wall. What | do is have them facing out

The Styleand Philo

on the soundcheck, then turning the amp

around when |'ve got my sound. All the
sound is then reflected and not blasting
in your ear, You don’t have it in the
back of your head all the time and it
doesn’t leak into the vocal mike. It
really helps in a tight club situation and
you dont have to sing loud because
you're not fighting it!

"I"YE EEEN BORN WITH THE SIFT COF MUsIC”

generally. It's just that you can get so
many sounds you want to try. For
instance, every instrument likes its own
gauge any style of string, you've got to
experiment. On my Les Paul |'ve used

lots of different strings-but the ones l've
settled on are Regular Ernie Ball Slinkeys
with a .12 top.”

As far as effects go, Bryn just uses a

Experience has shown Bryn that he
does not regard himself as being the ideal
producer or session man. “Record
production with me takes too long. |
like to do it but | have to spend sa much
time with the artists to work out the
songs and arrangements and shape them
up months before going into the studio.
I've found I'm not really a session man
having had the nasty experience of being
involved in sessions where you get the
music stuck in front of you and you're
expected to whack it off just like that,
| can’t do that. What | can do is if some-
body plays me a song I'll play it by feel
and if they want me to do a solo ['ll do
it straight off. Give it to me for three
hours and I’ll work out a part. But the
thing is it takes time with me. It's
really a drag when people say ‘this is
what | want’. [ don't feel that's my
thing"".

As far as his instruments and equip-
ment go, Bryn is always looking to
improve his sound. “It’s like a constant
‘how do | get it better?’. | suppose | am
‘neurotic’ about my gear to be honest.

~ Instruments are so close to you it's good

to get them right. But the thing is you
can never get them right because there is
always going to be something better.

"I'm happy with the sound | get

By tan White

flanger although he admits that the
addition of an effect thins out his sound.
"It makes you start thinking about using
heavier strings, then when you use heavier
strings you can’t play all the songs you
want on one guitar and so you need
another guitar. Assoon as you play your
instrument with any gadget it thins it
out™.

Bryn has quite a radical philosophy
when it comes to music, He sincerely
believes that you are either born a musi-
cian with the gift of music or else you
work at it extremely hard. He places
himself in the former category.

“l've been born with the gift of
music. It takes a long time to realise it
but being born a musician means you're
going to do music whether you have a
record company or not. With people who
are born musicians, they cant da any-
thing else so they do music all their lives
and nothing ever happens commercially
but they are still working and travelling
all over the world being musicians
because that is what they are”.

“Obviously | want to have the
facilities to make records which cost an
awful lot of money. It's a real privilege
to make an album | feel. For me music is
a way of life | can’t do anything else, [l
always do it”.

sophy of Bryn Haworth
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myself and be in control of a total
record. not just the guitar playing,
Are you still using that same Les
Paui?

Occasionally | use a Les Paul

but it's not the same one, Now
|'ve got more guitars than | know
what to do with; 1've got 22 at
the moment and rising. On stage
{ use a couple of Les Pauls, | use
a black Deluxe that {‘ve fitted
with standard Gibson humbuckers
and |'ve fitted on a Hot Rod
stirrup to give it that real biting
attack. Les Pauls tend to lack a
top end above 10,000 cycles and
then it sort of rolls off. But for
some reason if you fit Alembic
Hot Rods in there it makes it so
much brighter and hotter. But it
still seems to be clean. [.ve also
got DiMarzios, the super distor-
tion, but they just totally over-
load the input of the amp and it’s
like using a fuzzbox. You can’t
get rid of it. It's OK for certain
things but | like it a bit ¢cleaner.
Because | do a lot of chord work,
it has to be full but clean and not
like the wall of fuzz that Kiss or
Black Sabbath use.

| also use another Les Paul
that was fitted with DiMarzio
PAF which aren’t quite so heavy
as the super distortion ones, But
I'm not happy with it; ) just got it
as a spare,

| aiso use an old Gibson
acoustic on staga for slide. That
makes for a different section of
the set and gets away from the
power trio thing for a little while.
We do 'Vigilente Man’ which we
did on Razamansz but that was
electric; we re-arranged it for two
guitars, Pete plays acoustic
rhythm and | play acoustic slide.

That brings the whole level down,
changes the sound and everything.
Then we do an acoustic/electric
version of ‘Cacaine’, the J.J, Cale/
Clapton song. The main reason
we did was because we dug it and
thought it would be acoustic but
it would still be uptempo. People
wouldn’t sit back and think, ‘Oh,
here comes Crosby, Stills & Nash’.
We wanted to keep the energy
level up but the sound different.
Pete’s is a J—200 but ['m not sure
what mine is.

What amplifier setup are you
using?

I'm going through changes
now, | was using four Marshalls
{100 watt stacks). They always
sounded good at one point, at a
specific register only, but if | tried
to get any other colour or tone
out of them it didn‘t happen. So
t've had them all caonverted to low
impedance and | was driving them
at line level.

What you do is you convert
your guitar, which is a medium
to high impedance pickup, to low
impedance and do the same to the
amp: hence if you're using 8 lot of
etfects and a lot of leads you lose
the top end of the guitar, you
start to lose highs. So | used one
iead which went into an impedance
converter which is also a little
amplifier so | could drive the
Marshall with this amp. | stili
feed it at line level so there were
no losses there, 1t was good but it
was too powerful, there was too
much of it; it was too limited in
the sound.

The Marshalls never sounded
as clean though and when | wasn't
playing they were quiet. So that
was the answer for me for a while

but | got tired of that one sound.
| wantied to have a complete range
of tone colours like | get in the
studio. When 1'm in the studio |
use asmall amp:. a Galleon Kreuger
or a Fender or a Pignose and { can
get different textures, That's
what I’m into as a guitarist, When
I'mrecording ) like to get different
textures and different sounds. |
hate for every track to sound the
same,

At the moment I'm trying to
get a combination of amps which
will give me the range of colours
and textures that | can get in the
studio; it's getting there, i've
narrowed it down now to the
Galleon Kreuger; I’m driving two
Marshall speaker cabinets with it
which have Celestions. [t's really
good but it sounds transistorized;
{t has that transistorized sound as
opposed to valve sound. But it's
the closest to a tube sound out of
transistors that |'ve ever heard. |
really like the amp and it records
really well but transistors ruin it.
When vyou drive heavily with
transistors they clip long before a
valve, it's like baving a limitor on
it. What happens is no matter
how hard you play it you don’t
get any more volume. So you're
stuck with a limiting effect which
is great in the studio because
you‘re not going to have to use
limijtors and compressors on the
guitar,

So what I'm going to try and
do is use that in combination with
a vslve job; I'm going to check
out Mesa Boogie and Music Man
and use the Galleon Kreuger with
one of them and try to get it that
way

‘I'VE GOT MORE
GUITARS THAN I
KNOW WHAT TO DO
WITH?

It's experimenting. I've got
quite a few guitars and 1'd like 10
use them in the set because they
all have a distinctive thing.

Do you just use the one stack
then?

Yeah, but it's monitored
pretty heavily so everybody can
hear it. H kicks up a bit of noise,
you know? Remember that one
little Galleon Kreuger doesn’t
replace four Marshalls, no way. It
is 100 watts but you can limit the
output which is what | like as well.
It has a power output control.
It's a good amp and |‘d recom-
mend that anybody looking for a
good amp should check it out.

Do you use effects on stage?

At the moment I'm using an
Echoplex and a digital delay and
that's it. Pedals always affect the
natural guitar sound. | like to
hear the guitar as straight as

possible. If { could get an effects
board done up so it did not inter-
fere with the natural sound of the
guitar, I'd use it. Even when
they’re out of the circuit — l've
used an MXR and not had it in
circuit — and it still affected the
guitar sound. It's different from
plugging straight into the amp.
A lot of people have come to
terms with it but | haven't. | can
get exactly what | want in the
studio but now I'm trying to get
it on stage.

What equipment do you use in
the studio?

| use Fender amps, a Tele-
caster — a nice old Telecaster that
| iike — and a Fender Strat that |
like. On ‘Gone Dead Train’
(Expect No Mercy} the rhythm
tracks are all Fender; they give a
clean biting sound. That's the
other thing with the Galleon, if
you play a different guitar
through it, itresponds. A Marshall
is not quite so responsive to
different guitars;, you don’t get
the best out of them,

There's a combination of
different Gibsons that | use with
different pickups, They all have
different pickups and all have a
slightly different soung to them.
What about on the ‘Expsct No
Mercy’ track?

That was done with a Strat
and a lot of overdubs. The
rhythm track is a Strat and the
guitar underneath the chorus
parts that hit home when Dan is
going ‘expect nooooo mercy’ is
done with a Les Paul, The solo
was done on a Les Paul Jr, and
various effects were used on the
actual solo.

i prefer to record the guitar
straight first; get it on tape
straight with guitar and amp.
Then if | want an effect l'll use
the tape source. That way you
don‘t affect the original guitar
sound, | prefer 10 do it with
tape then ('ve got complete
control over it; I'm not stuck with
an effect on the guitar, | ¢an put
it on another track. By using the
tape as a source I'm putting it
through the effects and then
recording that on another track.
So I've still got the original guitar
and the effect guitar and then |
can get the right blends that |
want. |'ll use anything — like
harmonizers — on guitar, For
‘Kentucky Fried Blues’ | used a
harmonizer on a Flying V. Some
people think it's a voice bag but
it's not. Even when | use a voice
tag | do it fram tape as well.

What | do is | play the guitar
straight into the amp, get the
sound | want from the amp and
get that on tape. Once I've got
that on tape if t want an effect I'l]
use the tape as the signal source
and then put it through the
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300-302, LONDON RQAD (A I3) HADLEIGH, ESSEX.

THE AMAZING STACCATO DRUMS NOW IN STOCK (AS SEEN HERE IN CONCERT})

Secondhand Guitars & Basses

1958 Stratocaster

1963 Precision, Original
1965 Precision, Natural
1962 Jaguar

1976 Tele Deluxe
1974 Tele Custom
1976 Tele with Bigsby
Gretsch Broadcaster
Gretsch Country Club
John Birca Flying 'V’
Ibanez 175 Deluxe
Start M/N& Trem
1967 Gibson ES140
1968 Gibson 330

1977 Grabber 11 Bass
Arbiter 6 + 12 Guitar
Arbiter 6 + 4 Double
Hayman 1010H

Burns Flyte Guitar
Hayman 4040 Bass

New Guitars & Bassas

Yamaha $G2000's
Yamaha SG500’s
Yamaha SF700's
Rickenbacker 8-String
Rickenbacker 12-String
Gibson R.D. Standard
Gibsen R.D. Artist

Gihson R.D. Bass, Standard

Gibson R.D. Bass, Artist
Gibson L.P. Customs
Gibson L.P. Standards
Gibson L.P. Deluxes
Gibson L.P. Pro-deluxes
Gibson L.P. “55"
Gibson Melody Makers
Gibson Explorers
Gibson Firebirds

Gibson S.G. Standard
Gibson Thunderbird Bass
Fender Telecasters
Fender Stratocasters
Fender Precision Basses
Fender Jazz Basses
Kramer 450 Basses
Kramer 450 Guitars
Kramer 350 Basses
Kramer 350 Guitars
Rickenbacker 4001 Basses
Musicman-Stingray Guitars
Cvation Breadwinners

£295
£2656
£225
£175
£245
£219
£198
£325
£375
£375
£232
£265
£195
£265
£198
£145
£125
£125
£125
£115

£495
£285
£269
£275
£445
£425
£54¢€
£365
£445
£4085
£475
£415
£545
£425
£375
£385
£485
£345
£475
£198
£239
£209
£249
£425
£395
£325
£285
£395
£325
£365

COMPLETE KIT OF SIXDRUMS, ONLY £795

Pack Leader, Walnut
Drums anc Percussion
Rogers Greater Londaner V £539

£475

Rogers Londoner V £496
Rogers Headliner |V £369
Rogers Headliner V £425
Ludwig Power Factory £999

Ludwig Smoke ‘n Fire, Steel £895
Ludwig Hollywood S/Hand £450

Pear| Rock Kit, Egyptian £545
Pearl Rock Kit, Satin £525
Pearl Powermate Kit £495
Pearl Maxwin 405 Kit £245
Pearl Maxwin 705 Kit £225
Gretsch Broadcaster |1 £445
Sonor 5 Drums, Rosewood £450
Autotune Qriginator V £495

Autotune Concert Big Sound £425

Hayman 6-Drums £245
Hayman Showman Kit £225
Olympic 6-Drums £139
Olympic 4, Kit £135
Premier D717 Kit £685
Premier D605 Kit £585
Maxwin Concert Tom-Toms:-

6" x 8"’ plus Stand £45
10" x 12" plus Stand £65
14" x 16" plus Stand £89

Maxwin Timbales and Stand £59

Pearl Timbales and Stand £275
Rototoms, Set of 6 Stands £275
6’ Rototom £20
8’ Rototom £26
10’" Rototom £33
12"’ Rototom £38
14’ Rototom £46
16" Rototom £56

Rogers Dynasonic snare drum £98
Rogers Super 10, 6% £110
Ludwig 8%:" Supersensitive £169

Ludwig 5" Supersensitive  £149
Ludwig 5" Supraphonic £98
Pearl 8% Snare Drum £68
Paiste 7" Gong £17
Paiste 13’ Gong £29
Paiste 16" Gang £35
Paiste 20’ Gong - £59

Full range of Paiste Cymbals
Large Selection of Avedis Cymbals
All Premier Stands in Stock

All Ludwig Stands in Stock

All Rogers Stands in Stock

All Pearl| Stands in Stock

Amplification
Orange Omec 150
QOrange Omec, Graphic
Yamaha 100 Combo
Yamaha Bass Combo
Yamaha 50 Combo
Marshall 100 M/V Top
Marshall 50 M/V Top
Marshall 100 M/V Combo
Marshall 50 M/V Combo
Marshall 30 M/V Combo
Marshall 4 x 12 Cab
Marshall 8 x 10" Cab
Marshall 100 watt Cab
Fender Twin 130 Rev.
Fender Pro 70 Rev
Fender Supertwin 180w
Fender Bassman 100 Top
Fender Bassman 50 Top
Fender Bassman 10 Combo
Fender Bassman 100 Cabs
Fender Bassman 50 Cabs
Fender Bandmaster Tap
Fender Vibrolux Combo
Fender Vibrosanic Combo
Fender Super Rev. Combo
Fender Champs
S/H Dual Shawman Top
S/H Twin Rev.
S/H Pro-Rev.
S/H Bassman 50 Top
S/H Tremolux Stack
Roost 100 M/V Top
Roost 50 M/V Top
Roost 100 Combo
Roost 50 Combo
Roland JCBO S/S
Raland JC80 S/8
Roland IC120 S/S
Maine Artist Tap
Maine Standard Top
Maine Musician Combo
Maine 4 x 12" Cab
Maine JBL Bins
Maine Altec Bins

Intermusic Standard Combo

Intermusic Reverb Cambo
Ampeg V2 Stack

Ampeg VT40 Combo
Peavey Deuce Combo
Peavey Pacer Combo

Vox AC30's

Phoenix Amps now in Stock

£145
£165
£225
£225
£165
£195
£149
£345
£245
£145
£148
€139

£98
£345
£278
£325
£108
£168
£265
£198
£159
£195
£235
€375
£295

£59
£145
£285
£249
£145
£145
£129

£95
£198
£159
£255
£285
£375
£175
£145
£245
£149
£226
£250
£199
£219
£695
£305
£295
£135
£195

Keyboards
Korg Micro-Preset

Wurlitzer Piano’s £485
Roaldn EP30Q Piano §/8 £395
Vox Piano + Stand £198
Solina String Ensemble £525
Roalnd RS202 Strings $/§  £495
P.A. Equipment
QOrange Omec, Reverb £185
Omec, Reverb, Graphic £215
M/M 8—2 Mixer POA
M/M 12-2 Mixer POA
M/M 16—2 Mixer POA
M/M AP360 Slave POA
M/M EP122 Crossover POA
M/M EP127 Equaliser POA
Maine PA200 Top £235
Maine Stave 200 £125
Maine P.A, Cabs. (Pr) £245
Roland P.A. 60 Top £198
Roland P.A, 120 Top £326
Altec Bins 812A (Pr) £345
Altec Horns ST1 (Pr) £98
Marshall 8channel Mixer £225
Marshall Supa Bins £235
Supabing + Horns £325
Marshall Mini-Mixer £65
8, City PASO £1185
S/H 8. City P.A. 50 £75
Laney P.A, 100 £89
S/H Selmer PAT00 £59
S/H Wem Pre-Mixer £39
S/H Traynor PA100 £110
S/H Carlsbro PAGO £75
S/H Simms Wall Calls. (Pr} £175
S/H Peavey 60w Cabs (Pr} £139
S/H Carlsbro 60w Cabs (Pr)  £75
Funkshun 1 x 16" Cabs £128%
Funkshun 2 x 12" + Horn  £125
Funkshun Horn Units £65
QOdds N’ Sods
Strat, 6 Pasition Switches £5
Strat. Brass Bridge £17
Tele Std, Brass Bridge £25

Tele Custom 8rass Bridge £5

Grover Machine Heads £15
Schaller Machine Heads £13
Fender Machine Heads £18
Fender Bass Machines £25

Much sought after and very rare
Hayman Double T/T Holders £25
§/H Sleishman Dauble

B/D Pedal £49

All gbove items include V.A.T. and are in stock af press date. H P, and Part Exchange welcome. Mail Order anywhere in
U K, just 45 mins. from London on the Al3 Southend Road. Faost Air Freight from Southend Afrport.

PHONE SOUTHEND (0702) 553647
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TEST ON: Vox AC 30 Reverb
DATE: May 1978
PRICE: £273.90 + VAT $546

Introduction

Vox sound, like the Beatles, is a
legend — a legend of the 60’s, revered by
the Punk Rock generation of today. As
in any legend widely different stories and
versions exist. One sure thing is that the
whole story began a long long time ago in
the Jennings Organ laboratories, and the
second thing is the combo I used over ten
years ago is a dead replica of the combo
that has just arrived on my doorstep from
Vox Sound Ltd of Shoeburyness, Essex.

Its famous front panel acoustic criss-
cross gril cloth with its characteristic
pattern and colour is still the same after
s0 many years. In rememberance of
things past — hundreds of famous faces
names, long-forgotten record labels,
movies and gigs (or concerts as they were
then known) come flooding back.

Most of these things exist only in the
memory of those who are now most
probably respectably married citizens
fiving in suburbia — but the Vox Combo
goes marching on — still very much in
business. There is still a demand for its
characteristic sound in contemporary
music, which surely goes to prove that
there are still musicians looking for a
true valve, Class ‘A° linear legend,
Musicians are looking for the traditional
unspoilt sound of the 60’s, despite the
hard facts of the naturally lower techno-
logy than solid state, and relatively higher
prices of the valve amps.

Construction

The Vox Model AC 30 Rev combo
consiruction is, in the full sense of the
word, traditional. Two large plated steel
chassis, one for the pre-amp and one for
the power stage, house the whole system’s
sub-assemblies and components including
two large transformers, a massive choke,
smoothing  capacitors and  twelve
thermionic valves inserted into octal-
based sockets.

The entire input stage ECC 82, 83’s
are magnetically screened and all the pre-
amp’s input circuitry is kept a reasonable
distance away from the power supply,
(environmentally the noisiest area). This
is one of the 10 commandments of valve
design technology.

As mentioned above the AC 30 Rey
is constructed in quite a traditional
manner and there is not a single PCB in
the whole construction, the small com-
ponents being soldered directly onto a
couple of orthodox tag strips and group
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panels,
localised in the control panel being at the
top of the enclosure,

The system’s controls are all

New Reverb

It anyone can still remember the
“old” Vox AC 30, then this new Reverb
model (AC 30 Rev) has basically the same
features, with the addition of an
Accutronic (Hammond type) reverbera-
tion spring. The intensity control is
fitted in place of the speed control,
speed now being controlled by a multi-
position Vibrato/Tremelo switch.

A word about speakers — two 12
Model G 12M “Celestion” 25 Watt
speakers are provided and the output
impedance is adjustable for both 8 or
16 ohms operations by means of an
internal link on the transformer.

As 1 mentioned previously, the
AC 30 Rev is a valve class ‘A’ amplifier
employing, on its output stage four of the

EL 84 pentodes and the system produces
an approximate level of audio power of
30 Watt r.m.s. when measured at onset of
clipping, Ref, 1.0 Khz signal conditions.

The measured steady state T.H.D.
distortions were in general typical for this
type of valve amp, with an average figure
through a whole power range of approx.
4.21% of the T.H.D. Ref. 1,0 KHz — and
these figures can be regarded as satisfac-
tory. Although at some power levels (see
spec. table) the steady state T.H.D.
distortions comprised the second
harmonic product with a smattering of
the ithird, In both situations their
dominence can be considered as quite
inoffensive as far as the quality of the
sound is concerned.

With regard to signal/noise per-
formance at the 53 dB (52,82 dB is
typical) it’s not really what I would class
as my cup of tea — and could be better. I
wonder what the manufacturer has to say
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TEST ON: Gherson R.B. Bass
DATE: May 1978
PRICE: £230 inc. Case and VAT $458

Introduction

It may seem to some of our regular
readers that the large-scale electric guitar
business is virtually a straight fight
between America and Japan, with a few
Korean guitars at the lower price end, and
no-one else having even a toe in the door.
For a change, and to redress the balance a
little, 1 am going to review an Italian bass
guitar which, as you will see from the
photo, looks remarkably like a
Rickenbacker bass. Certainly | have seen
Italian electric guitars and basses before,
including one model which bore an
equally remarkable resemblance to an
early Fender Jazz bass.

For the remainder of this review, and
probably until further notice, { shall
refer to such instruments as ‘Rick Copies’
and ‘Fender Copies’. (For that matter, I
may even refer to ‘Guild’ or ‘Gibson
Copies’). In the ordinary usage of English
amongst musicians and others in the
Music Business, these descriptions mean
exactly the same as the previous state-
ments. However, they are more straight-
forward and economical in the use of
words, and more readily understood. As
such instruments are apparently copies by
their appearance, and probably copies by
intent, I trust that the proprietors of the
various famous “Originals™, will not be
unduly distressed by my economy of
language, in what is both a statement of
fact and an implied compliment to their
own products.

Finish

To return to this month’s review
instrument: [ cannot remember ever
having seen an Italian Rick Copy before
now. This sample compares very
favourably with similar Japanese copies.
If anything, I think the finish and some
of the fittings are rather better than I
would expect to find on the average Rick
Copy. An instrument such as this, with
the neck running through the body. is
very difficult to make neatly, and one
usually finds poor finishing on internal
corners, concealed by a thick build-up of
lacquer. This is not the case with the
Gherson bass. On this sample, all the
woodwork was well finished before any
lacquer was applied, and the lacquer
process employed gives am unusually
attractive and transparent appearance, |
suspect that it is either one of the more
recent finishing materials, or alternatively
that it may be a well-known material
applied in an unusual way, The lacquer
film appears to be scratch-resistant,
slightly flexible, and rather thinner than
usual. This may seem ‘technical’ and
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irrelevant, but I do not think it is at alt

irrelevant when an instrument imme-
diately stands out from the crowd by its
pleasing appearance. It is not an essential
feature of a good instrument, but it is
nevertheless very weicome.

Neck

There are two most distinctive
features on a real Rickenbacker bass; the
neck and the sound. As most people
would assume this review guitar to be a
copy of a Rick, and see it possibly as a
cheaper alternative, 1 suppose most
people would wish me to compare these
features on each instrument. There are
various practical problems in the way of
exact comparisons of this sort. I have
noticed some variation in the shape of
Rickenbacker bass necks; not enough to
make playing difficult, but enough to give
some instruments a different ‘feel’ from
others.

However, within this variation there
is usually a factor which is common to
most instruments of any make and type.
I think. the feel of this neck does fall
within the usual range of Rick necks, but
with the exception that one is aware of 2
sharp or abrupt edge on the outer corner
of the plastic binding. This is not serious
and could probably be filed and burnished
away, but in its present state I find it
intrusive.

Sound

Comparison of the sound is equally
difficult. Firstly, a large proportion of
Rick bass players use Rotosound, or
similar, round-wound strings and this
Gherson is fitted with semi-flat strings.
This will make the sound less brilliant and
twangy. Secondly, not all real Rick

basses sound the same. There seems to
have been a basic change in the sound,
when the old double-horseshoe magnet,
which also formed a slotted hand rest,
was replaced by a one-piece hand rest
with no gap in the centre, and a different
sort of treble pickup underneath.

As far as I can tell (without fitting
different strings), this Gherson sounds
quite similar to the more recent
Rickenbacker instruments. I do not
usually try to compare copies and originals
so bluntly, but the famous Rick sound is
so distinctive, that there would be little
point in a copy which did not at least
approach the same performance. 1 think
this copy comes as close as one could
reasonably expect.

By comparison, [ have come across
some samples of the original which
pleased me more. and a few which pleased
me rather less than this review instrument.
One difference, which I believe may be
significant, is that the pickup near the
fingerboard has adjustable pole-pieces on
the Gherson instrument, and this permits
some balancing of the levels of the four
strings. Working from memory, I believe
the original only has adjusiable poles on
the treble pickup, under the cover.

While on the subject, I would advise
owners of old-modetl Ricks with the
magnets forming a slotted hand rest, to
leave the pickup and magnet assembly
strictly alone, The pickups can be rather
fragile, and the magnet system can be
weakened by mis-handling, I know of
only one laboratory in England which is
willing and able to ‘revive’ these magnets.

A further difficulty in assessing the
sound of this Gherson is that while the
selector switch has three positions, two of
them produce very similar effects. Therc
is no apparent electrical control for
balancing the outputs of the two pickups,
though possibly adjusting their respective
heights from the strings would give a
different sounding middle position. Apart
from the selector switch, the control
system consists of the usual two volume,
and two tone controls. There are two
output jacks on the edge of the body,
raarked ‘standard’ and ‘stereo’; I do not
think this needs any further explanation,
The ‘stereo’ socket requires the wusual
‘A-type’ stereo plug and seems to be less
smooth in operation than the ‘standard’
socket, although it connects perfectly
well,

The two sockets are fitted onto a
small metal plate, of which two corners
do not fit the edge of the instrument,
and could catch on clothing. As the
mounting screws at the same end are both
in at an angle, and the plastic edge-
binding nearby has been distorted, there
would seem to be a small problem of









Controls

All the controls seem to be working
well in spite of obvious use, but the
plating on the pickups is worn through
and blistered in places and one end of the
bridge is just about through to the base
metal and beginning to corrode. The
bridge saddles, which actually support the
strings are in remarkably good condition
and require only brushing clean with a
little Paraffin or Alcohoi.

The holes in the ends of the bridge
for the support pillars are considerably
larger than the tops of the pillars making
the bridge position and therefore the
guitar’s intonation, rather uncertain.

It appears that the enlarged holes
are not due to wear or corrosion, and the
bridge has probably always been loose.

The gold plating has also become
transparently thin on the metal V-shape
through which ~ the siring ends are
fastened, and on the machine-head
buttons. It is very difficult to make gold
electro-plating resistant to prespiration,
but it usually remains intact for longer, if
put on rather more thickly than is usually
found on guitar fittings. 1 have had
pickups and screws re-plated by a man
who restores jewellery, and the work he
produces not only lasts longer than the
plating on commercially available “gold”
guitar bits, but it also have a more pleasing
colour and a quite different appearance.

I noticed the same discrepancy on a
Gretsch guitar [ reviewed, between the
parts made (and presumably plated) by
Gretsch, and some standard parts bought
in from other manufacturers, which by
comparison looked more like brass than
gold,

It is most important that plated parts
for guitars, whether gold or nickel, have
surface porosity kept to the very mini-
mum possible, as each minute pore or
pinhole is a potential site for corrosion
and blistering. I really don’t see much
point in paying for gold plating unless it
is going to stay on for considerably more
than 1 or 2 years.

Another place where corrosion has
set in, is the small position markers
which protrude from under the control
knobs, These are sharp enough to present
a hazard, and are by now beginning to
rust.

Although the gold has worn off the
buttons of the machine heads, they still
seem to function at least as well as
‘similar units when new. They are made
after the general style of enclosed
Schaller or Grover heads. There is a
tradition that such Japanese machines
feel good when new, but do not last.
These seem to be lasting quite adequately
so far. They have a ‘star’ medallion on
the gearbox, with a minute letter G below
it. I believe this identifies the maker or

brand name as Gotoh Gut. Six machine
heads is a very small sample, but I shall
certainly consider such machine heads
more seriously in future.

The Antoria Viking has a Maple
neck with a Rosewood fingerboard, and
a body made from what the current
catalogue describes as Ash. The body on
this sample looks similar to Ash, but does
not seem to be the European Ash which {
know, Whatever it is, the insirument is
nicely made. It originally came into my
workshop because the neck was coming
loose from the body, As this was
obviously caused by a considerable
impact, and the same shock had separated
the neck and fingerboard from the nut to
the Sth fret. it is very difficult to say
whether the neck joint was in any way
deficient, Under the circumstances, it
must have the benefit of the doubt.

Neck

The neck is slim and comfortably
shaped, and there is obviously no
significantly weaker point between the
head and the neck, otherwise the same
impact damage would have broken off
the head.

The fingerboard is of good Rose-
wood, and although the frets are by now
quite worn, indicating a fair amoun{ of
use, there is very little wear to the surface
of the Rosewood. This is as it should be.
Some types of Rosewood can wear away
quite rapidly, and although they look
satisfactory when new, should probably
not be used for fingerboards on good
guitars.

The action cannot be set as low as
I would like, as the neck/fingerboard
assembly is not entirely straight. There
is no overall bending, but the neck
appears to be very slightly spiralled, and
there is a small hump on the treble side
around the middle of string length. This
is not ideal, but it does sometimes
happen after a few years, and as long as
the neck eventually stabilises, it can
usually be straightened when the instru-
ment needs re-fretting.

The fretting is a little unusual, in that
the frets stop just before the edges of the
fingerboard. I imagine this was intended
to prevent fret ends projecting from the
edges of the fingerboard under certain
dry climatic conditions. It appears to be
entirely successful so far, but as with
some bound-edge fingerboards, it does
bring the ends of the frets rather close to
the outer strings. Some players might
find the top string tending to fall off the
ends of the frets, This could be cured by
a new nut with the strings placed closer
together,

It is possible to unscrew and lift up
the panel carrying the controls, without
unsiringing the guitar. This not only
saves my time as a reviewer, but also

makes emergency electrical repairs faster
and less complicated. I wish more makers
using front-mounted controls would do
the same. Inside, the wiring is neat and
there is some screening foil under the
panel and on the back of the cavity, With
such a simple cavity, it is a pity it was not
completely lined with foil, It would not
have been much more trouble, and would
have given much improved resistance to
electrical interference, It is possible that
current instruments are more thoroughly
screened.

Conclusion

As with most gold-plated guitars, the
plating has more or less given up, after
quite a short time. It does not have to be
so, Some samples of Schaller and Gretsch
components last much longer: possibly
others also. It is possible that the neck/
fingerboard was never quite right, or that
it has warped a little, but there is
apparently nothing wrong with the
assembly, which cannot easily be put
right by lightly skimming the fingerboard,
and re-fretting.

The lacquer finish is wearing well,
but has been damaged at the back by
contact with a metal belt buckle or
something similar. The lacquer film in
this damaged area is dented and crazed,
but shows no signs of peeling off. It is
mainly the wood underneath which has
been dented, and the lacquer has
remained attached. (Onsome instruments
it tends to come off in small flakes under
those circumstances).

In general 1 think this guitar is
standing up to use very well, and with a
re-fret and the fingerboard trimmed, there
is nothing important to its working which
requires replacement or major repair. {
am obviously excluding the recent neck
repairs as this was due to normal
accidental damage. It is obviously
solidly made, and would seem to be a
reliable instrument, either new or second-
hand. Purchasers of used instruments
should bear in mind that a re-fretting job,
andfor other minor repairs may be
necessary, and that this should be taken
into account when determining a fair
price.

Measurements on Antoria Viking
{which does not seem to have a
serial number. Guitars need
identification numbers).

Scale length 630 mm.
String spacing at bridge 50 mm.
String spacing at nut 38 mm.
Fingerboard width at nut 43 mm.
Lowest action under standard conditions
1.4 mm treble/2.0 mm bass.
Depth of neck at first fret 20 mm, at
12th fret 23.5 mm, at 15th fret 24 mm.
Weight of guitar 3.3 kilos,
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Dave Mattacks is one of Britain's top session drummers who has worked extensively with
dozens of top artists including Andy Fairweather Low, Kiki Dee, Brian Eno and Rick Wakemnan.
Although he works mainly frealance, Dave is a full time member of the Alblon Band. He has
been playing drums for 14 years and was with Fairport Convention between 1969 and 1974,

TEST ON: Asba Metal Shell Drums
DATE: May 1978

PRICE: £653.44 (drums) £182.52 {stands)
inc, VAT $1,306/$365

Introduction

Discussions will always take place
comparing the merits of one wood drum
kit with another, but when it comes to
metal shell drums — “well, they’re real
loud and clangy!” They've been around
for a while now but, as far as I know,
Asba were the first to bring an all stainless
steel kit onto the market and are now the
first company to come up with a range of
finishes apart from the stainless steel one.
One of the most interesting points about
the new range of finishes is the effect
they have upon the sound: that is, the
sound you normally expect from a metal-
shell kit.

My overall impression of the drums
was of 2 high quality product made with
attention to detail; this was marred only
by one or two small points. The kit I saw
was as follows: 14 x 6% snare drum,
13x9,14x 9,16 x 16 tom-toms and 22
44

x 14 bass drum, The price ['ve quoted
above for stands is for two cymbal
stands, snare drum stand, hi-hat and the

Caroline bass drum pedal. Ray Kitchen
from Musicaid, the company importing
the French drums, stresses that he wishes
to get away from the idea of selling “the
complete kit”,

In other words, the prospective buyer
could have just four drums without the
tom-tom holder, for example (and also
could choose what Remo heads he wanis
fitted) or he could have a complete kit
With whatever stands and pedals he wants.
To me, this is an obvious and excellent
idea; does anyone buy a new complete
kit and use ALL the drum company’s
fittings, pedals and stands? Incidentally,
Asba are now doing a range of concert
toms which are alse available in metal.

Sound

I personally find that the Remo
Ambassador heads have a far ‘liver’ sound
than the CS heads, so it made sense to me
that CS had been fitted to toms and bass
drum. This definitely ‘‘thickens” the
drum sound and cuts the high overtones.

The CS heads combined with the sand-
blasted/baked-on finish on all the shells
{both inside and out) gave a loud yet
thick sound. There was no sign of that
“banging” sound -- certainly plenty of
volume but with tone as well, The bass

drum had a felt strip damper fitted to the
front head but not the the back; for me,
the wrong way round. One fitted to each
head near the edge would have been
preferable. The snare drum matched the
other drums pefectly — a thick sound,
yet bright and sensitive.

Bass Dyum

The shell (like the snare drum’s) is a
millimetre thick — the tom-tom shells are
.8 of a millimetre thick. The shell join
overlaps — the same way the plastic
covering does on a wood shell — and is
spot welded very neatly along the length
of the shell. None of the drums has the
conventional 45 degree inverse flange, but
instead all have a strengthening concave
bead just down from the edge of the
shell, top and bottom.

All the edges have a thin piece of
“U-shaped plastic fitted which prevents
damage to the head and, as far as I can
tell, does the job perfectly weli. The bass
drum has 20 lugs fitted which, like a lot
of other odds and ends on the kit, look
very Gretsch-like. The wooden hoops are
natural wood with a matt black inlay
which matches the drum finish.

Neither the bass drum hoops nor the
shells of a natural light wood finish kit 1
saw when inspecting this metal set had
any sort of polyurethane coating, so
you’d have to be careful to handle the
“unprotected” wood with clean hands



because marks won’t just wipe off and
you could end up with a very grubby,
uncleanable drum kit/bass drum hoops
very quickly. The cast claws and the
handles of the *T”-shaped tensioners
were a little on the small side but, because
both were obviously well made and
efficient, the size didn’t really matter;
not that you need any great leverage to
tighten a bass drum head. The disappear-
ing spurs have very sharp points and are
set at a sensible angle: approximately 75
degrees and pointly slightly forward.
They were very efficient and once fixed
in place by tightening the large round
knob, didn't budge at all.

They reminded me of the old style
Trixon spurs which definitely did their
job very well, too. The new style tom-
tom holder . . . well, et me first make it
plain that it’s no big project to order the
drums without one fitted. It looks (and
acts, to an extent) like something from
a 1970 Olympic drum catalogue.

It’s basically a disappearing/wing-nut
locked ratchet type. A poorly chrome-
plated cast block sits in the middle of the
‘bass drum (wrong! When will drum
companies learn and start putting mount-
ing blocks near the front head so you can
have your mounted toms close together
without them hanging right over the back
of the bass drum?) with two poles side by
side into which go two tubes with wing-
nut locked cast ratchets at the top. Each
of the two tubes — one for either tom —
has TWO telescopic stages (the height
being adjustable by wing nuts which don’t
really grip or prevent turning) enabling
you to have your toms approximately 2%
feet above your bass drum should you so
desire — real handy, ¢h?

At the top of each tube the cast
ratchets have a short stem which ends in
another ratchet turned through 90 degrees
to the lower one. Each tom has the other
half of this final ratchet bolted to its
shell. To separate the tom from the rest
of the fitting for packing away purposes
you have to undo and remove the wing
nut which then allows the two halves of
the ratchet — one on the tom, the other
attached to the tube — to come apart,
time-consuming and fiddly. Although
the tube(s) which fits into the bass drum
can obviously be turned through 360
degrees, and because of the way each
ratchet is separated by a 90 degree turn
{on a vertical, then horizontal axis), in
theory it’s possible to put the toms in any
position.

However, this is a classic example of
theory going right out the window when
practicality rears its head. At certain
angles it was possible to even get to the
wing nuts to tighten the ratchets up!
‘The most straightforward ideas nearly
always work best - witness the basic
simplicity of the Rogers Memriloc tom
holder, for example. As it’s the only
item [ really objected to on the kit, I'll
mention again that you can have the
drums without it.

Toms

The 13 x 9 and 14 x 9 toms both had
12 lugs per drums and the 16 x 16 had
16. All the toms were beautifully finished
and fitted with solid cast Gretschstyle
counter hoops. No air holes are drilled.

Slot-key tension rods are fitted through-
out the kit and my only criticism of that
aspect of the kit is that because the
workmanship and machining is so precise,
tensioning each head was very easy and
gave me the impression the rods could be
inclined to slip under heavy use a bit
more than normal.

Neither the 13 nor the 14 had dampers
fitted, but the 16 had a large adjustable
felt strip underneath the top head.
Tightening a knob (similar to the one
used for the spurs) brings the felt strip
up against the head much in the same
way the Gretsch “Jimmy Pratt” bass
drum damper works.

It was efficient. But I frankly thought
it strange to fit such a comparatively
large damper to the floor tom and none
at all to the hanging toms. “Asba have
fitted a new style leg and bracket to their
floor tom. They’ve dispensed with the
ratchetfangle idea — with the previous
method the only way it was possible to
angle the leg outwards was if the drum
was at maximum height — and employed
a straightforward eye ring (which the
wide-angle leg goes through) and wing nut
device. My only criticism is that the wing
nut could be a bit bigger and a “‘knurled”
finish on the top section of the legs
would help prevent slipping.

Snare Drum

The 14 x 6% was fitted with 20 lugs
(the top row offset from the bottom),
CS reverse head (ruff coated surface with
the centre spot attached underneath),
cast hoops, key holder, “flip-up™ style
damper, cast cam-action snare mechanism
and 25-strand snares. The lugs (as fitted
throughout the kit) are cast and spring-
loaded. Instead of threads tapped into
them, each lug has two short pieces of
threaded rod attached which fit through
corresponding holes in the shell. Washers
and nuts keep each lug in place. On the
snare drum, each rod of each lug has a
plain washer, a serrated washer and
finally a domed nut. It certainty makes a
change from (in some cases) one seif-
tapper for one double-ended iug. And
yes, 1 do think the drum sounds better.
The snare mechanism is excellent. The
snares can be tightened or loosened from
both sides of the drum by turning a large
round knob (again!) which moves the
release and/or the butt out from or onto
the shell. The snares are attached to both
ends of the mechanism by plastic strips
and the shell has a very slight snare bed.

The damper is a variation on the earlier
Ludwig “flip-up™ style; a lever tuins a
small felt pad up against the batter head.
The actual mechanism works well, bui
the damper itself isn’t very efficient, The
surface area is small and the whole thing
tends to be a bit “‘on” or “off” without
any in-between, Thereis also a key holder
which is basically a hole in the shell with
a rubber grommet. It works perfectly
well, but to help stop the key rattling
when in the holder, the key has a rubber
washer around it which gets in the way
when you want to tension or change a
head. However, apart from the damper,
and the relatively smal point about the
key, the drum is really excellent, beauti-
fully made, and with a sound 1 especially
liked.

Accessories

As this review is mainly concerned
with these new metal shell drums, I'll
just briefly describe the stand available.
Pride of place must go to the Asba
“Caroline” bass drum pedal. When I first
sat behind the kit I couldn’t believe how
great the action was — so smooth and
positive, It must have been some time
since I last tried one out, because after
playing it 1 was sure it would be the only
pedal that might ever make me change
from my old Swiv-o-Matics! It has a one-
piece footplate and a twin post cam
action with a straightforward single
expansion spring. Two long tightening
screws, parallel {o the twin posts, push a
spring steel clamp onto the bass drum
hoop and lock the pedal in place, The
snare stand has a wide-angle tripod base
and the angle adjustment utilises the ball
and socket principle. When I did the
wing nut up on the cast cage (which in
turn tightens around the split ball, thereby
securing the angle) it unfortunately didn’t
prevent me from tilting the drum. To
retain the drum, you revolve the drum
with the basket arms around it and the
arms tighten onto the drum. To loosen,
you spin the drum and arms around the
opposite way. [t was very secure once
tightened up, but in my opinion it's
another idea that’s great in theory but
rather irritatingly impractical in prac-
tise. The cymbal stands have heavy
wide-angle tripod bases and cast ratchet
tilters, They don’t seem to do just a
straightforward cymbal stand; one model
branches out into a ‘“‘Y” shape at the
top so you can put two cymbals on it
and another has a sort of boom device
fike an arm which attaches to the end of
the tilter, but without a counter weight.
All look fairly substantial. 1 didn’t see a
hi-hat when [ went to review the drums,
but apparently there’s a new heavier
version of the earlier one which has just
come out onto the market, It has a wide-
angle tripod base with double struts, a
spur at the bottom of the centre tube and
a one-piece footplate with a toe stop and
a fibre strap.

Appearance/Summary

The sand-blasted/baked-on type finish
looked superb. The kit I saw was Ash
Black and Asba doanother four in various
shades of blues and greys. This is apart
from the stainless steel finish, of course,
A bass drum had just been unpacked
which had a bluish/grey finish to it (I
don’t know the name given this finish)
and that looked great, too, As I said
earlier, the overall impression is of
precision and craftsmanship; the drums
themselves really are beautifully made
and finished. I feel that if Asba can geta
little more in tune with what contemp-
porary drummers are after (in other
words, do a little more market research)
without sacrificing their excellent quality
and too much of their individualized style
and design, it will improve matters
considerably. In terms of value for
money, | think the drums are very good
indeed; a very competitive price for
someone who’s after a  virtually
customised metal Kit.
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You name ‘em, and in the field of
rock and rofl Glyn Johns has produced
‘em. Probably one of the most sought-
after producers in Britain, Glyn has
produced artists of no less a stature than
The Beatles, Traffic, Eagles, Rolling
Stones, and The Who to name but a few,
His latest profect was completion of
A&Ms “White Mansions” album, a
lyrically graphic and musicaily exceflent
account of the American Civil War seen
from the Southern point of view, and
written by Britisher Paul Kennerley.

It was his satisfaction over “White
Mansions” that prompted Giyn to
consent to a rare interview. Certainly
nobody’s fool and with a self-admitted
ego “‘as big as anyone you'll find”, Glyn
revealed himself to be a producer of
radical, but simple, technique who feels
he has done his job only when he has
represented an artist in the best possible
way they can be recorded,

As well as being a producer of
undoubted ability, Glyn has also worked
as an engineer giving him the advantage
of being able to instantly choose the

Interview

by fan White

“[ DON'T LIKE MANY OF THE
NEW STUDIOS"
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Glyn johns (far right} with Waylon jennings (left) and john Dilion. (“White Mansions'

correct technical route to achieve the
sound he wants without going through
a second pair of ears. He began as tape
operator simply because he wanted to get
into the record business as a singer. He
cut a few singles under his own name
which sank without trace and then began
steadily working and learning his art.

This was the time when British rock
was booming with all the famous bands
fike The Who and Stones cutting their
best work. Glyn Johns was there with
them producing and his reputation
soared with the careers and record sales
of the groups he was recording.

He was selected by the Beatles to
salvage the tapes of the “lLet ft Be”
sessions and mix the album virtualfly
single-handed. Although he had strong
feelings about this incident at the time
he “couldn’t give a monkey's” now.

More recently he was the guiding
hand behind Joen Armatrading’s first
album acclaimed as being one of the
strongest debut albums by anyone with
the purest recording of acoustic guitar
that you're ever likely to hear. Glyn has
also brought American acts to England
such as The Eagles and Ozark Mountain
Daredevils and recorded them so
authentically it is hard to believe they
were not cut in the States. “Desperado”,

-

% g



the Eagles” tale of the West was produced
by Glyn in London.

He was fortunate enough to work in
what he regards as the best studio in
England at the time, 1BC Studios, about
the only independent studio there was
then. There he had experience with
working with the largest possible cross
section of artists and music. He was
taught in mono where multi-tracking did
not exist and everything was done “live”.
This taught him to make snap decisions
so he was well prepared when Rock came
afong and he had to formulate his own
ideas of dealing with the problems the
“new music” presented.

He was in on the ground floor of
rock music in Britain and he also had
plenty of experience in recording live
classical concerts a time he refers to as
“very educational”.

When his singing career floundered,
Glyn turned freelance engineer, the only
one. in England for about six years. The
progression to praducing was natural and
the first album he produced in its entirety
was: Steve Miller's “Children of the
Future” in 1967. He admits he was lucky
as well as being knowledgeable in working
with top artists when he was an engineer
and. agrees he is always learning which is
“what it’s all about”,

Ty

It seemed one of the obvious
questions to ask Glyn exactly how he
goes about recording an album and what
his technique is. His reply may upset a
few applecarts but his method is mainly
free of clutter and basic in its technical
application,

"1 don‘t sit down before the fact
and figure out precisely and exactly what
I'm going to do with each song. The way
| work is to listen to a song and think
about how it can be changed to improve
on it. Then, having decided roughly
on how | want to do it | then think about
who | want to play on it. Instead of
getting an arrangement done, the idea is
to select musicians to play on each piece
who actually suit the piece and allow
them to interpret the music. Then, 2
proportion is controlled as you go along.
Somebody might pick up on a song the
way you thought or you may find your
original idea was completely wrong and
someone else will come up with an idea
on the session. Jt's just a matter of
having your ears to the ground and
knobbling it when it comes along.”

Does Giyn Johns ever put a piece of
music in front of a musician which the
player must adhere to? '‘Oh Christ no!
Absolutely not. The only time when a
piece of music is written on a session that
I'm involved with is if I've got a string
section because clearly that is necessary.
Even then Il have a rough idea of what
{ want and P'll go through it with the
arranger who does the writing.

“Being an engineer is a great
advantage because | don‘t have to go
through anyone else's head to get the
sound | want. Having all the technical
facilities at my disposal and control over
what’s played makes it a lot easier.

“l work in probably the most simple
way there is. I'm not at all technically
orientated. | work 18-track, | never work
anything else and very rarely fill all them
up. The music itself on most of the stuff
! do is clearly the most important thing.
Obviously there are certain instances
where you need to create a mood when
the music will actually call for something.
But | rarely get over-technical at all”’.

Having worked studios both ‘sides of
the Atlantic, does Glyn find any
important differences between recording
in America or Britain?

"You can find rooms or facilities
that would be simiiar to your taste so you
can find whatever you want if you're
prepared to look for it, | actually don’t
like many of the studios that have been
built in the last ten or fifteen years™.

"There are circumstances in a live
room where you have to separate people
off. For instance, if you've got acoustic
guitars with a loud drummer. Even then
you must take into account where you're
putting the acoustic guitarist. |f you're

putting him in a booth it must be a “live”
booth. You can’t put him in somewhere
where there is a carpet because it won't
be fair on his instrument.”"

To what extent were Glyn's records
produced under '‘live conditions’'?

“You can't generalise because each
circumstance calls for different tech-
niques. Some artists like tc play a lot of
things themselves. Some people like to
work with large rhythm sections.
Wherever possible | try to use as many
rmusicians on the track | can.

“It isn't always possible and some-
times the song actually develops better if
you don‘t do it that way, But from what
| can gather of the way other people
work, | do things in a completely
different way in that respect. | actually
like to use lack of separation in the studio,
{ like the sound spreading. That's how |
get half the sounds | get. Whether you
tike it or not is another matter.

“I prefer to just get on with it. If
you take any rhythm section, and you
want to put another guitar on it, and the
song requires a realty delicate feel which
hopefuily it does, an overdubbed rhythm
instrument cannot affect the instruments
that have already gone down,

"The musician becomes fike part of a
machine, He might as well be playing

"I WORK IN PROBABLY THE
MOST SIMPLE WAY THERE is*

with a rhythm box. It's a little more
complicated than that, because it pulls
and tugs in different directions. Just that
in itself is not conducive to good music
and that’s the bottom line of it.

“A lot of people say [‘m 1talking
absolute toffee because some great stuff
has been done by someone starting with
one track~and building up ten more. I‘m
not knocking that. [t's just not what |
particularly enjoy doing .

“l don't like studios any more here
than | do in America because they don't
allow me to work in the way | usually
want to which is using the “sound* of a
room, Very few studios have actually got
a “sound”, They are built to be dead and
stop any sound escaping from one area to
anather in the room where the music is
played. As far as the control room is
concerned, the same thing applies.
Designers of modern studios seem to have
a method of building control rooms that
they consider “flat”. Although quite
what they think “flat” is | don't quite
understand. “Flat’ is about it actually —
boring. If the rooms have no inherent
colours to them at alf | can‘t hear very

well in them,
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the last becsuse they've been involved in
their own thing while the album's been
going on. That's the way it should be,
1 can sit back at the end of it in the
privacy of my own home and listen to
it and think ‘yesh, alright’ or ‘I blew it
there'.

“1f I'm not pleased with some-
thing I've done then |'ll go and put it
right. | won’t let it go as far as the
person buying the record., i § played
the album having mixed it and there was
something | didn’t tike about it I'd
correct it if it was feasible to do so”.

“"White Mansions”was the first pro-
ject of its kind that Glyn Johns has been
involved in, That is, an album not
belonging 1o a specific artist and having
a definite story to it (i.e. the rise and fail
of the South’s resistance to the North in
the war). It contains performances by
Waylon Jennings, Eric Clapton and
Bernie Leadon, with the rhythm section
of Henry Spinetti {drums), and Dave
Markee (bass).

"““White Mansions’* was fun because
there wasnt an artist. There was a
bunch of people and there was no ego-
clashing and you didn’t have to worry
about anyone’s career or whether this or
that was right for them.”

The most difficult part of doing the
atbum for Glyn was squeezing 25 minutes
on to each side of the disc. He resolved
this by not using track-separation bands
much to the horror of some record
executives who wanted the bands for the
Disc Jockey's benefit. Glyn's answer was
simple — “I don't make records for
disc jockeys”.

These days many artists insist on
producing their own records, Glyn
claims it is virtually impossible to be
self-produced.

“It's very difficult for anybody to be
that critical about their own performance.
That's alt it is. There is no other reason,
Obviously when a lot of musicians have a
producer they still end up doing what the
producer does in a lot of cases. When it
actually c¢omes down to their own
performance or even a song they've
written, they’re too involved to be
objective about it.”’

Surely the same problem would
apply to a producer, i.e. the danger of
getting too involved with a mix or the
arrangement of a song to be able to stnad
back fram it? Did that ever happen to
him? '

I don’t think like that somehow. |
just go on my instincts of the moment. |
don't know that | ever have to stand back
and think in that way. It can happen that
| can hear something too much, In that
case I’ll ask somebody else whose opinion
| respect.”

How familiar does he have to be with
an artist befare he goes into the studio
with them? “The more familiar the
better. | suppose it's an advantage to be a
stranger. | don't know. Very often first
albums are the most interesting because
sparks fly a. bit. Everyone is trying to
assert themselves,

“I've bad rows and disagreements
with people.  Funnily enough they're
very rarely to do with the end result. I've
had incredible rows with people over
stupid things, which have just been their
misbehaving or getting on my tits or
whatever else.  Like most people, |
appreciate a degree of professionalism
when I’'m working.

“It's very easy for someone to get off
the rails a bit. If you're trying to do
something and they don't respect what
you’re trying to do and make a noise in
the control room or whatever else, and
then they invite their mother in. That's
the sort of thing. You just have to tell
them to piss off and that doesn’t go down
too well”’.

Does he have to be a fan of, or
respsct, the performer he is producing?

“l couldn't produce someone if | was
apathetic towards them, There's no point
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in that at all. The two most important
things are (1) you get off on what they
do and {2) you get on with the person.

““l go through the same process every
time I'm introduced to an artist |'m asked
to produce. And they are the two things
you try and achieve some sensible answers
1o before you agree to do them, On a
couple of occasions [‘ve not done my
research wetl enough before |'ve started
and its not worked."’

What is it like for him as a producer
to tell someone whose music he really
gets off on that they are not doing it
right?

"I wouldn‘t just get in there and tell
them they‘re not doing it right. You
have to be more tactful than that. Any-
body, be it a “'star”” or somebody who is
in off the street, has to be treated with
the same respect and courtesy.

"Before | can make a suggestion to
anybody that they can improve some-
thing, | try to get in the position where
they are going to listen to what | am
going to say. If they really like what
they've done, then that's it | wouldn't say
any more."’

Interview

One of Glyn's pet hates about
producing is mixing. He hates it, “You
can get too involved; | might get an idea
to change the arrangement while I'm
mixing which is why | like the artist there
when {'m doing it. | can ask him then
and there if he approves of it.

On Joan Armatrading’s aloums, the
acoustic guitar clarity is amazing. How
does Glyn record acoustic instruments,

“l invariably use a Neuman 87
condenser on the acoustic guitar, | use
it from a distance, | don't actually mike
anything particularly close. | don't
approve of miking anything closely.
There are instances where it is necessary,
and there are instances where you actually
require that sort of a sound. Butitisa
false sound that is achieved that way in
my opinion,

"This is why | like a room with some
colouration to it. | ususlly mike an
acoustic guitar from anything between
two and three feet away from the instru-
ment. In my experience electric guitars,
other than basses, don't record well
direct. They're very dull, The only
person |'ve worked with who has done DI
successfully om his guitar is Peste
Townshend. He uses a Geld pre-amp with
its own graphic equaliser.”

Is there ever a problem with sound
levels in producing bands who play very
foud in the studio?

“It can present problems. But if
you've got a band like The Who and
that's the level they play at, then the idea
is to try and capture what they are doing

rather than try and alter the way they
play. You can’t interfere with someone
100 much otherwise you are destroying
what you are in there to do. The most
important thing is that the musician is
comfortable when he is playing. if he's
not happy he’s not going to play well".

One of Glyn's best live records was
the Stones’ "“Get Yer Yah Yahs Out'.
Generslly he likes recording live. In his
experience, recording a live gig can be
very problematical or it can be a piece of
cake.

“You have very little control. You
might be able to choose the venue.
Basically you're just putting microphones
in the best places possible and hoping to
luck. There is no such thing as a producer
of a live album really because he doesn‘t
have any control. An engineer recards
it and he mixes it and selects what takes
go on. But he has no control over it
unless he gets invoived with the rehearsals
beforehand and makes a contribution to
the input then.”

When he does not have to work with
the musicians in a band, Glyn tends to
select his sidemen from a small pool of
session  players. He s particularly
enthusiastic about Henry Spinetti and
Dave  Markee (drums and bass
respectively),

"They've worked for me in the last
two to three years, They are absolutely
incredible and | personally owe a great
deal to both of them. They are
remarkable people to work with, They
are fine musicians, incredibly versatile but
maore than that they are great to work
with. There's no ego involved, they are
there to do it and | always enjoy working
with them”.

Many people ask him who he would
still like to work with and his answer is
that he is satisfied working with the
people he is producing at the moment so
he doesnt think too much about future
projects,

in the immediate future however,
Glyn will be producing albums for Bernie
Leadon, Eric Clapton and Joan
Armatrading. His taste in music remains
extremely wide.

"{'ve tried to Keep a wide contingent
of artists. Originally | was known for
rock and roll and only ever did groups. |
was very proud of that but | was equally
interested in other things”,

Would he ever want to record other
types of music such as jazz or classical?

“No, because |'m not qualified to. |
really enjoy listening to classical music, |
enjoy certain aspects of jazz, But I'd be a
big fraud if I went into either of thase
categories,

I still enjoy music tremendously. |f
| didn’t | couldn’t possibly do what i do.
That's why I'm so amazingly lucky,
because | get to work with, watch, and
tearn from some really interesting
musicians. 11's an amazing job".
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The unusual masterpiece : half-inch, eight-track.
Otarl MX5050-8SD for discriminating recordists.

track machines are bulky and costly,

this unusual one will change your
idea. I's exceptionally compact, yet
comes with every feature critical pro-
fessional applications require. DC-servo
capstan motor for less than 0.05%
wow/flutter, with & 7% pitch control.
63 dB SN and greater-than-350 dB
crosstalk. Selective reproduce on all
eight tracks. Motion sensing control
logic, front panel edit and adjustable
cueing control for fast-mode monitor-
ing. Front adjustable bias, record
equalization and output level. 600 ohm

If you have been thinking eiéht-

+4dBm fixed output with XLR con-
nectors. And it comes with the latest
plug-in card electronics. The compact-
ness and performance make it ideal for
live recording.

In short, the MX5050-83D is an ex-
ception of eight-track professional re-
corders with performance, reliability
and economy internationally proven in
hundreds of applications producing
high quality 15 and 7-1/2 ips masters,
For the full story of this unique model,
get in contact with your nearest Otari
distributor.,

i Please send ma details en
s MX3050.650

i Blane:

15}

Japan: Otarj Electric Ca., Ltd., 4-29-18 Mtnaml Oglkubo Suginami-ku, Tokyo 167, Japan U.K.; C.E. Hammond & Co., Ltd., 1 1} Chertsey Road, Byfleet, Surrey KT14 7LA
Zoue | tri

Fruneo: Reditec, 62-66, Rue louxs

lle des Ch

Trans E Music S.A., K

ivijverstraat 105, 1710 Dilbeek, B

Ttaly: Exhibo lali

93330 Nmnlly s’Mame West Germany: Peter Striven GmbH, 2 Hamburg 53, Bombheide 19
S.R.L., 20052 Monza, Via F, Frisi, 22

Switzertand: Audic ﬁauer AG, CH- 5043 Zurich, Bernerstrasse-Nord 182, Haus Atlant  Australia: Klarion Enterprises Proprietary Ltd., Regent Houss, 63, Kingsway, South Mslbourne, 3205
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PRO-900 SERIES

FOR PROFESSIONAL ARTISTS

Pearl Drum Accessories—
accepted by the people who know.

Bl Stix Hooper of Crusaders, a long advocate of Pearl Drums
=~ prefers Pearl Accessories.
He says the following three items are particularly explosive.

1 Despite having the simplest possible
action, the Pear]l drum pedal offers real
power with minimurn effort,

2 A parallel Spring quick action Hi-Hat
Stand allows free foot movement with
direct and tractable response.

3 Newly developed Vari System Tom-
Tom Holder gives absolute freedom of
adjustment regardiess of the angle at
which you choose to work.

So, now, light a fire and fly higher with
PRO-900 Series Drum Accessories.
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ZIWDJIAN CO.
4 GENUINE
!4-,‘" c'-{lﬁ‘h

2ildjians have been making ecymbals 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 . . .

Bazaar is going ta make it easier, Here is 4 selection of
some of the very popular Zildjian mementoes, and some

néw Qnes.

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

the unique Zippa
guarantee. Brushed
stainless steel finish
complete with Zitdjian
trademark engraved
black and gald.

£2.50+ 18p P&R

2, Zildjian steel tape measure,

inches and centimeters, by 'Park Avenue”
U.S.A. Gold metal with black Zildjian
trademark. Complete with makers guarantee.
£1.00 +18p P&F

P

5. ‘Ritepoint’ retractable black felt
marker, Red casing with black writing
‘Avedis Zildjian Co."

75p +18p P&

3. American sports cap of a very high
quality, for all weather, for always, The
2ildjian Jogo is machine embroidered in
white writing on navy blue cap.

£5.00 +18p P&P

7. Zildjian all-purpose cotton drili cap -
one size fits ali. Yellow writing on black,
£1.50 +18p P&P

4. The Zildjian book of cymbal set-ups
of famaus drummers. Priated in brilliant
colours with action photos and cymbal
set-up diagrams of rock, jazz, studio and
big band pot) winners.

50p +18p PAP

10. Satin banner. Contrasting white on
black screen print. Billy Cobham, Buddy
Rich or Louis Bellson, Hanging banner B
peig and tassels, Size 20 x 27"

£ 2.00 +35p P&AP

11, Deluxe cymbal bag, custom-made
for Zildjian. Simulated leather with
smart black handles and fittings. Zildjian
trademark printed in gold. Double nylon
stitched for long life.

£9.00+75p P&P

12. Zildjian key-tag. Bronze alloy /i /7l
cymbal replica bearing Zildjian f
trademark. 75p +18p P&P

9. Zildjian al)-purpose T-shirt, Size: small, medium
and large. White trademark printed on black shirt.

£2.50 +35p PP

A 8, Zildjian baseball shirt. White with red 13. Retax before your next big concert

% Jength arms and red neck band. Zildjian
trademark in black. Sizes: small, medium

and large. ¢3.50 +36p P&P

* Please sand me the following:

with this beautifully made pack of
playing cards, decorated with the
Zildjian name in bronze and black.

95p +18p P&P

Quantity. | Ref. No. ftem Price

Totat Name:

Address:

Please enter {otal postage and packing:

| enclose cheque/postal order for

]
|

in favour of Zildjian

Post this coupon to: Zildjian, BCM 989, London WC1V 6XX

_— ]
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- DIGITAL EFFECTS
_ MODULE : ACCESSORY
That unique HH wondrous ingredient -
sound effects at your fingertips.
*AD.T. *Echo *Reverb ¢ Flanging

MULTICORE/STAGEBOX
* ACCESSORY
" High quality remote
connection system for your
HH Mixer at an affordable
- price!
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fact:

ﬁ' - H
from scratch after a careful analysis of
on-stage performance requirements —

‘H—-.-—J You need . . . Clear, clean sound
from your stage monitor without extra bass, and wilh smooth, high-end

Made for you. the 702 was designed
Shure lesled it on stage, and Shure

refined it on stage. Here's what we found:

dispersion. You must hear yourselt . . . above the super-amplified
instruments, above the brass,

You want a monitor that cuts through! We've solved the problems,
s0 you hear YOU —no more and no less. Where innovation was
necessary, our engineers rose to the challenge. For example, the
702's unique tweeter array with three tweeters mounted in

a concave, cross-firing arrangement dramatically

It's compatible with voltage — or current — source amplifiers,
and is highly efficient. Handles 50 watls continuous at

16 ohms. The Model 702 Monitor is a necessary part of

your act. Put it up front and you'll like what you heay.

the 702 stage monitor
cuts through!

increases high-end dispersion. This array eliminales high
frequency beaming commonly lound with single and double
fHush-mounted tweeters. This means more freedom of movement
for you on stage.

You also get . . .

Super Intelligibility. Shaped
response — boosted mid-range,
controlied bass rolloff. Lets
vocals cul through on stage.
Super QOutput. 114 dB sound
pressure level at four feet (1.2m)
wilth only 50 walts.

Exceptionally Wide Dispersion.
90° horizontal, 110° vertical
dispersion for broad stage
coverage.

“Roadie” Proof. %" plywood,
corner protectors, rubber feet.
Built to last.

Stage Versatility. Close-up (30°)
or long-throw (60°) set up
positions. Great for both roomy
and confined stage areas.
Portability . . . Looks. All these features in a line-looking, low
profile, and lightweight cabinet.

Unique “wide-angle” concave
weeler array — cuis (hrough
on-slage volume, eliminates
“beaming’ on-axis and muddy
sound oll-axis.

o T | T

; L] — ! '_:, .}
702 Frequency Response % 9 ] | - PR =
Curve — with enhanced z J i Vs
mid-range for outstanding ] :
intelligibility. - il -t

1 R O I

H i R Y

= : 0o 0000

Sound of the Professionals.
Shure Electronics Limited, Eccleston Road, Maidstone ME15 6AU—Telephone: Maidstone (0622) 59881
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“Teen Beat” and | used to learn all that
stuff. Then | started studying when | was
about 14, and | noticed an amazing
improvement when | staried studying.
1 took lessons for three years but in the
three vyear span | learned five vyears’
worth of work. In the first week | was
there | went through half of the first
book. And the teacher said, "“Wow, this
is a first for me'’. | did real well with
him; he was just a local guy, Dick Bennett,
and he used 1o teach around Brooklyn. |
noticed myself improving at an amazing
rate. | had a friend and he was always the
neighbourhood’s best drummer and | was
out to get him, He was way up there and
I was way down there. | started taking
lessons and passed him and he just stood
there. For me it was like, "Wow, | beat
oui the neighbourhood drummer, this is
amazing!” And so | kept with it, kept
studying, playing, studying, until | was
about 17 or 18.

Then | started playing everything —
bar mitzvahs, sweet sixteen parties,
weddings. When | was about 17 or 18, !
started directing more towards rock
dances for churches and clubs where you
had to do all rock. So, fream then on, |
just got basically into all rock and left the
society gigs out. That went on until |
joined a group called the Pigeons which
was later the Vanilla Fudge.

How old were you when you joined the
Pigeons?

I was 20 vears old. When | joined the
Pigeons, Timmy (Bagert) was always a
loud bass player and in those days, 1966,
he was using two Dual Showmans and
he was loud as hell, so | put a micro-
phone in my bass drum, | always used
to cut up paper and varnish the insides of
my bass drums and all my drums to make
them louder because that would seal up
all the pores. 1'd have a layer of four or
five inches of chopped up paper. 1'd fay
the microphane right on top of that and
it would come out the air hole and we'd
plug it into Timmy's amp. That worked
pretty good because Timmy played out
of it and the bass drum came out of it
and it gave the spread of the bass drum
from the two amps and the sound of the
bass drum itself so it was a pretty big
sound.

| used that from 66 through ‘67 and
then about April or May of '67, just as we
were changing our name to Vanilla Fudge,
we were playing up in Poughkeepsie, New
York, and a friend of mine who was a
drummer said "1 know where you can get
this big old bass drum.’ It was a 26" bass

drum, a8 Leedy bass drum from the
1930's. It cost five bucks,so | said
“Great'. My concept was, ‘'Well, if

they‘re using bigger amps, |'ll use bigger
drums.” ln those days everybody had

little drums. So ! had this big bass drum
which | covered myself in red sparkle to
match the rest of the kit which was a hell
of a job. So now | had this Gretsch kit
with a Leedy 26" bass drum which was
amazing.  Everywhere | used to go,
drummers would come up to me and say
“Where did you get that?' and they just
used to freak out, especially in Europe.
The first time the Fudge went to Europe,
all the English drummers went bananas
over that drum,

I used the kit with the big bass drum
from May ‘67 onward. | was using one
bass. | replaced the Gretsch bass with
this one and left it at home along with a
couple of other drums which, in turn, my
brother (Vinnie) started playing on. He
was nine years old and | went home one
day and he was playing all these amazing
drum patterns that he learned himself.
So | told my parents to send him for
lessons to the same guy | went to. He
went and studied for three years also.

How long before you went to double
basses?

Weil at that point, it was about a year
because | got my Leedy bass drum in
May of ‘67 and then “Hanging’ On”
came out in June and we went to Europe
that year. | still had it then and ) got my
sponsorship from Ludwig in June of '68.
That's when | went crazy with the big
drums. They said “What do you want?”’
and i said “Well, let me see.” | told them
I used a big bass drum and | thought the
concept of all big drums would be great.
So | ordered 26" x 14" bass drums, my
small tom was a marching tenor drum
which was 12" x 15", and my next sized
tom was a 16" x 18", and then they
made me a 22 bass drum over on the
side for a big tom. With a 6%" x 14"
snare, that was the drum set that started
the whole craze with big drums. When |
got that set | couldn’t believe it and, as a
matter of fact, they couldn’t believe it,
Ludwig cafled me up about two weeks
after the order went in and whoever was
in charge of advertising said "Mr. Appice,
we have an order for drums here that we
don’t think is right.” And | said, “What
is it1?"” and they named it off and | said
“No, that's right.”" They said '‘But these
drums are real gigantic, what are you
going to do with them?” | said "That's
what | want, real loud drums.” So their
minds were blown, they had never even
seen a kit like that in 20 years. So they
built it for meand when | got it | couldn’t
believe it; it was just unbelievable.

So you feel you were the first to develop
the big drum sound?

Yep, without a doubt. Before “"Hangin'
On", who had a big drum sound? Keith
Moon had a big drum sound but it
wasit't really as ballsy as we had; Ginger

#

Baker never really had a big sound, he
always had a pretty thin drum sound. My
kit was definitely the first big kit. And
then when we took Zeppelin on tour and
John Bonham saw those drums, he said
"Oh man, get me some.” | remember
calling Ludwig and saying “Look, | have
this guy who is on tour with us, an
opening band called Led Zepgelin. |
think they're going to be big. He wants -
to get a duplicate set of mine so if you
can't give them to him for nothing maybe
you can give him 50% off or something."
So it ended up they sponsored him from
my phone call and he ordered a duplicate
set of mine, The next tour we did, it was
equal bill and we both had the same set
of drums and he was real happy with
them. But mine were definitely the first
ones and I’m proud of that because now
gverybody has something so different
that they’re looking and searching for a
way to set their kits up differently with a
92" tom tom in the front. They're
getting to the point now where |'ve seen
drummers with 32’ bass drums and they
just sound terrible, They‘re too big. A
little kid thinks ‘“Ah, I've got to have a
gigantic bass drum, it'll sound amazing.*
But that's wrong because the beater does
not hit in the middle of the bass drum; it
hits toc far down at the bottom. And it
sort of messes up the sound. | found that
out from my 26's.

It was easy 10 play 26's and that big
set with the Fudge because there was a
lot of down material. When Cactus came
along it was real high energy stuff and |
switched over to an Octa-Plus set and |
changed the bass drum size from 26" x
14" to 24" x 15" and | only lost one
inch. The size of the head was reaily
good because the beater hit right in the
middle.
You ware already singing with the Fudge?
Yeah, |'ve always sung with all the bands
I've been with. As a matter of fact before
the Pigeons we couldn‘t afford a boom
stand and | used to have a microphone
hanging right to my left and 1'd always
turn my head and bang into the mike.
You never had any problem coordinating
playing and singing?
Not really. The only time is when you‘re
working up a new tune and there’s
counterparts happening between your
playing and your singing. It's just that
you have to practice it; it’s an indepen-
dence, another independence you have to
learn. It gets a little difficult if you're
playing a time signature and you're
playing 7/8 and singing but you get used
o it.
Your playing on the first Cactus album is
some of the best you've ever done.
That was a hot album, that was a real hot
album. | mean we jusl smoked; {Jim)
McCarty was ungodly.
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I like the snare drum, There's
something about a Ludwig snare drum
that has a certain sound, a certain crack
that's good for rock. It's good for
anything really. |’ve used Rogers snare
drums and Ludwig and Slingerland and
Gretsch and | find that the Ludwig has a
little more bite and a little more sound.
It’s very hard to explain sound.

Again, if | need something, they
make it up for me and it holds up great,
I'm like their guinea pig if they want
something tested. When the 1402 stands
came out, the big heavy ones, we were
playing a gig with Jethro Tull and Led
Zeppelin. |t was when | was with Vanilla
Fudge and it was a gig in Chicago at the
Kinetic Playground. | was testing their
1402 stand that night and | hit it a few
times and cracked it right in half. | gave
it back to them the next day and said
“Here’s your stand back!” They really
care about it, they want to know why
things break.

Have you always used Sound Control
heads?

Na, | use the Remo black dot head in the
studio for recording on the share drum
because it gives a little more bottom end,
But ) use Ludwig silver dot heads on
everything else. | find the Ludwig heads
last longer. 1 had this freak Remo head
on for 70 concerts and two albums, it
never broke. The way it eventually broke
was when a truss fell and hit the snare
drum and split it. So | put Remos on and
every show | would have to put another
one on because they got wrecked, | think
Ludwig are making real good skins now.
The only thing they fall down on is their
sticks. Their sticks aren‘t too strong but
they're getting better.

What kind of sticks do you use?

| use Regal 5A's and | throw out Ludwig
B5A's on stage.

You use the heavy ends when you play?
Usually; when I'm playing all-out heavy
rock. But, for soft tunes, | turn the
sticks around. That's why | use the
Regals, because they get a good cymbal
sound, it's very clear, Even on the toms
it’s clear.

You use a matched grip?

Yeah, | played 12 years traditional and
tive way | switched over to matched grip
technically is a very funny story. | was
on tour with BBA and | had this amazing
callous, a blood blister. Two nights
later, we had to play in London and
peopie like Emerson, Lake & Paimer
were gonna be there, a lot of heavies from
London, and | had to be good so | saw a
doctor to see if he could so something for
me. And the doctor was Dr. Roberts,
from the Beatles song. So | told him the
problem and | said "‘Give me something
to rub on it to deaden it."” He said ''We
have to inject it"” and ! said ‘! don't
want you to inject my thumb”. So he
put two needles in and novacained my
thumb and it was great for that night.
But then ! noticed over the next couple

of days where he had injected it it was
still hurting, | went on for a week and a
half and, before | knew it, there was
something wrong with the needle and it
gave me an infection that went up my
arm and reached up my elbow and hit a
gland. | was back in London and went to
see another doctor, a lady doctor, and she
lanced it, and said "It was a good thing
you came here or you could have got
gangrene!” That was all over and done
with and | finished the tour and came
back to New York and had my drum
studio going and ) was there teaching. |
put this traditional grip there because
when we went through technical books |
used to hold it that way and | couldn’t
do any of the B-stroke, 7-stroke or
any of the rolls because | couldnt put
any pressure on that thumb where the
needle went in, | had to turn the stick
around the other way so, by teaching
four of five days a week on my time off,
I went through all the elementary books
with the students, | went through the
technical books and, after about 3 or 4
months of that, my hands started deve-
foping.

In a way it is better because when |
used to play live and do a solo and |
wanted to do something technical, I'd
have to switch my stick around, 1'd be

playing the heavy stuff and if | wanted
to do accented triplets or 5 or 7-stroke
rolls, 1'd have to switch the stick around.
But now | do it all with matched grip.

How would you describe an Appice solo?
| have a skeleton solo that | use and ! try
to incorporate showmanship the way

Krupa did. Stick twirling and all that
because it's not just the solo that people
get off on. [t depends on what audience
I'm playing for. For instance, if | play
for a BBA audience, it would be a more
technical solo than if | played with Rod.
Because the audience level of technical
consciousness is a lot less with Rod
because it's mostly a lot of little girls
that don’t know the different between a
7-stroke roll and a four-siroke ruff.
Whereas, when you get an “instrumental’’
audience, they know the difference,

With BBA | used tc do a lot more

technical stuff; | used to try and start the
solo off and build it to a point and bring
that dynamics down and fool around
with different accents and wah-wah and
sound, cymbal sounds and bending, and |
liked to get the audience involved with
me. I'd get them clapping and then |
would play to them. That way it's all
like one unit. 1 try not to do it too long
because it gets too boring; there’s some
guys now who still do 20-minute solos.
You really have to lay back playing with
Stewart?
Yeah, obviously. With Rod, it's playing
more power than technical beats but
when | joined up with him he knew wha |
was and he said to me 'l don’t want to
cramp your style. You will get a solo and
you can play like you played in Cactus.”
in a way it's good because, through the
show, | concentrate on keeping the
grooves, playing real powerful, and
playing with a lot of showmanship. And
by the time my solo comes, | have lots of
energy to d_o it.



PROfes&onal PERCn

Hiring to the music industry, importers and suppliers of all

20%

DISCOUNT
LOTS IN STOCK

ALSO AVEDIS ZILDJIAN, 1ZMIR
TOSCO, HAYMAN, UFIP CYMBALS
& GONGS

PRO —~ PERC OFFER THE
FINEST TUNED PERCUSSION

1
AVAILABLE TODAY! 25% to 35%
DISCOUNT
FRAMCE
D'Elude Xylos 3 Oct £168
D'Elude XVYips 3%z Oct £210
Xylo Gallop 3 Oct with case £330
Xylo 3% Oct Record £643
Xyio 4 Oct Record £696
Case Glockenspiel 212 Oct £139
Peda) Glock QRF T 2% Oct FE £322
172" Chimes 14z Oc¢t £698
Marimba Concert 3 Qct £726
Marimba Concert 4 Oct . £915
Marimba Concert 4 Oct Ex Hire £700
VIBRAPHONES
Bergerault Radio Vibe £625
Bergarault Touraine Vibe £750
TUNED PERCUSSION PREMIER
Chimes 864 £635
Glogk 570 £123
Pair Timps F/glass 810 £666
Timp, Copper 22" {57¢m) £459
Timp, Copper 25'" {64 c¢m) £48S
Timp Copper 28" (71 cm) £508
Timp, Copper 30" (76 ¢m) £577
Timp, Copper 32" {81l cm) _ £647
As above with gauges
701 Vibraphone £640Q
Pr, Slingerland 402 Copper Timp., with gauge £900
Musser Pro Vibe o £1310
Deagan 594 Vibe. Acoustic Electric with built-in
transducers ’ £1500
Viscount 4 octave Vibe. S/H £550
Premier 701 Vibe S/H £495
Iﬁo;s Ioé Latin in Stock £250
atal Congas
Natal Bonsgwe £.62
Pearl Timbales £89
Pramier Timbales £105
S Drums 22" B/d Green £480
S Drum 22" B/d Golag all stands £500
5 Drums B/d. Black all stands £520
5 Drums 24" B/d. Black all stands £573
4 Drums 22" 8/d, Pink Champagne all stands £420
4 Drums 22" B/d. Maine all stands £400
4 Drums 20" B/d. Green Flame, all stands £400
4 Drums 22" B/d. Red Rosewoond all stands E455
4 Drums 22’ B/d Walnut ali stands £455
4 Drums 18 B/d Chrome all stands £350
Rogers Greater Londoner V, Memrilok/Swivo £480
New 22" B/d 18". 14" and 13" T/Ts and dyno £370
Peart Concert Toms, new 8 Brothers in¢ stands
Premier 5 drum kit inc stands and cases S/h Good £300
B cc:nd:{lgn £199
remier rums S
l'emhl' n% Drums only 24" B/d, 18" 16" 15"
14" and 13" torns. Red white and blue £350
Arblter Autotune 5 drum originator kit, white new £430
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SUPERSOUNDS

2 Highgate Rd, Kentish Town
lL.ondon NW5
Tel: 01-485 4434 01485 0822

Here in North London we do things differently.
When you've bought something from us we
want you to bring it back! Just so we can
check it over.

Doesn’t matter what it is, if it’s the type of
thing that needs expert attention you can keep
on coming back and we’ll go on helping you.
Every few months or so let us see that guitar
again, we’'ll make sure it goes on playing per-
fectly, There’s no charge for this service. When
you shop at Supersounds you're joining a family,
THE NORTH LONDON FAMILY.
And we do look after our own.

Rogers Pro-Beat inc Stands, Cases S/H
£575

Full range of Le Blond Drum Cases & Premier
Trilok Stands

1 Pr Pearl 15" 8' 16" Concert Toms in¢ Stand £98
Premiler S Drum Kit In¢c Stand S/H Immac £378
Premier B304 Trilok £488
Clympic B1033 £279
King Conagas inc. stands & cases £235

HIRE DEPARTMENT

So you want to hire a drum kit, vibes, timbales, xylos, timps, cymbals,
or anything percussive — ring our Hire Dapartment, 01.485 4434/
0822, ask for Duncan or Chris

AT LAST
THE ARIA PE. RANGE

PE 1500 (with Di Marzio pleckups)

PE 10090 stangard

Pra Il Les Paul Standard, Cherry Su nburst
Pro Il Les Paul Custom. Tabh Brow

PFro 11 Les Paul Custom Fancy F|n|sh
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Gibson ES 355 TD Stereo (rare one)
Gibson Les Paul Custom White 197

Gibson Les Paul Custom (5G Shape) 1961
Fender Tele Custom M/N

Fender Jaguar 1964 (Recan)

Kramer 250 G

Hagstrom Swede Cherry

Gretsch Anniversary

Epiphone Cornet very old salid

BASS GUITARS
Kramer 4508
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£
Kramer 2508 2238
Rickenkacker 3001 Black £300
Rickenbacke) 2001 Blue S/H £285
Guild 310 Cherry £260
Fender Jazz 1968 £210
Fender Precisian, 3 mths old. Walnut £l9s
Fender Musicmaster £8%

AMPS
1IN STOCK Naw

Special Offer
LAR Series L5100 watt 2 x 12 combo
£319

Marshai! SO watt valve tops £
Marshaill 100 watt transistor tops £
ALL CARLSBRO RANGE IN STOCK

Irtermusic combo with reverb
Intermusic combo

MM 12 into 2 Mixer

PACE 500 watt Stereo Slave

Many more items in stock
ring for details












This is the answer to the creative soundman’s
problems - two one-hundred-watt power
amps teamed up with a fully specified six-
channel mixer. The new HH sound machine,
the SM 200, is packed with every conceivable
control feature: Volume, Bass, Treble,
Reverb/Echo, Stereo Pan 3-way Momtor
Switch, and.an Input Selector switch on each
channel. Separate Master volume faders for
left and right outputs with output level -
meters, Monitor output volume, and .
Auxiliary input channel, keep everythmg
under control.

SPECIAL FEATURES
Two Hundred Watts Stereo Power’

Two 100 Watt r.m.s. power amphf:ers at less
than 0.2% dlStOl’thn

Reverb '
Built-in Accutronics reverb unit, wuth
mdzwdual reverb send controls, .

Graphic Equallzer '
Seven band active graphic equalizer for
infinite tone control.

input Selection”

A 3-way input switch selects optlmum
matching and equalization for Microphones,
(High or Low impedance), Instrument-guitar -
bass or keyboard, Ceramic record player - -
pick-ups, or audio line mput

Stereo-l’an AR : :
Pan control enables a true stereo image tobe

c:’e:‘ated particularly when echo or reverb is
a , : :

!Ilummated V.U, Melers .
~ Hluminated V.U. Meters show output
. programme levels.

Monitor Facilities

Compréeéhensive monitor facilities mclude

" Pre-off-Post channel and Auxlhary monitor
switches - separate monitor mix with momtor
volume control.

Headphone ‘Output
Stereo headphone socket, can also be used
to dnve a separate monitor amplifier.

‘Tape Record Outputs -

Stereo tape recorder output sockets
facilitate recordings on to tape.

. 0-

he H.

Mlxer and Stere

i

e BT ey

For that Special Sound
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57 High Street, Hemel Hempstead
TEL 0442 59659

COME AND SEE ANDY AT OUR NEW KEYBOARD CENTRE

KEYBOARDS

IN STOCK NOW!
Yamaha CS60 £1500
Hohner Pianet T's £275
Hobhner K4 Strings £275
Hohner Clavinet D6 £390
Roland RS202 £550
Aoland SH5 £999
Roland SH2000 £769
Roland EP30 £509
Roland SH31A £649
Roland EP20 £455
Korg Micro pre-set £260
Korg Pre-set £490
Korg 800DV £750
Korg Ensemble 1 £690
Korg Ensemble 2 £820
Korg Mini 700's £410
Korg 770 £475
ARPOmni £1100
WLM Hit Organ £1200
ELECTRIC GUITARS
LEFT-HANDED

-ANOTHER SPECIAL

Guild $S100 Black £205
Guild $100 Walnut £295

Fender precision Bass mapte neck

sunburst £240
Fender Telecaster Std.

Rosewood neck £245
Fender Telescaster Bass black.

Maple neck £265
Fender Mustang Bass blonde

Rosewood neck £195
Antoria Les Paul Black £160

94

CASH AND CARRY

100 High Street, Aylesbury, Bucks

TEL 0296 86913

COMBO AMPS

Laney K40

Laney K20

Marshall 50W Valve
Marshall 100W Valve
Marshall 30W Solid State
Maine Artist 221
H/H Studio 50
Carlsbro Hornet
Traynor Bass Master
Roland JC120
Roland JC80

Music Man 21065
Fender Bassman 10
Peavey Mace
Intermusik

*

EFFECTS

Roland AP2 Phaser
Roland AP7 Jet Phaser
Space Echo

MXR Phase 100

MXR Phase 90

MXR Phase 45
Carlsbro Flanger

Bass Jazz Chorus
Morley Volume
Morley Volume Boost
Morley Power Wah
Morley Wah Volume
Morley Wah Boost
Morley Wah Fuzz

Bell Phaser

Bell Multi Phaser

Sel! Flanger

Guild Grizzly Fuzz

B & M Wah-wah

L 140
£65
£270
£370
£145
£289
£165
£82
£250
£479
£379
£500
£279
£425
£220

£38
£69
£360
£95
£70
£45
£48
£110
£66
£75
£79
£90
£110
£115
£30
£45
£53
£23
£19

£ N'GY (USIC

Chapel Way, Botley, Precinct,
West Way Shopping Centre

Oxford
TEL 0865 721411

ELECTRIC GUITARS
RIGHT HANDED

Guild $100 Black

Guild S300D with DM, P/U
Rickenbacker 4001 Fretless
Rickenbacker 340 12
Rickenbacker 330 12

Music Man Stingray bass
Music Man Stingray guitar.

‘Ovation Preacher

Ovation Breadwinner

Kramer 350B

Shergold Mascuerader

Gibson Les Paul custom
Gibson Les Paul Deluxe
Gibson Les Paul Std

Gibson Les Paul Custom ebony
Gibson RD Artist

Gibson Explorer

Yamaha SG1000

Yamaha SG2000

Full range of copies in stock from

*

AMP TOPS

H/H VS Musician

H/H VS Bass

Carlsbro Stingray bass
Traynor Bass master
Traynor Custom Special 200W
Roost AP100

Music Man 65 reverb
Music Man 65

Vox AC B0 top

Maine 100S

Maine 100W Std

Marshall 100W Valve lead
Flame 100W pack leader
Orange over drive

£295
£393
£450
£450
£545
£430
£430
£400
£400
£425
£180
€450
£350
£440
£450
£600
£450
£450
£660

£59

£150
£135
£130
£200
£150
£142
£380
£320
£191
£198
£169
£200
£119
£210






Necks
Bodies
Pickups
Assemblies
Bridges
Pickguards
Brass Nuts
Tuning Keys
Knobs
Pots
Switches
Foxtails

DISTRIBUTED
EXCLUSIVELY BY

ISA

INTERNATIONAL SALES ASSOCIATES
P.O.BOX 9783
NORTH HOLLYWOOD, CA 91609
(213) 782-3202

FOR OUR NEW
COMPLETE 1978 CATALOG
PLEASE SEND ONE DOLLAR
For postage and handling

We create professional rebz nent and original guitar parts.



'C'RIUMAR,

keyboards qug|al|t

One master console on CRUMAR's versatile ration of each sound quality on either fower ”o'r'.
Multiman-S controls string, bass, brass and piano upper regfste'rs. Compactness, flexibility and a
scunds with a bass range of 2 full octaves. All redesigned colorful new look, characterize all
sounds can be played simuitaneously to provide aspects of this 20 kgs professional instrument.

orchestral effects. A split keyboard permits sepa-

CRUMAR's Organizer-B Organ + the portable organ
with the fullest, fattest sound - wéighs only 25
Kgs. it features nine individual drawbars, electroni-
catly produced tone wheef generation, lighted tabs,
flute percussion with attack and volume controls,
plus an octave and a half of explosive bass.
The unit's improved design, plus added bass
extention, makes the Organizer-B the keyboard that

,# everyone should own.

1

DISTRIBUITED IN ENGLAND BY
TREVOR DANELS & CO,

65 LANGDALE ROAD DUNSTABLE
BEDS. LUG 3BX TEL.0582-600053






Jrn Rodfordk
BOSSHOMNONICS

Continving sast  month’s
harmonics discussion, if any of
you have been experimenting
with this technique you will
probably have discovered more
than you thought possible to
obtain, Last month's article
included a fingerboard diagram,
showing bharmonics possible at
various positions, but unfortu-
nately it was not printed because
of space problems, so | include it
below for your reference. Al
though harmonics are sparsely
used in general bass playing, [ am
finding them increasingly useful
as an extension to tonal expres-
sion, as are a rapidly increasing

- proportion of the top bassists.

A simple example would
be, for example, ending a song on
a chord of E7. Hit the last
dawnbeat by plucking the open E
string with the thumb, in con-
junction with the bass drum only,
Let this ring on, and then two or
three beats Jater, pluck two
harmonics  together, located
directly over the seventh fret
position, on the 1st and 3rd
strings, The third string harmonic
produced is an E, and on the first
string a D, the dominant seventh
interval in an E7 chord. In
conjunction with cymbals only
with the harmonics, this provides
a delicate but different sounding
ending to a piece.

Apply the same timing and

instrumentation method to
ending on a G Maj 7 ¢hord, and a
slightly  increased degree of

difficulty ensues, but the barring
practice 1 suggested in an earlier
article should help here. Fret the
G, at the 3rd position on the E
string, with the first finger and
pluck with the thumb of the right
hand, Whilst holding this note
and letting it ring on, locate the
harmonics at the 5th position on
the G string and the 4th position
on the D string, with the fourth
and second fingers respectively,
The harmonics produced are G
and F sharp respectively, the F
sharp betng the major 7th inter-
val in a G Maj 7 chord, and they
should be plucked simultarieously
with the nails of the first two
fingers of the right hand,

A pleasing sound is produced
by these two close harmonics
intervibrating, as they are only
one semitone apart in pitch, and
the low fretted G droning on the
bottorn, adds richness to a chord
with distance between its com-
ponent parts, which was unachiev-
able on bass guitar before this
technique was opened up. It is
admittedly difficult, physically,
to play a shape of this nature, and
a high “bridge” should be formed
by the left wrist to allow the palm
to clear the first, second and third
strings, allowing the touch har-
monics to be delicately found,
and sustained whilst still holding
down the low G. .

If you can master these two
examples, you'll begin to realise
the possibilities this technique
and thinking offers, but on the
other hand you may feef it’s a
waste of time, and not valid
within the concept of bass playing.
I feel it’s up to the individuzl and
purely a matter of personal
choice. For many types of music,
especially heavy rock, its uses are
obviously very Jimited due to
overall volume problems,
although in a three-piece format,
with Bob Henrit and John Verity,
on recent Phoenix amplification
clinics we undertook, we per-
formed our own rendition of
Hendrix’s *“Little Wing'’, and the
nature of the song, such as its key
and 'spaciness'” of some of the
passages, plus the dynamics
employed, allowed me to throw
in a few harmonic chords to quite
nice effect. Generally though, |
suppose the Jazz and Jazz-rock
area is an ideal platform for this
form of bass guitar expression.

Another simple melodic exer-
cise which will maybe help to
point the way is the *Big Ben"”
clock chimes, played harmoni-
cally, Many of you probably
know this already but | feel its
worth pointing out to those who
do not. The harmonic notes
required are found thus:— at the
4th and 5th positions on the G
string, producing B and G respec-
tively, and the 3rd and S5th
positions on the D string, pro-
ducing A and D respectively.
Now, as soon as you find these
harmonics accurately, you will
easily be able to work out the
permutation of these notes,
required to reproduce the “Big
Ben” chimes melody. Alsoif you
move the complete pattern down
one string and play the corres-
ponding harmonics at the same
fret positions on the D and A
strings, you of course produce
the same melody with different
notes, and the same applies with
the A and E string relationship,
but as you will have afready
found, it's harder to obtain clear
results in this region.

An interesting follow-on
from this would be to find the
following harmonics on the G and
D strings: G string, as before, at
the 4th and 5th positions produces
the notes B and G, the D string at
the 3rd and 4th positions produces
A and F sharp respectively. Now
play them in this order: B, A, G,
F sharp, and you have the open-
ing four notes of the main melody

Pastorius’ “Portrait of
Now drive yourself

from
Tracy"”.
round the  bend trying to work
the rest of it out,

On fretiess bass, an unusual
effect can be obtained by sliding

harmonics up or down. Very
delicate touch control is necessary
to achieve this, and if you are a
semi-pro and bricklaying or heavy
building work is your main trade,
you may have trouble here. You
touch-locate the chosen harmonic
note in the usual way,and then
immediately after it starts ringing
strongly, you depress the string
to contact the fingerboard frac-
tianally ejtherside of the position,
depending on whether you intend
te slide up or down and then slide
the “captured” harmonic increas-
ingly sharper or flatter as required.
This requires a .great deal of
“touch” practice, and at first
you'll find yourself deadening the
harmonic completely which can
be frustrating, but once mastered,
the amazing ‘‘high swooping”
sound can be wused to great
effect, especially in funky bass
patterns. A fretless fingerboard
is essential, as fret contact would
automatically deaden the har-
maonic slide.

1 used this technique on a
recording session recently on the
track “Time Of The Season”, a
Rod Argent song, shortly to be

~released by my band Phoenix as a

single. If it gets any airplay
you'll be able to hear the use of
sliding harmonics, most evident
on the intro.

The second method for
achieving harmonics at all posi-
tions has been used by certain
guitarists for many years now. §t
involves mainly the right hand, as
the left hand is used to fret the
notes in the normal way, that is
to push the string down in contact
with the fingerboard, at the
chosen position, To achieve a
harmonic in this way the right
hand fias to be employed thus: If
the fretted note is an A held
down at the 2nd position on the
G string, place the fingertip of the
first finger right-hand lightly
above the 14th fret position of
the same string, which is one
octave length along the string, in
other words 12 frets up from the
freited note. Now reach down
with the thumb until it contacts
the string at right angles causing
the first finger to be at 45° to the
string. The touch of the fingertip
has to be Jight and delicate, as
with the previous method, and

P

the harmonic note is obtained by
plucking the string with the
thumb nail, and simultaneously
and rapidly lifting the finger from
the string. Again, with practice, a
good clear harmonic note, one
octave above the fretted note, is
quite easily produced and, unlike
the first method, the harmonic is
always the same as the fretted
note, but one octave above in
pitch,

All you are doing is shorten-
ing the string leagih with a finger
of your lefthand, which now taKes
the place of the nut. Your right
hand is performing the functions
of both hands in the previous
technique, when touch locating
the 12th fret harmonic with the
left hand, and plucking with the
right. Further, in theoty, it’s now
possible to obtain all the notes in
the harmonic series, using any
fretted note as the fundamental,
and using the right hand technigue
just described, pick out the same
relative harmaonic intervals, at the
carresponding positions, trans-

‘posed up to the new open posi-

tion, In practice this is very
difficult especially using higher
positions as a fundamental stari-
ing point and is, | feel, for these
pages, going too far, but touching
on it serves to indicate the magni-
tude of this general topic.

With this technique, any
fretted note on the fingerboard
has its one octave up harmonic,
traceable twelve frets above on
the same string. These are easy
right hand positions to find for
fretted notes in the lower posi-
tions, as the frets near the top of
the scale are accurate pinpoints,
but on a 20-fret bass for instance,
a left-hand fretted note above the
eighth position is harder to
harmonically execute with the
right hand, as you've run out of
frets as markers (8 + 12 = 20).

A bit of research on your
part, and again much practice,
will soon familiarise you with ail
the corresponding left and right
hand positions. Once you've
found most of these, if you
experiment further, you will
discover positions even further up
the scale where harmonics two
octaves above the fretted note can
be obtained, also you can bend
any harmonic produced with this
method, using the fretwire, and
“pulling”  with the left hand
fingers in the normal way.

BASS GUITAR FRETBOARD HARMONICS LOCATION DIAGRAM
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“MACAR!'S
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Macari's save the
und from sml(lng'

BEST PRICES EVER FOR SECOND HAND GEAR
Singlehanded Macari’s have saved the pound! At a stroke London's feading
music retailer has returned to 1974 values by offering musicians high, high

rates of exchange on their used equipment.
:': Gone are the days of the ipsults. When the time cames to walk into a stare NOW IN STOCK
B carrying your much loved amp or guitar you won't get the derisive comments Deadman Sop. Saxophone £115.00
L and insulting offers found elsewhere. Try walking into Macari's in Charing Buifet Sop. Saxophone £ 85.00
. Cross Road with  that ) El Kosia Alto Sax, Silver £150.00 + Case
. item, there you'll get an S$/H King Alto Sax. Silver £145.00 + Case
'. offer that will make you - Yamaha Alto lmac. Condition £235.00 + Case

' feel that it’s well worth- .- — i i - Rk o e e S/H Corton Tenor Sax. Gold £190.00 + Case

L, while to trade i nd ! Grassi Tenor Sax. Gold £220.00 + Case
trade up, You may o [Z 10 Pt A ‘_‘}l E" E Berg Lorson Tenor Sax. Gold £250.00 + Case
d

A WTFF

b trade up. You may not
S/H Ctarinets & Flutes llarge selection)

realise sxactly what your ] =
: old equipment is worth, B = HH Echo ) £140.00
3 Call or ring Macari's and v Marshall 6 Way Mixers £ 65.00
. get a pleasant surprise, + Fender Super Twin with Graphics £3%50.00 Brand new)
' Macari's have saved ' Marshall 30 Watt Amps. £410.00
. the value of your pound k Carisbro 60 Watt P.A. Amp. £ 80.00
El in a unique way. Not f WEM Bandmaster Mixer Amp. £100.00
; only are they able to I: WEM Slaves £ 52.00
offer you the highest Custom Sound 150 Watt Reverb
. possible prices on used E P.A. with Cabinets £430.00
! gear, they're also able & Farfisa Professional Qrgan
: to offer any new item of L ) S/H Synthesizer Korg Preset £450.00
equipment really com- - " Compact Piano £250.00
petitively with an after Compact + Phase £265.00
sales service that many musicians feel went out with the Victorian tradesman, Dutch Pianc £495.00
Look at this fabuious Roland guitar amplifier. This is an example of modern, Micro Grand £695.00

compact high power amps. At Macari's they don't cost the earth, Why don't
you call now and discaver just how Macari's have saved the Exchange Rates.

[promise to pay the
e cecel DEAIEL O €QUPMENt
ato our shop more
money on part
exchanges than el
get anywhere élse
in town!

macari;







The Earthband |
_3 . yourdealernow

4 . General Music Strings,

: o ) Treforest, Mid-Glamorgan.

' d g )
The Musicians
Workshop Sound Wise *
47 Killigrew Street, Falmouth,Cornwall TR11 3PW now have a
in agents for 2o Hagstrom Patch 2000 guitar Synth
IBANEZ « YAMAHA ¢ ELGAM a bargain at £71295]
PEAVEY*CRUMAR e GUILD ¢ GIBSON . ]
for all spares and accessories — Di-Marzio and Velvet 27-29 Norwich Rd’ ’psw ich.
Hummer pickups — Guitar repairs, conversions and of Tel 0473 53386
course Service a Speciality

Pay us a visit now — or relephone Falmouth (0326} 315857

JOHN SAVAGE’S EXCITING NEW DRUM BOOK AND CASSETTE

L JARg0E  JORUKEIER

Available from your

IS AVAILABLE NOW i local music store

details from

John Savage's Music Centre
71—72 Norfolk Street,

King’s Lynn (Tel: 4026)

Price: book £3.50 cassette £3.50
PLUS 50p post & Packing

JOHN SAVAGE
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A new new name
inband gear, Yes..
but in quality, No

For years SOUNDOUWUT have produced quality aua
now you can benefit from their sound experience....

7000 JUBILEE
300 watts AMS fed lo four specally developed
speakers. Each with iis own ameliler

THE MILL 1379 LINCOLN ROAD WERRINGTON PETERBOROUGH
TEL(0733) 71913 CABLES HITCHCOCK PETERBOROUGH

ScricnakKnows! [

Carlos Sanlana has brought the Lalin sound |6 more people 1han

So. when this Giant-ol-Music steps out il musl be wilh lop equip-
menl - especially his Latin percusston inslruments

The traveling lhis band does is considerable and the inslruments
he uses mus! not only sound he besl, they must hold-up:

... Just part of the new range of band gear from...

SOUNDOUT

Ask your dealer for details or send the coupon tod.
rPlease send me details of your Band equipment,
| Name

I
| Address

Soundout Laboratories Ltd
9l Ewell Road, Surbiton, Surcrey. England.

—— — O V— W — T — — — — — — — — — — —




HGV
Win Third

TEAC/TASCAM

Session

The third, and final band, to win a
master tape in the Teac/Tascam competi-
tion organised hy International Musician.
HGV already have a publishing deal with
EMI and were no strangers to the studio
when they set up at lvan Berg's 8-track
studio in London’s Broadburst Gardens.

HGV are at present: Gary Beager
{lead guitar, harmony vocals), Steve
Beager (bass and harmony vocals}) and
Mike Dowling {drums). Unfortunately,
when HGV did their session they were

without a lead vocalist and Gary and
Steve did an admirable job in coping with
the vocal chores that took on an lan
Gillan/David Coverdale flavour for the
powerful high-volume rock being put out
by the band.

The band have been together in ane
form or another for 18 months. They
have auditioned aumerous frontmen but
have still to find the man with the right
style for them.

For their session, the band put down

i -
ILAC 1880 AN
L. Y FTRIFEE
Woina

their rhythm track and Gary then did
several drop-ins on guitar. When this was
right both Gary and Steve attacked the
mike to lay down the vocals.

HGV have already gigged at such
venues as the Nashville in London,

Fulham’s Greyhound and The Bridge
House in Canning Town. They are

semi-pro at the moment, but eventually
hope to land a record deal they are
happy with.







throfessio I
li’(eybtzaar centres

& drizion of Tily Elesbmaics Liribed

25 Central Sq. High Rd. Wembley 01-902 2832
65 Market St, Torquay, S. Devon 25488

the amazing .

{RRP: £265)

*  Fult 5 actave, 61 note keyboard {F—F)

* Piang, Honky Tonk and Harpsichord veices

* Bass control converts bottomn two octaves to bass notes
*  Separate outputs for Piang and Bass voices

* Transposer/Pitch Control

* Complete with Carry Case and Sustain Pedal

* Only 41" x 11" x 6"

This has got to be the finest value Electronic Piano
on the market. Available now from stock at CE
Professiona! Keyboard Ceniree

——————— CUT THIS OUT & POST NOW = wm oo oo e o o

Tao: City Electronics ~ Professional Keyboard Centre
PLEASE SEND ME INFORMATION AND PRICES ON:

The CE ‘Travel Piano' [__]

Portable Organs [_] Synthesizers [_]
Keyboard Amplification ] Effects [
Electric Pianos [__]  String Synths [_]
Easy Payment Terms [ ] Export |

|||||||| LECEEETTTL CUL P L T LR B R TLR L LSS TTRTTTTTE AT L] T
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8 THE PS500 SLAVE AMP — A MAJOR BREAKTHROUGH
§ IN HIGH POWER AMPLIFICATION '

500 waTTs - £235.00

[l THE 4 way THEATRE SYSTEM

SP4
PIEZ0 ARRAY

£66.00 |

HF 100 WATT
~ HORN UNIT

£160.00 §

M 2122x12"
80 WATT
" RAM-DRIVERS

£123.00 §

LF 15
BASS BIN
150 WATT
15" SPEAKER.
REAL
|} “NuTCRACKER" §
" BASSI!

£160.00 §

ALL UNITS COMPLETE WITH BUILT-IN CROSS-OVERS ::':';—'

all prices include VAT

Ask your local dealer about atl the
DAVE SIMMS MUSIC PRODUCTS,
or send 15p for cataiogue.

Project Electronics Ltd

B 1 - 5. The Grove, Ealing, London WS 50X Tel. 01.567.0757

TRADE & export enquiries welcome




Soundout present:
INTERGRATED IVORIES FOR
TOUCH SENSITIVE TICKLING'

&) TS 55 Electronic Piano

_ Tﬂe mrrnduc!.-on of the remarkable ELVINS TS 55 E.'ectmmc Piano means that
- today’s musicians can now have a TOUCH- SENSITIVE eleciranic piano at
- their finger {ips which gives the sound character and feef of a cgnvenrmnal :
. wie, s.lrung Jnsrrumen! Tbe umque ELWNS' T8 55 From ke Rl

"Iad,'- Surbuon Surrey Tef 01’ 399 8225 )







Partls  [Fnishing Ehe Frets

If you want a more complicated finish,
which will wear better, or if you have to brush
on the lacquer, find your nearest international
Palnts stockist. International products are very
popular with people who have small boats and
ocean-going yachts, so you should look for
Marina shops and Ships Changlers. Inter-
national make two-pack polyurethane varnish,
two-pack polyurethane paints if you prefer an
opaque colour, and suitable grain fillers, under-
coats and polishing compounds to go with them,
Order 2-pack varnish, together with grain filier
to match your guitar wood or, alternatively,
2-pack paint and recommended undercoat. in
either case, order an equal quantity of thinners.

Yau will also need either a spray outfit or
a good varnish brush. Leave small electric
sprayers which buzz when operating, entirely
alone. Some of the better ones are grand for
painting houses and boilers, but rather crude
for spraying guitars. One of the ultimate spray
guns for guitar makers and repairers is shown
in Photo 2. |t comes from De Vilbiss who have
branches all over the world.

You are unlikely to find one offered for
hire, but if you are faking instrument-making
seriously you could always buy one and hire a
suitable compressor, when you need one Hired
sprayguns have a very hard time, and theraisa
lot to be said for buying your own gun, You
will notice a gytinder attached batween the gun
and the airline. This is a fifter. One of the best
is the De Vilbiss ‘Dryfit’. It is worth every
penny of its modest price, as it catches minute
drops of oily gunge which may be hiding in the
air line, waiting 10 leap on to your guitar. You
still need one even if the compressor has got a
proper air-cleaner.

Other possibilities

As the finishing progresses, you will also
need a ‘Tack Rag’' and some 400 and 600 Wet
and Dry paper. (f your supplier doesn’t see the
need for a tack rag, either he can't get them, or
you have the wrong sort of supplier. Try auto-
mobile re-finishing shops . . . which brings me
to the next point. You could always ask them
to spray it for you. The snag is that auto
re-spray places often fail to appreciate exactly
what is important in finishing a guitar., On the
other hand, really good sprayers are artists in
their own right.

No-one is likety 10 tell you that he is only
fair at his job, so if you plan to have a com-
mercial spray shop finish your guitar, you
should ask to see some examples of work other
than straightforward auto. resprays. You
might also consider taking your completed
instrument to a iocal guitar repair shop which
offers a repair and re-spray service. Again, you
should ask to see samples of re-finishing work,
and if possible, speak to other guitarists who
have had guitars re-finished by the same com-
pany.

Most such guitar repair shops offer a very
good service, sarme will provide different
standards of work for different sorts of prices,
and a few have produced rather more disasters
than could be accounted for by the law of
averages. Some vary from year to year, accord-
ing to who is working for them, So ask to see
recent samples of work. Aliowing for the
possible difficulties, paying a praofessional to
spray your guitar is still a realistic and econo-
mical course of action if you have neither
equipment nor experience in this field, Always
obtain a written quotation of cost ang clear
description of the agreed job before anyone
starts working on your guitar. Then everyone

knows where they stand. )

If you deliver the guitar nicely sanded, and
spotlessly clean, wrapped in a plastic bag and
then in a cardboard box or a guitar case, you
are more likely to get a spotlessly clean (and
lacquered) guitar returned to you. You can‘t
really blame the sprayer if you find your dents
and fingerprints under Ais lacquer. Equally, if
the guitar is soiled or damaged while it is being
finished, any reputable shop will have the
damage made good to your satisfaction and the
instrument refinished at no additional charge.
It is possible {and not unreasonable) that an
automobile spray-shop may not show the same
concern over very small blemishes as you would
expect to find in one of the better guitar repair
companies.

You may feel, as | do, that it is more
satisfying to complete the job yoursslf, or you
may have no alternative. Here are some
materials which you coulduse to finish your
guitar but | DO NOT RECOMMEND THEM. If
you turn your guitar into a sticky mess with
one of these, § don't want to know about it,
and | certainly shan’t offer any words of sym-
pathy, This list of un-recommended finishes is
probably not exhaustive, but it may protect at
least some of you from sad mistakes. Do not
use:— Household paint, Something unknown
which happens to be left in the spraygun,
Spray cans, unless the instructions state on the
can that it is a ceffulose material — (Not
Enamei! — even if it does dry in 5 or 16
minutes), Boat varnish, Spar varnish, floor
paint, car paint, tile paint, Linseed oil, Wax
polish, Furniture polish, Guitar polist, Metallic
paint, Artists paints (although some acrylic
colours are compatible with some polyurathane
and acrylic lacquers if you want to point “‘Red
dawn over Gatwick” on the back of your
guitar), Teak oil, French Polish ({unless you
happen to be an experienced french polisher],
also, on principle, beware of the latest heavily-
advertised "instant wonder”. (This may vary
according to the country in which you live.}
There are some other 2-pack polyurethane
lacquers and/ar varnishes which could be used,
but it is most necessary to use materials for
base-coats and top coats which are compatible
with each other, and which continue to adhere
gven when the guitar gets a few dents. As |
cannot speak for other materials in other
countries, angd as | have quite a large collection
of expensive, but incompatible, and therefore,
to me, useless materials, | strongly suggest that
you use the recommended “International’
products.

You can at least reasonably assume that
they are going to be fairly resistant to moisture.
Also the same ‘International’ products seemn to
be available in a large number of countries and
the 2-pack polyurethanes are particularly good
if you have to apply them by brush. You can
spray them eqgually well if they are thinned
properly to suit your spray equipment, but
ech coat will take rather longer to dry than
with cellulose materials. As with many 2-pack
materials, thera is a re-coating ‘window’. That
is to say, you have a minimum and a maximum
waiting time between coats. It might, for
instance, be not less than 6 hours and not more
than 2 days between coats.

This will vary according to lacal climatic
conditions, angd sometimes on the amount of
thinner and the method of application. The
main Intarnational distributor in your own
country should be able to advise you.
You can re-coat outside the advised time, if
you rub down with wet and dry paper and the

“them by omission, but |

lubricant,

Lacquer company’s recommended
unti! you have a completely matt surface. Any
small dents or corners which would normally
remain giossy, will have to be roughened with
a corner of abrasive paper on a bit of cork or
rubber, until no gloss remains anywhere.

Under these circumstances, new poly-
urethane lacquer will usually adbere to older,
hardened coats. Within the re-coat “window"
time it is usually only necessary to 'flat’ the
previous coat lightly to remove minor surface
imperfections such as drips, dust and hairs.
This is obviously far less work, and should be
followed where possible. In England and
Northern Europe, the English language
directions supplied with the lacquer and
hardener seem to be quite satisfactory as
regards re-coat times. Celiulose Lacquer can be
re<coated at almost any time as long as the
previous coat is clean, dry and also Cellulose.
This makes repairs to the lacquer film much
easier -- especially if you have one of the
Badger model-makers’ air brushes which can
now be bought in England. The number 200
seems to be good value for this sort of work,
On the other hand, cellulose lacquer is more
likely to need minor repairs than carefully
applied 2-pack polyurethane. There are some
other 2-pack materials which can rival polyure-
thane lacquers and | do not wish to criticise
have 1o limit this
discussion t0 one or two materials which }
khappen to fine useful and which are likely to
be available in the same form, in many
different countries.
| shall provide some more pictures and instruc-
tions on finishing your guitar next month,

All lacguers you are likely to meet are
inflammable and represent a potential fire
hazard if handled carelessly. The same
applies to some base coats and most thinners.
Keep cans sealed when not in use, and in a cool,
safe place. Do not smoke or allow naked
flames or glowing slectric heatars. Provide
adequate ventilation. People are designed to
breathe air, ot tacquer fumes. Some lacquers,
particularly polyurethanes, may cause respira-
tory irritation. Protect hands and eyes, and
wear a suitable respirator mask. A clear shield
for the whole face, some thick plastic gloves
and a charcoal filter mask cost less than a week
off work.
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COPAL AJDIO DRODUCTD

ACCUSTIC SCUIE SENEID
Contact Tony Rossell on Hockley 6356

Oor write to

A.S.S. 17 Andersons,

Stanford-le -Hope,
Essex
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11th INTERNATIONAL PROFESSIONAL
RECORDING EQUIPMENT

"m% 77' JUNE 21 22 & 23

CONNAUGHT ROOMS, GT. QUEEN ST., KINGSWAY, LONDON

Amek *Cetec
*Allen & Heath/BreneII Dolby Labs
*Audlo Kinet *EMI Tape
*Agfa- Gevaert Electro-Volce
*Allatrope/Future Film Eapdley Electronics
AKG *Formula Sound
"Audlx *Feldon
Audio Design Harman Audio
*Amity Shroeder *Helios
*Ampex *Hayden Labs
Avcom *H/H
Acoustic Research *|TA
*Audio Developments ‘‘international Musician®
*Aljce (Stancoil) ICM Cassette
‘“Beat Instruments” *Jackson Rec,
Broadcast Audio *Jacques L.evy
*F.W.0, Bauch John Page
*BASE James Yorke
B8 & K Lans *Klark Teknik
Beyer Dynamlcs *Keith Monks
*Cadac *Lennard Dev.
*Calrec *{ esvers-Rich

L.ee Eng, Rockwool
Libra Efectronics *Raindirk
Lyrec *Radford
*Lockwood *Soundex
"Music Week' *Shure
*MCI **Studio Sound’*
*3M . Surrey Electronics
Magnetic Tape Superscope
*Mosses & Mitchell XSoundcraft
Maglink Sifam
*Macinnes Labs *Scenic Sounds
National Panasonic Turnkey
NEALJFerrograph Tannoy
*Pyral *Trident
Phillp Drake Trad
Penny & Giles Turner Eiectronic
Professlonal Tape Marketing *Tweed
Tandberg
*Rupert Neve *Vitavox
*Rugby Automation Webland
*Racal-Zonal Walter Luther

Roger Squires

Tickets: APRS, 23 CHESTNUT AVENUE, CHORLEYWOOD V/D3 2HA ENGLAND

* Denotes Members APRS

Srellavox

RECORDERS AND MIXERS
IN USE ROUND THE WORLD

Since 1972, David Lewiston has used his
Stellavox SP7 to produce for the Nonesuch
Explorer Series, 17 stereo records of music
from Mexico, Korea, China, Japan, Iran,
India, the Himalayas, the Karakorams,
Kashmir, Ladakh and Tibet.

HAVE YOU SEEN THE SP8 ?

SOLE UK AGENTS : ~

JOHN PAGE LIMITED

WESLEY HOUSE, 75, WESLEY AVENUE, LONDON, NW10
@ 019614181 TELEX: 24224 REF 568

LOCKWOOD
MAJOR
A LARGE MONITOR
BUT WE DO MAKE SMALL
LOUDSPEAKERS

STAND No 6

LOCKWOOD "™~

LOWLANDS ROAD, HARROW, MIDDX. HA1 3AW.

1422 3704
422 0768
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Overtheyears, we've
gotten to know

TQmmy

LEON RUS SELL

HOYT AXTON

and many, many others
quite well.

a
' Kustom is the chosen brand of music profes-
sionals everywhere. And soon Kustom’s clean, clear
sound will ring out around the world. Now the
k w sound that made “The Midnight Special” so very
too.

special is available to you, too.

Dealer, distributor and refail inQuiries are in-
vited. Write Kustom Music, 11700 W. 85th Street,
Shawnee Mission, KS 66214 or telex: 910-740-1977.

---------1

Fiense send freg wlormation an:
' [ Lead Ampditiers 7] Saund Reinforcement I
l [ Bast Apnplifsers 1 Entire Kustom Lineg

rame

Ivm —_— f———

' dokdrey.
l Pl

HANDCRAFTED IN US.A. Check Onee: O Distribiuls O Dealer L ReLaiér Bayer

5 4 1 & 0 43 B J
125

When Sound Is Everything...
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:ZEZ Cash or Credit — no matter

- KPAISTE ~ FENDER

YAMAHA

The Logan String Melody 11 al 1.549.00 r.1.p.

Inc. V.A.T. is designed to fit on the top of most

"

[the Melody | is reputed to produce the most
authentic string sound available today. No

ELECTRO HARMONIX::
* CARLSBRO -

- FPHOENIX  * ROGERS
PLUS MANY MORE !

LR R R
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16track recording from
£907a14 hourday

We give you all you need for a great session,

Friendly experienced engineers. Professional gear Spacewal'd E:

— Studer, Dolby, Neumann, Eventide Clockworks « .
ete. Free tea, tape, even colour video. All in 19 VICtorla St, -
beautiful downtown Cambridge. i

For £90* a day. Cambridge.

Phone Gary for details anytime.

P.S. We press records too. (0223) 64263

‘ *Includes discount. VAT extra and also from £9-hr,

See and play the Fylde guitar at one of
these carefully chosen dealers

/ f London: lvor Mairants, 56 Rathbone Place
, ' Birmingham: Woodroffe's, Dale End
AW[ G[ﬂtm Manchester: Forsyth Bros,, Deansgate

ace {o;/m/z Haxe Aé,,,, 4’041 eallopmln . Leeds: Kitchen’s 26 Queen Victoria Street

; Newcastle: |.G. Windows, The Central Arcade

. ‘ 14
v/ Sl St % e MM& Edinburgh: Grant’s Home Street
Woted Vmalbewals and s~ M JVJ o fmé Stevenage: Counterpoint Music, Town Centre
. ’ ) . .t ] Sudbury Music Centre
wt J%WMW ’% ”? Lach ) or find out more by writing to
2 »&ﬁﬁm¢ /m . i AL et Exacss Fylde Instruments Ltd., Progress Mill,
. . . Orders Lane, Kirkham, Lancs.
W who Mewonao Hie “ Ahye sbrndA

Tel: Kirkham 684987

Yie, mStiurtud tial » W M&aa%f:«duzdg Export enquiries to Sound out Production,

Surbiton, Susrey,

Don’t grow old with your
Binson, although it's still
the best!

Top musicians are now using the New Echorecs with 4,6, 8 & 10 heads.
We are looking for dealers/agents for the U.S.A. ~ Canada — Benejux
— Sweden, write 10:

”I”S””SPA Milano Via Padova, 39 2846527-2899319

“The Musician’s Shop’ In stock Now

B‘J—‘I—h- 'r '-? ‘ﬁ/ wl]c::j"g DRUMWERS JUST ARRIVED

Sole Agents for Roto-toms, Bemo, Black Spot and Pin

65 Widemarsh Street, LUDWIG and GRETCH Stripe heads
Hereford for
Telwphoos (D432 BEOE1 Hirsforcishing, Worsesrar, Al Sizes
Gloucaster and Mid Y e

— .-:,’-: E EE‘ mmtw r Le Blond Cases
|- e v T a5 LOWEST
T e PRICES

L E BEST
o | SERVICE
- WORST

TEA




adi 1500

automatic graphic equaliser

Features . " Applications
*  Fast, simple, and extremely accurate equalisation to 0.75db ® Environmental equalisation for flat frequency response
using easy-to+read red and green LED indicators Utmost in sirmplicity of operation
® Economical self-contained Aute-EQ (pat pend.) circuitry Speediest solution to feedback elimination
®  Double-tuned, minimal phase-shift, monolithic IC saturation-free Programme material processing and frequency optimisation
active filters on standard 1SO centres (ieaves older “gyrator” Programme monitoring and visual indication of feedback
design undesirable due to distortion and saturation} frequencies
Low-noise with super-wide dynamic range Acoustic level balancing
Precision pink-noise generator ® Elimination of all peripheral test gear
Fimedelay circuit for noiseless operation
Full spectrum controls with £12dB boost and cut input level
controls
Low-noise, hydraulically-damped, silver-contact slide controls
with centre detent
Highest quality ADI deisn with rugged 19” rack mount

canstruction
AUDIO DEVELOPMENTS INTERNATIONAL CORP.
644 Emerson St., Palo Alto, CA 94301 USA
tel: {415) 321-3035  telex: 470 464 ADIC UI

SOLID GOLD!

They Don’t Make Guitars Like
They Used To...
S0 We Sell The Quitars
They Used To Make.

Sure we sell new guitars. We have aver 30 top-
brand instruments on hand at all times. Names like
Gibson, Martin, Ovation, Rickenbacker and Kramer

hut our true love is the origials: Les Pauls from
the "50's? Pre<CBS Strats and Tellys! Flying “V™s!
Legendary guitars from the Golden Era. Sure. some
cost a fortune — hut many are more affordable than
you might think. [lustrated is an original 1954 Les
Paul in the rare Solid Gold edition foriginal gold
finish on [ront, buck. sides and neck). Condition is
excellenm and it plays the way they never do anymure.
Price, with original brown hardcase. is $1.500 iless
than you spent on that ump stack last monthl. If
you're the kind of player who demands the hest
(rom his equipment. you owe it to your music to get
in wuch. We have many fine 1950's Les Pauls in

TRY OUT A ROAD SYSTEM TODAY, e e Each o o e Srgined

ofessionals I ly. We shi h
QOUR DEALERS KNOW THAT YOU DESERVE TO BE A STAR! professionals to play properly. We ship saywbere
PLEASE RUSH ME MY FREE ROAD CATALOG! . ::'I:::r:(re:hfﬂo:klm of new- and vi.mngc treasures,
NANE ADORESS GUITAR TRADER
8 Broad Street
CITY STATF 72IP ) Red Bank, N.J 07701 US A

{201)741-0771  10- 6 Mon. - Sat|
Buy — Sell = Trade

Rood electronics, 11631 West Exposition Bivd. Los Angeles, CA 90064 |
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88, Chalton Street, London NW1. Tel: 01-387 7449

CHASE MUSICIANS ANPLIFIED

In their never ending desire expanded into the realm of ampli-
to provide musicians with profes- fication with the opening of the
sional equipment at prices that  Laondon Amplification Centre.
don’t require asuperstar’s pocket .
boak, Chase Musicians have Contd, on next page.
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ROCKBOTTOM

Y

THE LARGEST SELFECTION
OF FENDER EQUIPMENT IN

BRITAIN AT THE LOWEST
PRICES.

Ring (01) 680-1042 for full details and prices,
or write to:

ROCKBOTTOM
74 LONDON ROAD
WEST CROYDON.,

10% deposit, Credit terms, Access or
Barclay Card, Mail Orders.

IN NORTHERN IRELAND
Two of the leading
Fender stockists arel

Rea Sound Equipment

The Squars, Stewartstown Market Street,
County Tyrone Omagh,
(Tei: 692). County Tyrone.

Where you will always receive the very hest
service and attention.

o/
Main%m!&b agents for the area
Example of some of our prices:-

FENDER Strats |, ., . . ... ... 0t ivnnon £239
FENDER TOIBS - - . ¢ o v s t v 0o st s s e st v uvaonan £209
FENDER Precisonbass . . . . . ... .. .0 vivieeans £218
FENDER JAaZZBASS. . o ¢ ¢ v v v s o v ot a0 v o naeonn £265
FENDER TwinReverb . ., .. ... ... 0 v v an £335
FENDER Acousticguitars . . ., ., .......... from £52
VOX AC3DS ., . . . i vt et e st s st aa s e s v aons on £199

ALSQO IN STOCK MAINE, GIBSON, MARSHALL, ROOST,
AMPEG, ELECTRO-HARMONIX AND MANY MORE.
BARCLAY CARD,ACCESS,H.P,, MAIL ORDER ANYWHERE,
PART-EXCHANGCE, WE BUY FOR CASH,

7&!«:@, at probably the keenest
prices in the North East

Choose from our enormous stocks
of Fender Strats, Teles, Basses, Mustangs,
Musicmasters and Twin-Reverbs . .,
- .. if it’s Fender, We stock it!
.. . and also a vast selection of other weli-known
praducts by leading manufacturers

. Sole Agents for Custom-Sound amplication
Muain Dealers for Carlsbro, Guild, Ihanez, Marshall, ete, ete.
and

WINDOWS ARE INTO

DISCO TOGC!

Ajlso a vast selection of budget price instruments and accessories.
Part exchange welcome
Self-financed HP terms, with pleasure
Friendly people
And a first class after Sales Service
Thats

OF THE ARCADE
1/7 Ceniral Arcade (by Grey's Monument)
Newcastle upon Tyne. Tel: 21356

Music, Musical Instruments, Hi Fi, Television, Records & Cassettes

)J.P.DIAS

149 BOTCHERGATE,
CARLISLE,
CUMBRIA.

THE MAIN

AGENTS AND MUSIC HOUSE
FOR THE NORTH-WEST
*TEL; 0228-22369/28700*
24-HOUR ANSAFONE SERVICE

~ COVERTRY
MUSIC CENTRE

For M GUITARS
and equipment by

HH, Maine, Roland, Carlshro, MM, Wem, Citrenic, Pulsar, D.J.,
Project, Fender, Gibson, Yamaha, !{banez, C.S.L. etc., also organs,
electric pianos, synthesizers, all leading brands of guitar strings,
including Rotosaund, Gibson, Fendar, Ernie Ball, D'Addario etc.,
guitar accessories including Fretboards, Necks, Scratchplates,
Control Knabs, Pick-ups, Machine Heads, ajso stacks of music,
educational instruments, and lots of bits and pieces.

IF YOU NEED ANYTHING — WHY NOT CALL YN OR 'PHONE

3/4 White Friars Street,
Goventry, Tel: (0203) 58671

Access, Barclaycard, Finance arranged from 10% deposit
Cash discounts J
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Also in stock we have
Gibson Hagstrom _ﬁ:{"{." M -

Epiphone Snamar;s E\ 134 Radford Boulevard, Nottingham, Tel, (0802) 76516 f.

Eko erga . e o

Hayman Antoria Lots of Guitars, Amplification & Keyboards. x

Gretsch Avon

Shaftesbury Columbus

Amplification

Marshall H&H

Phoenix Custom Sound

Carlsbro W.E.M. .

NV amzhe McGregor 1 For the largest selection of

Drums

Premier Yamaha

Gretsch Ludwig .

Rogers Clympic gear in the North East

Sonor Pearl

Keyboards

Korg Hohner

Meoeog .

spares always in stock
. Mail Order. No deposit H.P. terms
Footpedals of all makes, mics of all makes. . -
pAccessories to sui{ all demands 3 Albion Place, Sunderland, Tyne & Wear
: Tel: (0783) 78058

TIM GENTI_E We are proud stockists of
MUSIC

1420 LONDON ROAD, LEIGH-ON-SEA, ESSEX
TEL: SOUTHEND {0702) 72926

Guitars
SOUTHEND'S M SOUNDHOUSE otc. etc.

BRING THIS ADVERT WITH YOU WHEN For the best visit

YOU BUY YOUR FENDER GEAR AND GET
16% OFE BLRP BERT VEALE MUSIC & SOUND CENTRE

H.P. Part Exchange and 8 New Street, Neath, W. Glam.
Mail Order facilities available, .
OVERSEAS CUSTOMERS ENQUIRIES WELCOME Tel: (0659) 2825

Fender Guitars in Slock Guitars i Slock
Stratocashar White Mmeck witrom now £3589 Gibwn FI ablru uu Eu w,.fciu Nat

Stratocastor Nat MMNack I/trom new £329 ¢ ~5¢ NaI
Slralocosiar Walnut wicase new L400 Glbwn FID slanderu wtcau o
Siralocasiar S/B Rose/Naek witrem new £335 Glbson E533% Call Tap wine
Stratocasier Black Rose/Mock |AFIM new €299 Gibson ES343 Slereo Chnerry

. . Full range of EWetra Harmonix Efleols In Stock gI:E:E ;E:?:.:E%Eﬁ 3 Pickoup wicase Na'lww L. 55e
For the bes‘; deal on FEN DER SUltal'S n :e}nm:ar Enlr:uneg;u:m;?: " naw Eg:g glngn Rlp::“Bau N:lry new L343
‘ajacasier Custom 0448, €l naw
. Northers Ireland. : DA SR W et rton 0 s
Good Se‘eCtlon of Stratocasters from £249 in stock. Soniemastr Gads ;Tlck‘:t:u;Nack Raw £125  aibson 1950 ESI4S P.A.F, Pkt mint £649
C h te Paiste, Zildjian snd 5 SWr Zyn Cymbais in Stock glowen 1925 Els;blwsﬂws Plek-ues mn::: 523
a.s e .rms: " * o eym » gll:g‘ 3, %aui Custom 5/8 “.::; B;g
Modern Music — Wright's Arcade S P S B B hev 338 Gieson Lo roul Sndard 7o
rums Gol Cis: < St
Newtownard’s — (0247) 814657. Simaie 23231 22" 4 Some Koy oumee 223 2122 21‘»‘33 fs"s’s'ﬂ‘é‘o‘é’s"fa" " mint £393
Sound Sense — 46 Gray 's Hill Pearl Rock KiL 24 Red asnew £439  Glbson JAS 5/B

Bangor — {0247} 51292,
Easy terms, 10% deposit, up to 30 mths to pay. . :
Part Exchange, Gear Bought. 22 Middle Rillgate, Stockport 061-480 7371

All prices inc. VAT Access Barclaycard H.P, p/x Walcome
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Fender has hecome known as one of the big names in the musical instrument world, because it grew up
with, and was an important part of that tremendous evolution of popular music during the fifties and
sixties. Rock ‘n’ Roll could possibly go down in history as the largest single factor determining the social
change of the twentieth Century. Certainly it is the largest single factor in the social emancipation of
youth. To say that Leo Fender had any direct hand in the birth of Rock ‘n’ Roll, is a statement he would
doubtless be the first to deny; it is certainly true that the instruments he created were tools for that
“revolution”. To the historians, he may be as important to those years as Levi Strauss or Sam Philips; one
of the catalysts you may say that caused the reaction.

The kids of the Rock ‘n’ Roll era were weaned on blue jeans, Elvis Presley, coffee bars and pink
Stratocasters. And the electric bass of course! Without that, the juke box would have been inconceivable!
Without that, the juke box would have been inconceivable!

Leo Fender was born on a ranch in the same locality in which he was to build his business and his life,
30 miles South East of central Los Angeles, between Anaheim and Fullerton. The cautious shyness of the
man belies his keen business acumen and unique inventiveness.

Whilst he is known to have played saxophone in his school band, and to have taken piano lessons'asa
child, Fender is not a musician, yet through his talents and creative genius, the whole face of popular music
has been affected. During the early twenties, Fender was beginning to dabble in electronics. His school
studies included technical subjects like maths and science and he became something of a radio ham. His
hobby was to become his living and between 19230 and 1947, he operated a radio repair business and PA
hire and service outfit. He had dabbled in guitar construction as early as 1925, being interested in the
instrument, although never playing it. His interest was maintained through this period by the odd guitar
player who stopped by the workshop to have an amplifier fixed or to experiment with the amplification
of a guitar.

During the thirties, Hawaiian music was enjoying considerable popularity, and with it the steel guitar.
The Rickenbacker Company in nearby Los Angeles were the first company to commercially produce an
electric steel guitar in 1931, followed by a range of acoustic electrified instruments, and Fender’s awareness
of the field resulted in his own experiments to develop a better magnetic pick-up.

In the early forties, Leo Fender was employing several repairmen in his busy company, and was
enjoying his experimentation on amplified instruments. More and more musicians were putting pick-ups on
acoustic instruments, only to find that feedback was making it difficult to use any volume on their
amplifiers, and Fender began to design a guitar which could not resonate in the body. And so a solid
bodied instrument was born! Using a pick-up adapted from a steel guitar, Fender had a solid bodied guitar
prototype in 1943, and it was quickly made the subject of the first of many patents.

The various prototypes which were made during this period were rented out to musicians, and the word
quickly spread that here was an answer to many a guitarist’s problem. It was a lean time immediately after
World War II, and raw materials were difficult to obtain, and it was still to be some time before a
commercial venture to produce the new style instruments could be considered. Much of this early work
was a result of Fender’s relationship with “Doc” Kauffman, who came to Leo from the Rickenbacker
Company, and together with whom Fender was involved producing steel guitars and amplifiersin the K & F
Company. Goods like this were in short supply directly after the war, and the workshop business was
beginning to have growing pains as demand increased. Early in 1946, the business was poised on expansion
and Kauffman pulled out to leave his partner in sole ownership of the renamed Fender Electric Instrument
Company which now boasted some fifteen employees, and over three and a half thousand square feet of
production space. :







(Derby)

77/19 OSMASTON ROAD. DERBY. Tel: Derby 48156
Amplification ‘by: '

* H/H * PEAVEY

# CAALSBAC * YAMAHA
* ROLAND FENDER

* MAINE * MARSHALL
* WEM * CUSTOM

* WISHER CUSTOM CARS

Aiways & good rangs of
Secondhand Cabs, PA,
8Binns, Amps.
DAUM DEPARTMENT
22 KITS IN STOCK
We guarantee to loan free of charge amps and cabs
whilst your own gear is being repaired or serviced

Full range of DER BY
Electric
@ DISCO DEN
GU'TARS QUALITY
GEAR ONLY
® FENDER
: g:gﬁeoﬂucn!n ® SOUNDOUT @ STROBES
VL : ;:E‘I:GH:LD @ CITRONIC ® PROJECTORS
1= R @ CLoUD ® FUZZ LIGHTS
L o ihanez Project Lighting, Cabs,
e -l & an Bins, Ropa Lights, Sound to
;_:;,.'?' & ANTORIA Light Units, Bubble
@ KIMBARA Machines, stc.

MAMMOTH prum DEPARTMENT
OVER 22 KITS IN STOCK. Premiar Agents

FULL RANGE OF CYMBALS & ACCESSORIES

JSG MUSICAL

108B MAIN STREET,
BINGLEY,
WEST YORKS.
Tel 09766 68843

Fender

Always in stock, look at these prices!

Fender Strat.
Fender Strat, Maple neck

Fender Strat. Maple neck tremelo
Fender Telecaster

Fender Telecaster Maple neck
Fender Precision

Fender Musicmaster Bass

£234
£259
£280
£199
£220
£220
£96

Plus many other Fenders at rockbottom prices.
Second hand guitars always in stock,

OPEN EVERY THURSDAY UNTIL 9PM
Part Exchange 10%-deposit. Access, Barclaycard,
Hire Service. We buy for cash

SESSION MUSIC

(Sports & Music Centre)

Tel: Ballymena 41792
Coleraine 51665
Londonderry 46796.

LARGE STOCK OF?MGUITARS

* 30% off for Cash,
* 20¢% off for Credit,
* 10% deposit and 3 years to pay.

Agents for: HH, Premier, Carlsbro and Gibson.

?‘“

F Rnge acohsﬁcs

Full comprehensive range of Fender gear
Also amps and accessories

67 Stewarton St, Wishaw, Strath-Clyde
\ TEL Wishaw 78761 /

idd¥tlwn B,
ivmibh Bank.,
Midalesbra,

2lamid

AN ATS | L7 LD

The complete service to musicians. All types of quitar repairs
carried out to customers specifications, including refrets,
respraying, custom building etc.,

WGUITARS — OUR SPECIALITY

We can set your instrument to your own personal taste.
Remember that any shape could be possible, We make the
famous Cuit Guitar, so if you have a desngn of your own ask us
for a quote.

mlmc Shop
THE SPEIA.LIS.TS.OF

EAST LONDON

Large selection of new models always in stock
Keenest discount prices around

Telecasters from £239
Strats from £250

For facts & information ring 01478 2292

Mail Order Specialists
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Home Farm,Northall, Dunstable, Beds. Tel: Eaton Bray 221331



Chris Rainbow: Looking Over My
Shoulder (Polydor Super 2383 467)

At last, Chris Rainbow’s second
album. It’s been over three years since
his debut “Home Of The Brave™ album
was released and, while that album was
good, this new one is sensational. Thank-
fully, some of his singles are also included,
notably the amazing “Solid State Brain™,
his first single and still one of the best
things he has done.

The album opens with *“You and 17,
a slow number with Dave Lawson sharing
keyboard honours with Chris and
guitarist Mart Jenner putting in some
tasteful fills including a beautiful “trickle”
of harmonics towards the end of the
track, The chord sequence is beautiful
and builds up throughout the song.
“Gimme Just a Beat Of Your Heart” was
an early single and is what I'd call a
“classic” pop song. On the chorus,
bassist Pete Zorn and drummer Simon
Phillips really show how a good rhythm
section can work together.

“Show Us The Sun” is another
slower number slightly reminiscent of
some of the tracks on his first album with
its sun/summer/beach theme. A really
high spot occurs on Side One with “Dear
Brian”, Chris is a self-confessed Brian
Wilson fanatic and this song says it all,
It’s got a very “Surf’s Up” feel to it with
beautiful and sensitive lyrics. “Allnight”’,
another single, closes the first side and
features a great Beach Boys-type acapelia
section in the middle and on the fadeout.

Side Two opens with the stunning
“Solid State Brain”, Why this wasn’t a
hit, I'tl never know. It might be a good
idea to re-release it now, as it was well
ahead of its time in 1974. Ii’s full of
subtle but inventive ideas that crop up
throughout the song and even features
bagpipes at the end!

“Dansette”  follows, performed
entirely acapella. If you're a vocal
harmony fanatic like me, this will

astound you. The Four Freshmen meet
the Beach Boys meet Chris Rainbow.
“Blue Bird” is next and features a beauti-
ful melody and chord sequence.
“Looking Over My Shoulder” has
some of the best music I've heard for a
long time. I just hope it doesn’t get
overlooked and suffer the same fate as his
previous recordings.
Eamonn Percival
Produced by Chris Reinbow, engineered
by Dick Palmer and recorded as CBS,
London.

The Pirates: Skull Wars (Warner

Bros. K56468)

The Pirates just get better and better.
This album is one of the best collections
of recorded puts and energy available
today. The numbers are a mixture of
originals and standards and the Pirates are
probably the only band who could
include “Dr, Feelgood”, “Johany B.
Goode™, “Talkin’ About You”, “I'm In
Love Again” and “Diggin’ My Potatoes™
on an album and get away with it. And
get away with it, they certainly do.

Their own songs are really good, too,
If you're leoking for songs aboui what
it’s like being on the dole, what the
meaning of life is or any heavy messages,
then look somewhere else. The Pirates
write good rock songs, nothing more,
nothing less. Mick Green's “Johnny B.
Goode’s Good” gets this point over
admirably before they cut straight into a
live version of Berry’s “Johnny B. Goode”’.

The album was recorded in various
locations — four at Rockfield, two at
Jacksons, two at The Manor plus three
live cuts from the Hope and Anchor and
one from the Belle Vue, Manchester.
Vic Maile, whose name crops up on all
the best live albums, produced “Skull
Wars™ which, soundwise, is excellent. On
a couple of tracks, the lead vocals are a
bit too far down in the mix but { imagine
it was intended that way for a more of a
“live” feel.

There really isn’t any more needed to
be said. The Pirates are a great band, this
is a great album and, if it’s high energy
rock ‘n’ roll you want, get this album,
Eamonn Percival
Produced by Vic Maile, mixed al Jackson
Studios, Rickmansworth.

I-Roy: Heart Of A Lion (Virgin
Front Line Records FL 1001).
The Gladiators: Proverbial Reggae
(Virgin Front Line FL1002)

A couple of years ago Virgin released
a sampler album called “The Front Line”’
which featured a whole host of their
reggae artists.  Together with Island,
Virgin are the only major record ¢om-
pany to specialise in reggae, and have
now launched a special Front Line label
to cater for it.

These two albums from I-Roy and
The Fladiators are the first releases on
that label, and as such represent the
changing face of reggae over the past few
years. [-Roy (Reid)} is one of Jamaica’s
best known talk-over artists, starting life
as a DJ and adding his own lyrics to basic
instrumental tracks.

His ¢arly work was much more basic
with serious lyrical political overtones,
but “‘Heart Of A Lion” marks quite a
significant change in style. I-Roy has
always had one of the most distinctive
voices in reggae, a gravel-throated rasp
that is instantly recognisable, on this
album it is put to a more up-tempo,
danceable beat obviously aimed at the
disco market. The backing is much fulier,
with noticeable use of synthesizer, to give
a far more “poppy” sound altogether.

The second side of the album is
generally better than the first with stand
out tracks “Move Up Roots Man” and
“Tiddle Le Bop™.

The Gladiators foliow in the tradi-
tion of Jamaican vocal outfits like The
Hep Tones and Toots and the Maytals.
Once again, the beat is distinctly danceable
and the numbers smooth and melodic,

The Gladiators are Albert Griffiths
(lead guitar), Dallimore Sutherland
(thythm) and Clinton Fearon (bass),
although it is as vocalists rather than
instrumentalisis that the trio score. The
three-part harmonies are superb and the
whole album is far more accessible than
much of the early reggae, which will
hopefully widen their appeal. Particular
favourites on this album include “Jah
Works” and “Dreadlocks The Time Is
Now™.

David Lawrenson

Heart Of A Lion produced by Roy Reid
and Harry Johnson. Recorded and Mixed
at the Harry J Studios, Jamaica. Engineer:
Sylven Morris.

Proverbial Reggee produced by Tony
Robinson. Recorded at Harry J and Joe
Gibbs Studios. Mixed at Joe Gibbs,
engineered by Errol Thompson.
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RlclueFurdy ickswiththebest of em:
'_' GmtarStnngs.

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

And he ought to know. -

Hear Richie Furay on Asylum Records.

The Ultimate in Strings and Picks, none finer... perfect for pickin’
D'Merle Guitars, Inc., PO. Box 153, Huntington Station, New York 11746,
D'Merte successor to D'Angelico, New York.

ONE OFFER MAXIMUM
G5~ PROTECTION
AT A PRIGE MUSICIANS
GAH AFFORD!

electric bass guitar strings

Semi (Half) Round Bass String

Wound with round stainless steel then precision ground
and polished. This provides an extremely flexible string with a
flat playing area and Vibration Chambers’ below the surface of

the visible winding. Also eliminates finger and fret wear. MULT: KEYBOARDS

DRUM TRUNKS

AMP RACKS

MIXER CASES
AMPLIFIER CASES
TOOL TRUNKS
CAMERA & GUN CASES
STANDARD CASES

UNIQUE DESIGN FEATURES INCLUDE

® INTERIOR METAL ‘T’ BEAM @ MULTI CHANNEL ANGLE

» 24 GAUGE STEEL TRAYS ® HIGH-IMPACT LAMINATE
= 4 COLORS 1%, v, » INTERNAL PERFORATION

= SPECIALLY FASTENED
vqllcjr Music STRINGE CASTER BRACKETS
Tiecwchy Ahondda

CFR2 SR,

Available in long or medium scale.
Set No SRIOL Long Scale Set No SRIOM Medium Scale

Round Wound Bass String

Wound with stainless steel to give tremendous magnetic
response. Extremely flexible. All strings are bumished to
reduce finger and fret wear.

Available in long or medium scale.
Set No RWIOL Long Scale Set No RWIOM Medium Scale

CASES MADE TO LAST...

P.O. BOX 862 « SOUTH NORWALK, CT 06856
{203) 853-7907













ELECTROVO'CE EVM_‘IBB RRP |ﬂ0|- VAT £12‘|50 This Is yet another fine product from this American
manufacturer, The chassis is an enlarged version of the
{From end June 1978) design used for the EVM-12 and EVM-15 units featured In
previous reviews, and apart from I[ts superb finlsh and
presentation, it Is of adequate strength and proportlons
for a unit of the size now under consideratlon. From a
perfarmance aspect it 15 fauitless. It canfirmed the makers
100w. power rating at a distortion figure of a mere 1.5%,

and on 2 re-test at 150w, distortion was stlil below 2%.
The sensitivity of 101db, is very good indeed and a
respaectable frequency reponse curve was obtained, A very
nice product, in every way confirming thls maker's pres-
tigeous reputation — but as with almost all American
products, it is expenslve on the UK market due to such
factors as freight costs, import duties, hangling charges
and generous retafl proflt margins. The unit was dellvered
with a useful installation leaflet and mounting hardware

Including a gasket set for front maunting,

W

H .
H _——
Paramater Manufacturer's Rating Tes1 Resule S Y L
= 'l
P ¥ e
Power 100w. cont. sin. 100w, 755 v wavs O ¥
E = S
Distortion Not Stated TR 100N . L. b
Sensitivity S54db EIA PINEG W e, TROAM
Resonance 40 HZ. +10% By otz 4 1500, (Beed )
impedance 4 ohms nominal 2S5y - 15 e
Useful Freq. Not Stated A3 Hy = 5544
Response T, Zep grat,
JBL K151 RRP incl‘ VAT £25920 This loudspeaker looks and feels the most rugged and

substantial unit yet tested. The massive cast alloy chassis
employs eight very thick, ribbed spokes to couple the
front rim to the rear plate and to ensure constant
alignment and rigidity. A massive rnagnet assembly (5
fitted, enclosed within a fiuted cast iron pot.

The whole frame is finished in an unassuming black
crackle paint — obviously stoved, glving a very
professlonal aspect, A medium welight, stralght cone is
fitted, with doped paper front suspension and a camposit
paper centre dome. The usual rear venting system |s
employed.

A pair of particularly heavy duty spring release
terminats are fltted, but these are mounted very close to
the cone, such that the solder-tags to which the feed wires
are attached could well puncture the cone under
maximum excursion, Also, the terminals are so positioned
on one of the support spokes, that any stray strands of
the connecting wire cbuld easlly shoart onto the chassis
with the possibility of shorting the amptifier output.

Not a wvery clever arrangement — especially when
compared to the otherwise superb engineering of this
praduct, Tt :

The unlt performed generally well, but has a
disappointing low sensitlvity for a product from this
maker — in fact, it is the lowest of all 18" units tested at
just 96dp. The distortion figure obtalned is howaeaver, in
conjunction with the EVM.18B, the lowest yet abtained
at full rated power, at 1.5%., Due to restricted power
avallability from the measurement amplifier used {(see
text) we could not try a re-test at a high power. As a
results table shows, this was another unlt with a very
steep rise in voice coil impedance and agaln, avershot the
scale of the Instrumentation wused, necessitating an
estimated figure at the high frequency end. ToO
sumrnarize, a very nice unit, but disappointingly law n
sensitivity, and very, very expensive. The usual, superb
JBL instaliation manual was Included In the dellvery,
along with a Kit of mounting hardware.

Manufacturer’s Test
Paramaeter Rating Resuit 1
Powsr 300w, Cont. Prog. 150w, RMS Sine Wave 2 e — e |
150w. Cont. RMS “F=F T THT ik
Ristortion Not Stated 1.5% @ 150w. s Eiche= T
Sensitivity O8db, @ 1w. @ Tm. 96db. @ Tw. @ 1m. 0
Resonance : 30Hz. free air 55HZ. in 130itr. IB. encl
Impadance 8 ohms nom, 8 ohms — 45 ohms esti-
mated. NB. this was
outside the measure-
ment range of the
instrumentation.
Useful Freq. 35Hz. -~ 2KHz. 40Hz. — 3.56KHz. @
Response ungqualified -20db. points. see graph,
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