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to knock Roxy Music re-
cently, as it was trendy to
praise them a year ago.

The musical purists, who
had ’‘paid their dues, man’,
smiled none too sweetly as
they watched Roxy rocket to
success with their first album,
It was whispered that they
weren't all they should be
musically, but then you can’t
knock success, can you ?

The band continued from
strength to strength, their
second album was a smash,
and they began to conquer
the world. Then disaster,
cracks began to appear in the
facade. It became obvious
that the band had been a
little too successful, a little
too soon for the egos in-
volved to adjust.

Eno minced off into the
distance to a chorus of
barbed bitching from the
trade Press. Eddie Jobson
was mentioned as a replace-
ment, but the rest of the band
seemed to be inrevolt against
leader Bryan Ferry. They
wanted some say in the run-
ning of the band, they wanted
some of their compositions
included on the albums — in
other words, they wanted a
share of the limelight.

It seems as though their
demands have been met,
Eddie Jobson has been
brought in and all seems to
be well in the Roxy camp
(sic).

Well, that should be that,
enough anyway for any rea-
sonable person — after all the
band had been through an
extremely traumatic period.
There was plenty of ‘dung
flung’, and it hit the fan fair
and square.

It seems, though, that the
resulting smell wasn'tenough
for some people, the claws
appeared. Their critics have

It has become almost as hip

The new man in Roxy, Eddie Jobson, pictured soon after joining
the band

been lurking in the alleys
waiting for just such a time
to get their revenge. You see
Roxy are not really a ‘mu-
sicians band’, they have more
than that to offer, they are
selling the image, the con-
cept of the band just as much
as the music.

PLASTIC

It isn’t that they don’t take
the music seriously, they
know that people want more
than that. They are obviously
right, too, they were offering
more than the plastic camp

and glitter of the Sweet or
Gary. These guys had style,
real style.

But then it is always
easier to pick holes in other
people’s success than it is to
examine the reasons for one's
own failures and shortcom-
ings.

The new album scheduled
for release this month and
the current tour which takes
them all round Britain and
Europe, will be the acid test.

Beat [nstrumental talked
to Eddie Jobson recently,
during a break from record-

ing. How was the new
album going. we wondered ?
‘We are all really pleased,
though things are beginning
to get a bit frantic, we want
to get it finished before the
tour starts. )

‘l haven't really done that
much on it, though,” he
added, ‘| have added violins
and things on some of the
tracks. | have acted like a
session man, but | wouldn't
want to change the sound at
all, at the moment — | haven't
been seen or accepted by the
public yet.

POSER

‘You will notice the
changes over a period of
time rather than on this
album. | think the band is
bound to change slightly be-
cause they have got more
scope now.

‘Eno was just a poser
really, nothing more and
nothing less. He was a very
good tape operator,” he add-
ed.

‘I think Bryan was going to
ask me to join the band
whether Eno had left or not,
so | don't really consider my-
self as a replacement for
Eno, though | have taken
over synthesiser. | think that
the gap that he has left is
pretty much unfillable — he
was very well liked.

‘l have only seen Roxy
once, and Eno was very
prominent, he was just total
image. There isn't really that
much trouble about replacing
what he did, but what he was
is irreplaceable. I'm not really
his type at all.’

In fact Eddie is very down
to earth, and an amazingly
mature 18-year-old. Yes, Ed-
die is only 18 and already he
has been featured in two top
rock bands.

His story is rather like an
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improbable fairy tale. He had
received classical training on
violin and piano since the
age of seven.

He played in various or-
chestras, never really listen-
ing to rock music, The
Beatles and The Stones pass-
ed him by. ‘| feel very ignor-
ant of the rock-scene,” he
said, ‘someone says The
Rolling Stones and | say . . .
“Who ?*",

His first professional gig
was with a Newcastle-based
band, called Fat Grapple. He
put an ad in the local paper
advertising his services, °I
said something like incred-
ibly talented multi-instru-
mentalist prodigy,” he told
me. The ad went into a sister
paper of the local paper by
mistake and it was from that
ad that he received the reply
from Fat Grapple.

CONTRACTS

Grapple played support to
Curved Air on a couple of
occasions and Eddie, a great
admirer of the band, be-
came friends with them.
When Daryl Way stepped
down Eddie, still only 17,
was asked to join.

He first met Bryan Ferry
through his sister — ‘My
sister was at college with
Bryan's sister. They were
great friends and naturally
she mentioned me. | wrote to
him about management con-
tracts and things and we be-
came friends.

‘Bryan asked me to play on
his solo album, which | really
enjoyed. After that Eno left,
and the rest is history.’

It certainly is a heavy load
for such a young guy to

6

L. tor.: Ar;d McKay, Paul Tho
Ferry and Eddie Jobson
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mpson, Phil Manzaneva, Bryan

carry; is he nervous about the
tour at all ? ‘Not at all, there is
no point, | just hope that
people will accept me. | have
been answering all my mail
myself — | have had some
very nasty letters . . . things
like “How could you get rid
of an incredible musician like
Eno?” | like to write back
myself, | think that people
really like that.

‘We will have a few days’
rehearsal before we go on
the road, in fact we will be
recording the Newcastle gig,
which is only about the
tenth gig we’ll have done
together. | really do hope
that it goes all right.’

It certainly looks as though
things are on the mend for
Roxy, the individual mem-
bers certainly seem to be
reconciled to each other,
which can only make for
good music.

Bryan Ferry seemed tohave
lost that tinge of bitterness
that seemed to be creeping
in. He played me the backing
tracks for the new album
which sounded incredible,
though 1t is very difficult, of
course, to get any idea with-
out the vocals or overdub-
bing.

He was certainly of the
opinion that it was the best
thing that Roxy had ever
done. He seemed to think
that it was as much of an
advancement on the second
album, as that one was on the
first.

It would certainly be a sad
loss if an idea like Roxy
Music were to fall by the
wayside. People certainly
take music too seriously, and
it is always the Roxys of this
world that suffer.

The sound of music. .from the lowest frequency to the
highest is now brought to the connoisseur of quality in sound
reproduction with the new, Vitavox Power Loudspeaker Range.

The Range blends four superb units into one matchless
composite, or each element as a separate unit available for use
with other systems. The range gives exceptional quality of
sound reproduction and handles up to 100 watts of musical
power. The four units are: a High Power, High Frequency
Pressure Unit- and a High Power Bass Loudspeaker, each
designed to give increased power handling capacity without
sacrificing either efficiency or frequency response; a High
Frequency Dispersive Horn, designed for use with the Pressure
Unit — matching accurately the Unit's output characteristics
and giving superb sound dispersion; a High Power Dividing
Network for use in both high and low power systems and
which ensures correct allocation of the frequency spectrum
between high and low frequency units.

Carrying the Vitavox stamp of quality. this is the Range which
bringsyou...

The Great

Sound of
Vitavox

Westmoreland Road, London NW9 9RJ
Telephone: 01-204 4234
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B. PAGE & SON (SOUND EQUIPMENT) LTD.

present STAR SOUNDS from

0 My _—Micro-Frets
h “The Personal Guitar”

Micro-Frets Guitars and Basses are used on all the leading TV shows by
the most prominent and expert artistes, and are now becoming Britain’s
leading guitars.

Johnny Cash Show Tom Jones Show Great Funk Railroad
Lawrence Week Show Carl Perkins The Greatful Dead
Loretta Lynn Show Big Jim Sullivan

The exclusive elliptical shape of the neck is the finest in the industry and
gives the player an immediate feeling of familiarity. The precision_scale of
the neck is supplemented by the Patented and exclusive Micro-Nut for
precision tuning and makes the Micro-Frets instrument the most precise
tuning Fretted instrument made.

THANK YOU AMERICA — FOR ANOTHER WORLD BEATER

AVAILABLE THROUGH ALL MAJOR RETAILERS

and

< ECHOCORD-SUPER S 76

Echo/reverberation unit for peak performances, specially ‘low
noise’. For reverberation of vocal, instrumental, and organ per-
formances. Combination of two systems for producing echo/re-
verberation, endless magnetic tape loop and torsional spring re-
verberation. Continuously-adjustable (sliding) sound head. Four
inputs, each two separately adjustable and mixable. Separate
volume, bass, and treble controls for echo/reverberation. Control
for continuous mixing of magnetic tape and torsional spring reverb.
systems, Two separate controls for reverb. duration and echo
repetition. Two tape speeds. Floodlight operating panel. Colour:
black.

UK. AGENTS B pAGE & SON 10-18 WOOD STREET
DONCASTER, YORKS.

(SOUND EQUIPMENT LTD. Telophone: 69707




QUADRA
ANOTHER GREAT
WHO OPERA?

ohn Entwistle is a happy

man! He enjoys a reputa-
tion as one of the world's
finest electric bass players,
he's had a decade of success
with the Who, and he enjoys
all the luxuries of super-
stardom. He's also lucky
enough to have the steadying
influence of his wife, Allison,
and baby son Christopher,
to keep him on an even keel.

He's always been thought
of as the strong, silent mem-
ber of the Who's line-up

< John plays

a multitude of
bass instruments.
He is pictured
here with

a tuba

AENIA

(hence his nickname ‘The
Ox’) but still waters run deep
and Entwistle's enormous
talent has only recently be-
gun to surface.

It all started some two
years ago when he was pres-
sured by friends into making
a solo album which was en-
titled Beat Your Head Against
The Wall. It continued
through Wistle Rymes right
up to his rock and roll album
Rigor Mortis Sets In. Now,
rather than rest on his laurels,
Entwistle is preparing for the
next two years of his career —
which will be busier, more
demanding and, therefore,
more satisfying than any-
thing that has gone before.

He'll be getting his own
band, Rigor Mortis, on the
road. Making at least two
more solo albums, plus one
with the band, doing session
work, producing, supervising
the enlargement of his West
London home, breeding carp
(their fishpond has to be en-
larged, too!) and on top of
all this he'll be touring, re-
cording and enjoying his
time-honoured role with the
Who.

Ask him why he’s doing
all this and he'll reply with a
quick shrug of his shoulders:
‘I'm not content with just be-
ing known as the Who's bass
player — there’'s still a side of
me that wants to play classi-
cal and brass material.’

It seems that his colleague
in superstardom, Pete Town-
shend, has the same sort of
ideas regarding classical and
brass music. John described
for us how Quadraphenia —
the Who's new ‘concept’
album due out about Novem-
ber, and written entirely by
Pete — has been shaping up.

‘This album has been a lot
easier for me,” he said. ‘There
aren't any of my compo-
sitions on it because Pete
had written too much ma-
terial. Each number is im-
portant to the story line,
which is about a little mod
and all the things that go
through his head.’

The Who, if you remember,



were spawned and rose to
stardom in 1964 from among
the ranks of West London
mods. Beginning life as The
Detours, they changed their
name to the High Numbers
and finally became the Who.
They were the darlings of a
whole sub-culture that
thought of red socks, hush
puppies, parkas, biue-beat
hats, chrome-laden scooters,
mohair suits and their very
own band, the Who as ‘flash,
very flash.'

‘Quadraphenia has been
much easier for me because
I've had a free hand as to
what | play on bass,’ con-
tinued John. ‘In the past the
arrangements of each num-
ber have been set. For in-
stance, if you get a number
like Happy Jack, where the
bass lineis dunk,dunk-dunk;’
that's the nearest | can get to
putting John’s impression of
a standard bass line into
words, ‘'you can’t really stray
away from that.

BASS MAN

‘That’s not to say that I've
never had any freedom, but
if the bass line conflicts with
the rest of the number it
shouldn’t be done. At no time
has Pete ever told me what
to play but, as a bass man,
I've obviously been dictated
to by the format of the num-
ber.

‘The new material from
Pete, however, has given me
more opportunity for playing
the bass part that | actually
want. I've been able to put
all those little embellish-
ments in.

‘| think this represents a
basic change in the direction
of Pete’s writing. The songs
are longer, but | think the
main point is that the chord
progression of each one
doesn’t happen so quickly,
so one has more time to ex-
plore. Instead of playing half
a bar in C and then going to
G, the new stuff will have,
perhaps, a whaole bar in C to
play around with.

‘He’s writing in a more
classical style, too, and | had
to play an awful lot of brass
for the album,’ said John.

‘There’s about seven num-
bers with huge, 14-piece
brass parts on them,” he con-
tinued, ‘that | arranged and
played myself. Pete gave me

a completely free hand ‘cause
he knew where he wanted
the brass but he didnt ex-
actly know what he wanted.’

Townshend’s and Ent-
wistle’s relationship is so
close that Pete can send
John into the studio after
having only briefly explained
what is required. Entwistle
then proceeds to deliver the
goods. It's a relationship
which has developed over a
10-year period, during which
the Who have been through
everything, sometimes indi-
vidually, but for the most
part together.

‘In the parts of Quadra-
phenia where Pete knew ex-
actly what he wanted, he
put on horn sounds with a
synthesiser," said John, ‘so,
as you can imagine, the
album is quite orchestrated.
There's brass, synthesised
strings, flutes and things like
that.

‘it's taken us a couple of
months to make the album
and we did most of the back-
ing tracks using Ronnie
Lane's mobile studio (see
April edition of Beat) which
we had situated at the Who's
new studio in Battersea.

‘Our studio was com-
pleted by the time we'd done
the backing tracks and we
used it to put on the over-
dubs. Ronnie's studio worked
fine for us, me in particular,
because | like to get ail the
backing tracks out of the
way.

‘The way we work is to
make sure that the backing
tracks stand up on their own
and then we use the over-
dubs to provide colour. It
hasn’t always been the same.
On previous occasions where
we've got a poor backing
track we’ve tried to make the
number work by doing over-

dubs.
LESSON

‘We learned our lesson the
hard way, we need to work
out good backing tracks for
stage use ‘cause that's where
the Who really gets off.

"The important thing about
the new album, however, is
that peoplie shouldn’t ap-
proach it in the same way
they approached Tommy,
‘cause it's not like Tommy.

‘Quadraphenia is alto-
gether more believable than

John with baby son Christopher and the working scale model of a
Thunderbird bass given him by producer, John Alcock

Tommy ’cause it deals more
with everyday life. I'd call it a
period, historical opera, al-
though | don’t like the use of
the word opera, especially
when the storyline is about
the scooter mods.’

When the album has been
released, the Who will take
Quadraphenia on the road
or, as is more likely, parts of
it. The rest of the Who's
stage act on their forthcom-
ing European, British and
American tours, will be used
to provide John Entwistle
and Roger Daltrey with the
opportunity to perform some
of the material from their re-
spective solo albums. The
band has seen such a growth
in terms of output from its
individual members that it's
hard to compile a truly
representative stage act these
days.

‘After two years of hardly
any stage work, I'm sure
we're going to enjoy our-
selves immensely,” said John.
‘We thrive on work anyway,
and I'll most likely find that
it'll be a ot easier to write
material between playing the
live dates. If I'm up on stage
and 1 think of a good riff, then
it could easily develop into
another number for me.

WORRIES

‘This next two years will be
the busiest period in my life.
I'm excited and I'm worried
all at the same time. I'm
worried, or should | say con-
cerned, about the time factor.

There's such a lot to do
and between it all I've got to
find time for a holiday. I'm
sure I’'m going to need one,
it's either that or a nervous
breakdown !’



(AN THE
STRALUBS
STRY TOGETHER ?

Once nerves
begin to fray...
that’'s when th9e
hassles begin

— Dave Lambert

he Strawbs are back, both

on stage and on record,
and at least one person (two
if you count me) is happy
about it.

Dave Lambert, one of the
two remaining members of
the old Strawbs spoke to
Beat Instrumental recently,
and radiated confidence
throughout the interview.

After the split foilowing
their tour of the States last
June, Lambert and Dave
Cousins bid farewell to Blue
Weaver, Richard Hudson and
John Ford.

In their places came John
Hawken on keyboard, for-
merly of Renaissance and
The Nashville Teens; Rod
Coombes on drums, an ex-
member of Spooky Tooth,
Juicy Lucy and most recently
of Stealers Wheel; and Chas
Cronk, a top session bass
player. Most musicians might
have doubts about reforming
‘at the top’, but not Lambert.
He told me ‘We've been re-
hearsing, first in Honiton,
then at the Country Club in
Hampstead, and now at the
Lyceum, just off the Strand.

‘It's important to rehearse

somewhere large enough to
use all the equipment that
you ‘Il use on stage. A cottage
isa fme place for writing, but
if you're going to perform in
a large venue, you have to do
some rehearsals there as well’

The Strawbs finished a
Europeantour last month,and
immediately left forthe States.
They’'ll return the first of
November for a tour here.

The first single from this
new line-up, Shine On, has
been matched by a great deal
of work on their first album.
They've recorded four tracks
in London at Island Studios,
and another four at the
Chateau, mid-way through
the European tour.

The last tracks will be
done at the A & M studios
in Los Angeles, and the
whole lot mixed at Sound
Techniques in London, with
Tom Allom doing the en-
gineering.

Dave is pleased, both with
the tracks they've layed down
and the songs themselves.
‘We've managed to get it
together quickly,” he said,
‘Rod Coombes has been a
great help with the arrange-
ments, he’s the best at that,
and we tend to let whoever's
best at something do it."

The Strawbs do their own
production. They had wanted
Bob Ezrin, who produces
Alice Cooper, but were left to
their own resources when he
came down with pneumonia.

Dave admitted that there
were disadvantages in a band
producing themselves: I

4 Dave Lambert (top) and new bassman Chas Cronk



don‘t think that the last band
would have split when it did
if we'd had an objective pro-
ducer. We had a lot of
hassles, and we should have
used someone to tell us when
the sound was right instead
of arguing about it.’

Dave Lambert tends to
dismiss the idea that Dave
Cousins has the most in-
fluence in the group, but with
nine line-up changes in three
years, and Cousins the sole
original Strawb, it’s clear that
Dave C. must hold some
sway.

Dave L. told me: 'Dave
does say things for effect
sometimes, but it’s just that.’

Perhaps their working re-
lationship is so good because
their compositions, while not
especially alike, are more in
the same vein than those of
John Ford.

Lambert and Cousins tend
to write together, doing their
composing around the key-
board. This is not a disadvan-
tage for the other Strawbs,
because they're all multi-
instrumentalists.

‘We use a piano because
it's much simpler; you can do

chord inversions and work
out the bass lines much more
easily if you have the whole
scale in front of you,” said
Dave.

From our conversation, it
seems likely that this year's
crop of Strawbs are happy
with each other. But it's
impossible to ignore the track
record: even if the freshmen
doe get along well with Dave
Cousins, one can only assume
that the same was true of
Hudson, Ford and Blue
Weaver in the beginning.

As Dave Lambert told me:
‘We'll have to see how it goes
on the road. Once nerves
begin to fray and people’s
hang-ups come out, that’s
when the hassles begin.’

It will be interesting to
hear the new album. John
Hawken will be at the key-
board of a second mellotron,
to increase the orchestral
sound, and Rod Coombes’
drumming will mean a
tighter, punchier rhythm
section, enhanced by
Chas Cronk’s bass guitar.

Now, if they can only stay
together. .

New men John Hawken (left) and Rod Coombes

PICATO STRINGS

ELECTROMATIC

WIRE
WOUND

GENERAL MUSIC STRINGS Ltd

Treforest, Pontypridd, S. Wales, Gt. Britain

Polystyrene pack

In three gauges:

GREEN PACK .

%  Screw-on lid %
Strings easily identified by coloured ball end

ULTRA LIGHT.. No. UL77 (rock ’n’ roll gauge)
. £1.60 inc. V.AT.

LIGHT...........No.77
BLUE PACK ..... £1.60 inc. V.AT.
MEDIUM... ...No.P750

AMBERPACK ... f£1.74 inc. VAT.

NOW AVAILABLE
EXTRA FINE GAUGE..... No. ES77

RED PACK....f148 inc. VAT.

FROM ALL GOOD MUSICAL MERCHANDISE RETAILERS
ALL STRINGS AVAILABLE INDIVIDUALLY %
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Amplification
withreally solid
advantages

The Johnson 60-watt Combination
Amplifier is the first solid state amplifier with
the true valve sound.

So good, in fact, that it fooled all the
experts at this year's AMII Fair - they all
believed it was powered by valves!

But you have all the advantages of solid
state, including clarity, fidelity and a complete
lack of intermodulation distortion.

in fact, a versatile, flexible, truly
all-purpose instrument for any and every kind
of guitar music. It's no larger than a 30-watt
combo, but it produces twice the power into
two 12-inch speakers with ample handling
capacity.

Both the Normal and Bright Channeis
have the usual tone controls, plus Reverb on
Normal and Fuzz and Bite on Bright (foot
switch controls are an optional extra). Overall
is the tremolo/vibrato control panel for both
channels.

Why not contact Johnson Triumph
House now for further details?

BRITISH AMPLIFICATION

MADE IN LONDON ENGLAND

Johnson Triumph House, 122 Brighton Road,
Purley, Surrey CR2 4DB Tel: 01-660 2327

Manfred

can see us being enor-

mously successful in
America,” said Manfred Mann
modestly, through a mouth-
ful of chips. ‘'l can visualise
it. | can see the same situa-
tion in Germany, too, but in
England | just don't know
what’s going to happen.’

Having met with a singu-
lar lack of response to his
music from British audiences
during his two-and-a-haif
years with the Earthband,
perhaps it's not surprising
that he should resort to
cynicism. After all, he is, in
his own words, ‘a veteran of
the music scene who's due
for immense respect, having
merely survived so long !’

‘Over here we haven't
done one major gig in two
years. | don’t know why. I'm
just not interested to know
any more. In Britain, interest
seems to derive purely from
whether one can get on Top
Of The Pops, or not.”

His bid for the TOTP
league was the release of

Joybringer, designed to ‘get
people to come to the gigs
and see us live. We're pri-
marily a live perferming band
rather than an album band.’

Yet not only is Joybringer
a rehash of somebody else’s
original inspiration, i.e. Gus-
tav Holst's Planet Suite, it's
not even representative of
what the Earthband are into.
‘It was a one-off idea,” Man-
fred admitted. 'From now on
we're going to play heavy,
funky music.’

DISAPPOINTED

That means that anyone
who likes the single and goes
along to a gig to see the band
who play it is going to be
disappointed. At the time we
spoke to Manfred he ad-
mitted that they'd never even
played it at a live gig be-
cause ‘it doesn’t really fit in
with our music. It's not a
dramatic thing — the things
we're doing are far more
dramatic than that.’

It's difficult to hold a con-
versation with Manfred. He
tends to speak in a mixture of
tongue-in-cheek humour and
world-weary statements
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Mann needed ahit!

4
from now on we're
going to play heavy

funky music
— Manfred Mann

about his position in the
British music scene.

One thing’'s for sure,
though, and that’s his desire
to quit Britain and concen-
trate on the States and Ger-
many.

‘We've been spending a
lot of time there, recently,’ he
told us, ‘and we don't really
regard playing in England as
our main aim in life. We've

been playing for over two
years here and there’s been
no interest in us apart from
the single, but there’s been
lots of interest in Germany
and America.’

Two-and-a-half years is a
long time to flog your musical
guts out to an unappreciative
country. Come now, Man-
fred, surely success in Britain
means a lot to you? And in
spite of his emphasis on the
States, he's still not intending
to take the band over there
permanently. ‘What's more
likely is that we may spend
six months at a time there,” he
remarked.

So where, of all places, is
he thinking of buying a
home in the States? No less
than New England, though
we're sure that’s a coinci-
dence!

it was impossible to pin

4 The Earthband 1. to r.
Mick Rogers,

Colin Pattenden and
Chris Slade

A Manfred as he appeared recently on Top of The Pops

Y Manfred, circa 1965

him down to an actual de- -
parture date. What he wants
to do is to release the single
over there, then the album
and follow that with the band
itself. As this will probably
mean early next year, we
asked him what his plans
were between now and then.

‘Between now and the
New Year,” he replied with a
perfectly straight face, ‘the
British public will realise
what they’'ve been missing
for the past two-and-a-half
years.” Why doesn’t he bring
out a single of some of his
real music, then, and try con-
vincing us ?
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RAMCron
AMPLIFIENS

0.60 the 100 watt amunlifier

Two channel extra-compact power amp. In stereo — 40 watts per
channel at clip point into 8 ohms; 62 into 4 ohms; in mono, 100 watts
into 8 ohms. At 30 watts per channel into 8 ohms power response Is

*1 dB from 5 to 30,000 Hz, THD is below 0.05% and hum and noise
106 dB below. Built-in protection against misuse. Input sensitivity 0.75V
into 25 K ohms. Size 17in x 8%in x 13in high.

DC.300A the 1,000 watt amplifier

Power at clip point (per channel) 200 watts into 8 ohms: 350 watts into
4 ohms: 500 watts into 2.5 ohms. Used mono — greater than 650 watts
into 8 or 4 ohms. This new unit will operate into loads as low as 1 ohm
and no longer requires protection fuses as did its predecessor the DC 300.
Power response =1 dB from zero to 20,000 Hz at 150 watts per channel
into 8 ohms. Total harmonic distortion 0.02% at 300 watts per channel
into 4 ohms. Hum and noise below 110 dB at 150 watts per channel into
8 ohms. IM distortion 0.05% from 0.01 watt to 150 watts per channel
into 8 ohms. Input sensitivity 1.75Y for 150 watts out per channel into 8
ohms. Size, with front panel, 19in x 7in x 93%in (suitable for standard rack
mounting).

Amcron amplifiers carry a three years’ warranty on materials and
labour. Full descriptive leaflets gladly sent on application.

MACGINNES HOUSE, GARLTON PARK INDUSTRIAL ESTATE,

MACINNES LABORATORIES LTD. saxmunounam, surroLk 1P17 2nL

TEL: (0728) 2262 2615

Premier-the most progressive sound
a around.

~with a great new ran
of tom-~tom holders 9°

Now, with the great new Premier range of
tom-tom holders, you couid give yourseif the
biggest tom-tom complex in the business. A unique
design concept gives an incredibie range of height
and angle adjustments to suit you exactly. They
lock solidly in place, with big easy-to-use wing nuts,
and are more rugged looking than anything you’ve
ever seen before. The fabulous range of tom-tom
holders is only one of the many great new Premier
developments designed to improve your standard
of playing. Clip the coupon now and see just how
progressive you can be!

FPremier

1st IN PERCUSSION

. ¢ ' I 71 J J ' ¥ 71 J ¥ J ¥F |

Rush me my free copy of "Premier bring you 6 big

l breakthroughs in sight and sound.™ A0E I
dlo

I Name -

l Address

I My usual dealer is l
To: Premier, 87 Regent Street, London W1R 7HF
Tel: 01-734 3372. Registered in England l

l (Reg. 235500) at 87 Regent Street, London.




'BITCH OF A BAND !!!

ne of the most impres-
O sive new bands io
emerge this year are Stray
Dog, who have just released
their debut album (see our
Reviews, pages 58 and 59).

Lead guitarist Snuffy has
been acclaimed by an en-
thusiastic Press as a ‘magic’
guitarist and their live per-
formances likened to ‘an
orgiastic experience’. Yet, for
all that, they are likeable,
approachable people who
don’t try to put any great
musical profundities over,
like many of the so-called
‘heavy’ musicians.

Greg Lake of E.L.P. heard
the band in the States, he
liked them and got them on
the last E.L.P. tour, which
started everything happening
for them.

Snuffy and bass player Al
Roberts had already hunted
all over Britain for a suitable
drummer but it was not till
they arrived in L.A. that they
found him — Les Sampson,
from Ashford, Kent.

3

Stray Dog 1. to r. Snuffy, Les Sampson and Al Roberts

Their music’s hard to des-
cribe. It's heavy, it's melodic,
it's sensual and it’s full of un-
expected rhythmic changes.
The addition of Eric, Snuffy’s
self-designed electric con-
sole, augments the sound to
the fullness of a four or even
five-piece band.

Stray Dog are the only
band in the world to have all
their instruments and equip-
ment custom designed by
Terry Marshall, who also put
the finishing touches to Eric!

‘Having all our gear cus-
tom built means that we can
instantly adjust to every type

of venue,” Snuffy comment-
ed. ‘The one thing most mu-
sicians don't get right is the
technical side, but we believe
it pays to have our gear per-
fectly attuned like this.’

X X X X X X X X
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£680 (inc. VAT)
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ELECTRONIC KEYBOARDS

MINI-MOOG
£715 (inc. VAT)

LONDON’S ONLY
COMPLETE SYNTHESIZER

SHOWROOM

SYNTHI
AKS £560 (inc. VAT)
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9
“‘I ’ ELECTRONIC KEYBOARDS

20 DENMARK STREET, LONDON W.C.2. Tel:01-836 2856
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rom the Supremes to su-
preme! That just about
sums up Diana Ross's career
development — from being a
background session singer to
becoming one of the world’s
most sought-after singers
and actresses.

On her last British tour
she travelled in her own
privately-hired jet with a
retinue of 60 people, includ-
ing her own orchestra,
rhythm section, vocal back-
ing group, plus assorted war-
drobe assistants and valets.

Sounds like a fairy tale,
doesn’t it? The poor, little
girl from the Detroit slums
who turns into a superstar.
However, it was no wave of a
magic wand, but Diana’s
own talent and determination
that got her there.

She was born in Detroit
29 years ago and makes no
attempt to conceal her back-
ground. ‘We were obviously
poor,” she told our reporter,
‘but, to be truthful, | was
never aware of it. If | needed
a penny or a nickel, | always
got it. | don’'t mean | was
always asking for it, it's just
that if | really wanted a stick
of bubble gum | usually got
it! | didn't really have any
other wants.

'We lived in a low rent
housing project and | guess
that | was always a bit of a
tomboy because | used to
love playing baseball with my
three brothers.”

Even as a young child
Diana Ross loved singing. ‘I
was always looking for an
opportunity, even at church,’
she explained. ‘| was always
singing at things like socials

and school gatherings. | don’t
think | can have been very
good, though, because | was
turned down for a musical at
school, which was what de-
cided me to form my own
group.’

Luckily for Diana, she had
two like-minded school-
friends, Mary Wilson and
Florence Ballard, who were
equally keen on the idea of
starting a group.

‘We got together and prac-
tised almost continually,” Di-
ana continued, ‘and finally,
when we were just entering
our senior year at high school,
we went to see Berry Gordy.
He had just started Motown
in those days and that was
literally THE place for black
talent to go.’

This looked as if it might
be their big break, but things
did not go as smoothly as
the girls hoped.

UNIMPRESSED!

‘He was pretty unimpress-
ed with us at the time,” Diana
confessed, ‘and he told us to
go back to school for two
years, which we did. He let
us do a little background
singing now and then. We
used to get paid two dollars
for it, | remember.

‘He still didn’'t pay much
attention to us, though, that
is until we were sort of re-
introduced by Smokey
Robinson. He decided to give
us a chance then. We started
out by being called The

DIANA
ROSS

Primettes because there was
another Motown act at the
time, called the Primes and,
for some reason, brother and
sister acts were very popular
then.

However, The Primes put
paid to this idea by changing
their name to the Tempta-
tions. So, left in the lurch, the
Primettes became The Su-
premes.

It was a lucky name
change because they soon
had their first hit record
Where Did Our Love Go?, in
1964. This was followed by
a string of 11 chart-topping
Number Ones, a dozen gold
discs and a good few plat-
inums as well. This was a
pretty impressive record for
a group that was moulded
out of the Motown combine,
who sang what they were
told to sing and dressed as
they were expected to dress.

They became stars, and
what more could any girl ask
for? ‘It all happened a bit
suddenly,” confessed Diana.

‘One moment we were
nothing and the next we had
five hits. Berry saw to it that
we had some kind of tuition,
though. For instance, we had
this lady who used to come in
and teach us what, for lack of
a better word, you could call
etiquette. It was a sort of
finishing school, | guess.’

Going out on the road
gave Diana a chance to study
the more experienced groups
and thus add to her own act.

‘We used to go out with a lot
of other Motown acts like
Smokey Robinson, Mary
Wells and The Temptations,”
she explained.

‘Smokey always used to
close the act and, to start
with, we used to open it. |
used to sit in the wings and
try to learn from the other
acts. | learnt a lot from Stevie
Wonder in those days and he
was a hell of a lot younger
than | was! But eventually,
as we got more hits, we used
to go on second to last. We
never did close the show,

though, that was left to
Smokey.’
TWO ACTS

After so much time and so
much success, the decision
to quit the Supremes was,
by no means, an easy one.
After all, Diana, Mary and
Florence had been friends
since their schooldays and
had worked together for
over eight years.

Diana says the decision
was a joint one between her
and Berry and certainly Mo-
town had nothing to com-
plain about, because they
had ended up with two top
acts for the price of one.

It wasn't until after the
event had happened that
Diana realised the full mag-
nitude of what she had done.
She was now out on her
own for the first time and,
being the sensitive person
she is, naturally had a few
qualms about it.

‘I used to get really up-
tight and lonely just after the
split took place,” she con-
fessed. ‘If | saw the others
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were playing in a club in
town, I'd always go down
and watch them and think to
myself, did | do the right
thing ? It wasn’t until Ain't
No Mountain High Enough
became a hit that | realised |
had, after all, made the right
decision.’

VULNERABLE

Diana is a very warm,
friendly and sympathetic per-
son to talk to. In spite of the
confidence she displays on
stage and screen, she still
has an air of wvulnerability
about her. This may be the
reason for Mike Roshkind's,
Motown’s Vice-Chairman,
almost continual presence
when Diana is meeting the
Press.

You can imagine how she
must feel when faced with
30 or so eager reporters at a
time! But Motown protect
her well. ‘I listen to what they
say,” Diana said. 'l mean, let’s
face it, I'd be a fool not to,
after all they've done for me.
But apart from that, both
Berry and Mike are personal
friends and | trust them.”’

Next on Motown’s super-

/f
Ry

star-building agenda came
the film Lady Sings The
Blues. This, in a way, was an
ultimate test of Motown's
faith in Diana. The film was a
gamble. It could either boost
her into the realm of the
showbiz untouchables like
Sinatra or Bennett and make
her the complete all-round
performer, or eise knock
years of building-up to the
top on the head, restricting
her to just being a cabaret
act for ever, albeit a very
highly paid one.

‘It was the ultimate chal-
lenge, there can be no doubt
about that,” was how Diana
put it. ‘I just had to shut my
ears to all the scorn and con-
centrate on doing a good job.

BLASPHEMY ?

‘When it was first an-
nounced that | was to play
Billie, | got a lot of really
nasty letters from righteous,
old, jazz veterans who
thought the idea almost blas-
phemous.’

Diana prepared herself for
the role with the thoughtful
thoroughness which she has
applied to every aspect of her

s
@

career.

‘I just sat down and lived
with Billie’s music for nine
months. | wanted to try and
bring her out as a person and
not just as Billie, the junkie,
because she was happy at
times, too, just like everyone
else.

ACTRESS

‘I read everything | could
possibly read about her, |
talked to people who knew
her — | just totally immersed
myself in Billie Holliday, the
human being.’

As we know, the film was
an enormous success and
broke box office records all
over the world. But, even
more important, it established
Diana as an actress, not just a
competent one, either, but a
brilliant one.

Max Jones, Melody
Maker’s jazz critic and a per-
sonal friend of Billie's, said
that while deploring the film’s
often fictional content, Diana
had completely captured Bil-
lie's character. Her perform-
ance was almost clairvoyant,
he remarked.

So here she is, Diana

Ross, up in the ranks of the
immortals. What can pos-
sibly come next? ‘| want to
do more production,” was
her reply. ‘| produced two
tracks on my Touch Me In
The Morning album and l've
also been producing a new
Motown dgroup called The
Devastating Affair.

‘Also, I'm still looking
round for another film. One
thing, there isn’t any lack of
things to do, it's just finding
the time to do them that’s the
problem! Don't forget, I'm a
mum now - twice! — so | do
want to spend some time
with my family. They're my
prime consideration.’

ONLY THE BEST |

One thing Diana really be-
lieves in is that ‘there really
doesn't seem to be much
point in doing anything un-
less you're going to do it the
best you can’. If anyone is
going to live her own maxim
out, it’s Diana Ross.

Diana in Aachen — She
travels with her own or-
chestra in a private jet.
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So you've written some
songs and want some-
body professional to hear
them? It's not enough, any
more, to sit in your flat and
play them to yourself or a
few friends. What do you do
next ? if you're in a group you
can at least play a gig and
test them out on a live
audience, but what do you do
if there’s just you and your
few guitar chords_or:living-

room piano ?

Presenting your work to a
music publisher is not as
easy as it once was. There
was a time when you bought
a one-way ticket to Tin Pan
Alley and knocked on a few
doors. You could always find
people to listen to you sing,
or hear you play your music.
But publishers” and recording
companies’ offices are now
scattered throughout London

Gilbert as he first appeared before an unsuspecting
British public

HOW GILBERT
SOLD HIS
FIRST SONG

and the provinces and the
only way to track them down
is to get hold of the Music In-
dustry Yearbook, which is in-
dispensable.

Once you've decided on
some publishers to test your
songs on, you won't find
many who have the time to
wade through piles of manu-
scripts or even listen while
you sit and sing.

No, the only acceptable
way to really give your songs
a chance is to put them down
on tape or a demo disc, as
clearly as possible. Barbara
Hayes, whose company Hazy
Music publishes Lindisfarne’s
songs, amongst others, told
us: “You'd be surprised at the
tapes people send in. Some-
times it's just their voices
singing over a background of
a radio commentary or traffic
noises.’

On the other hand, there's
no need to go as far as one
chap — Tony Peters of
Famous-Chappell Music told
us: ‘This chap came into the
office and said he'd got three
songs down which he want-
ed me to hear. He'd spent
£100 on a 16-track tape,
getting a group to do his
songs. Well, the band was
good, but the songs — well,
they were really duff. A

writer should never spend a
lot of money on a demo
recor: or tape without having
a professional opinion first.’

Tony reckons the best
thing to do is to approach a
publisher with a preliminary
tape or demo disc, and if the
publisher thinks the song has
potential, he will recommend,
or even pay for, a more pro-
fessional tape or disc.

Lots of people, too, have
pretty hazy ideas about what
they want to do with their
songs. If you have no band to
record them and no desire to
do it yourself, it's always best
to have a group or artist in
mind for whom you think
your material might be suit-
able. If you can do this or, on
the other hand if you have a
band behind you, it's a lot
easier to get things moving.

But all the publishers we
have spoken to have stressed
how difficult it is to try to
promote an unknown per-
former with new songs.

Happily, occasionally a
publisher can be knocked
out by a new artist with his
own material and this is the
bit of luck that all aspiring
writer/singers hope for.

Barbara Hayes encounter-
ed one of these exceptionally
talented people when she
was manager of April Music
Ltd., in 1967. The person in
question ? Ray (better known
now as Gilbert) O’'Sullivan.

We were fascinated to
know just how Gilbert first
came into contact with a
music publisher, so we talked
to Barbara Hayes and her ex-
colleague Ivan Chandler,
who is now April Music's
Deputy Genera! Manager.

‘At that time,” recollected
Ivan, ‘April was a new com-
pany and there were just
three people involved, Bar-
bara, Stephen Shane (son of
publisher Cyril Shane) and
Cathy Gibson (now Cathy
Darling, General Manager of
York Records’ publishing
company, Chevron Music). |
didn’t actually join the com-
pany till halfway through
Gilbert's time with us.

‘Stephen Shane was then
managing a singer called




Christian Ward who recorded
for Decca. One day Christian
came in and said to Stephen,
“| know this really good
songwriter who lives in Not-
ting Hill, in a little flat and
writes his songs and just sits
and plays them on the piano.
Maybe | could record one of
them.” So Stephen thought,
why not giveitatry ?°

April got in touch with him
and invited him up to the
office. Barbara Hayes well
remembers the very first tapes
Gilbert ever made of his
songs. ‘'He made them in his
back yard with an out of tune
piano and a microphone on
his lap, but they were still
very good tapes. The songs
were so different and his
voice so unusual.’

Ivan Chandler played us a
couple of tracks off some
tapes Gilbert made in 1967, a
few days after signing his
publishing contract with April
Music and it's easy to see
why everyone was so im-
pressed with him. They are
vastly different to the kind of
highly commercial numbers
he is doing at the moment.
One was a hilarious, witty,
little song about rice-pudding
and cups of tea and Gilbert’'s
voice sounds flatter and more
nasal than it does now.

ORIGINALITY

The songs are very fresh
and original, yet it's easy to
see why April had some
difficulty getting some of
them recorded, just because
of this originality and the
strange word-twists and
highly personalised humour.

However, they got Gilbert
a recording contract with
CBS and also got a few of his
songs recorded by groups
such as the Tremeloes and
the Amboy Dukes. Out of 20
of his early songs, they got
about eight of them covered,
which is quite a high per-
centage.

His first single, What Can
! Do, was recorded in the
typical CBS fashion of the
time and sounded slightly
reggae-ish. It just wasn't Gil-
bert and it didn't take off.
Neither did the second, Dis-

."
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appear, which did just what
its name suggests!

During this time Gilbert
was doing no live gigs and
was working at various office
jobs. Barbara Hayes men-
tioned how she used to worry
about him because he used
to come into the office look-
ing really lonely and sad, and
just sit down and hardly
speak to anyone. The pub-
lishers had done all they
could to get his songs known
but what he needed to get
him off the ground as a re-
cording artist was someone
who could bring him out as a
personality and project his
songs from that basis.

The 1973 Gilbert O’Sullivan certainly looks very different

from the original 'schoolboy’

The man who managed to
do this was Gordon Mills. He
signed him to his own MAM
label, worked on the short-
trousered image with him (it
was Gilbert's original idea)
and cut the record Nothing
Rhymed, for which Ivan
Chandler did the promotion.
It raced up the charts and
from that moment onwards
Gilbert was never out of the
public eye.

STRUGGLE

So it took Gilbert O'Sulli-
van quite a long time to get
established and it took a
great deal of faith and hard
work on his publishers’ part,

£l

L

and patience on his own.
But it's the way most people
have to start out and, in the
amateur songwriting stakes,
all beginners are equal. It's up
to the publisher to recognise
what talent may lie in the
cassette that drops on to his
desk on Monday morning.
Just remember, you don’t
need to spend a lot of money
to demo your songs, be-
cause a good publisher can
recognise the potential of a
good song. So, muzzle the
budgerigar, tell the workmen
outside your house to stop
drilling for half an hour, and
just givehimachance tolisten
to what you’ve got to offer!
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Front to back
back to front
Low orhigh
Fastorslow

ANTORIN guitars
neverletyoudown &=

Try number:698M
'GREAT WESTERN'
only£75:00

MR.BADGER

AT THEALAN PULLINGER
CENTRE HIGH STREET,

SOUTHGATE N14
(Opposite Southgate Tech.),

Nr. Tube (Piccadilly Line)

In addition to the STAR groups —
everyweek includes at least one
TOP GUEST GROUP +
NORTHERN LIGHTS + COMMANDER
DOSCO - SOUTHGATE'S TOP D.J.

Friday, October 26th — WILD ANGELS

Friday, November 2nd — GLOBAL VILLAGE TRUCKING
COMPANY

Friday, November 9th — GYPSY

Friday, November 16th — From Stoke on Trent P. P. POTTER &
THE WEDGEWOODS featuring T. CUPP

Friday, November 23rd - HACKENSACK

Friday, November 30th — SAM APPLE PIE

OUR AIM: A bloody good night out for ONLY
55p (members)
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For just over 30 years now RESLO have been
making microphones of all shapes and sizes.

We believe that entitles us to a little
trumpet-blowing about the quality and
performance you can expect from microphones
backed by that sort of experience.

There are some eleven different types of
basic wired microphones covering a whole
range of applications.

In addition RESLO make three superb
radio microphones designed to add an extra
dimension to your act by enabling movement
free of trailing leads.

RESLOQO also make matched receiver units
for the radio microphones and a wide range of
accessories, stands, leads and clips for the other
model types.

But after all’s said and done, RESLO
microphones speak for themselves, so for a
start, why not send off the coupon below and
we’ll mail a brochure showing you our full
range.

FESLES

Spring Gardens,
London Road,
ROMFORD, RM7gL].
Tel: Romford 61926

r

| Itallsounds too good

| tobetruc...

| Tdlike your full brochure on

| the RESLO range [J I want to know about
| RESLO radio microphones [

|
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CONTROLS. Treble and Bass, Lift and Cut controls with a volume control on
each channel. Master Presence and Master Volume control. Push button switches
for the Hammond Reverberation unit on each channel with Master Reverb control.
(MA 100 onty)

POWER CAPABILITY. 130 Watts rms. undistorted output.
FIVE CHANNELS. with a total of ten High Impedance inputs, two per channel.

DISTORTION. Total harmonic distortion. Mixer and power amplifier. Any input.
Typically 0.05% @ 1KHz at 100 Watts. Total harmonic distortion, mixer stages.
Below the limits of measurement.

NOISE. Master volume-set (0) -85dB. Master volume maximum, any one channel
volume set maximum, Tone controls set (0) -70dB.

FRONT PANEL. Mains on/off switch illuminated type incorporated with electro-
luminescent front panel effect hi-lighting all controls.

DIMENSIONS. 26 3/8 x 4 1/2 x 11 1/2 length, height & depth (670x108x292mm)

WEIGHT. 11Kg. Approx.
e PRICE £100 + VAT

H|H Electronic

Industrial Site, Cambridge Road, Milton, Cambridge CB4 4AZ




B.LINSTRUMENT
REVIEW

MICRO-FRETS SWINGER

he Micro-Frets Swinger,

six-string electric guitar,
is quite a rare beast — which
can only mean that a lot of
guitarists are missing out on
what this, and other fine
models in the Micro-Frets
range, have to offer.

They’re made in Maryland,
America, under the most
modern, quality-controlled
conditions and to handle
one of these instruments is to
understand why such care is
taken on them at the pro-
duction stage.

SLEEK

They're sleek, good look-
ing and a joy for any guitarist
to handle. A spokesman for
Macari’'s — Micro-Frets’ ex-
clusive London agents —
said the Swinger model is
ideal for jazz players, and
there’'s no doubt that the
elliptical shape of the neck
makes for fast and easy
barring.

The mellow response
from the two pick-ups is also

ideal for jazz players, but a
flick of the three-way toggle
switch to engage the treble
pick-up gives a sound that
any purist rock player would
be proud of.

EXCLUSIVE

An exclusive design fea-
ture of Micro-Frets is the
Micro-Nut, which offers in-
dividual tuning facility at the
nut end of the neck. This,
coupled with individual sad-
dle adjustment at the bridge,
offers the complete solution
to tuning problems both
above and below the 12th
fret.

Schaller machine-heads, a
full-length truss-rod, one vol-
ume and one tone control,
are the other important de-
sign features. The Micro-
Frets Swinger retails at £264
with case (£244 without),
and is distributed by B. L.
Page & Son Ltd., who are
sole U.K. wholesalers.

SOUND EQUIPMENT
MEANS QUALITY

see 'em at any good music shop

Ll Amps, Mixers,
Slaves, Bins,
Horns, you name it.

Trade
enquiries: ’ !

03

3 ALBION PLACE, SUNDERLAND, CO. CURHAM.
Tel: 78058
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The great condenser mike myth.

=" Foralonig while, condenser mikes have been at
the top end o?the. microphone market.

They still are-in performance. ‘

But since Unisound introduced their range of
Electret condenser mikes exclusively for us the price
has plummetted to an incredible £13-00, including VAT

And Unisound have another big plus.

Gone is the bulky power pack that made this type
of mike function. .

Replacing it 1s a tiny UM-3 battery which has all
the power required to turn in the necessary sensitivity
and response.

In fact; a breakthrough.

Find out more about Unisound’s condenser
mike.

Allinall, it’s qui
asurpris?picklige(.lmte cond°f (/

The Electret range from Unisound. - .
”_( nt ang.f 1 The fastest bird in the business.

l J “Recommended retail price
. ——

Condor Electronics Limited, 100 Coombe Lane, London $W20 0AY. Telephone: 01-946 0033 (4 lines).
Distributors of cartridges, styli, condenser microphones and headsets. Guaranteed 24 hour delivery.
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Men

he last time that B./

talked to Suzi Quatro
was in August last year. At
that time she was thinking
about forming a band and,
apart from her own, sheer de-
termination, hadn’t got much
with which to convince the
British public of her musical
talents.

Since then, of course,
she’s had three smash singles,
built up one of the toughest-
looking — and sounding —
bands in the business and
gained a reputation among
the Press for being a forth-
right, no-nonsense lady to
interview, with a penchant
for strong language!

I think | expected to meet a
kinky-looking lady, clad in
chains and leather gear,who
would greet me with a
barrage of swear words. Per-
haps she reacted differently
because it was another
woman interviewing her — |
don‘t know. But Suzi turned
out to be cool, calm, highly
intelligent and with very
strong views on music — and
men.

UP-TIGHT

‘I'm not one of those pos-
ing superstars,” she told me.
‘The only thing | stand on my
soap box about is when men
start up the bit about girls,
and when they do, that's
when | get up tight.’

Most guys who interview
Suzi, apparently, are firmly
convinced that women just
cannot make good musicians.
‘If anyone says it to me, | just
tell them to . . . off,’ she said.
‘A lot of men have the needle
when they come in, but |
have to understand that they
are very sheltered in their
viewpoint. But | do take time
with them. By the time they
leave, they usually under-
stand me.’

As Suzi says, why should




she bother to fight any more ?
She knows she’s a good
musician and reckons she's
proved it. ‘So, if they ask me
the wrong question, | hit
them with a barrage of cuss
words —that's where | get my
tough Press thing from !’

If she believes that women
can be good musicians, why
has she deliberately chosen
to surround herself with such
a butch male group ? Is it be-
cause she prefers working
with men, and would she
ever have considered having
women in her band ?

‘I can think of very few
good women musicians,
quite honestly,” she admitted.
‘If one came along, then cer-
tainly I'd have herin the band,
but I've only known a few
and they're already in groups.

‘l do need men behind me
because they think like me,
or | think like them, | should
say’ — she paused and
chuckled — ‘that was a
Freudian slip!" What Suzi
can‘t get into is the type of
music that has long been
associated with female art-
ists, the soft, romantic songs,
the introverted, emotional
outpourings of other female
songwriters. ‘| can‘t get into
singing things that are silly,
like lovey-dovey,’ she ex-
plained, ‘they just don't
sound right coming from my
throat. I've always been a
rocker.’

Suzi's new album hadn’t
been released at the time of
writing, so ! hadn’t had a
chance to hear it. However, |
asked her what she con-
sidered personally to be the
best number on the album.
I'l have to answer that in
two parts,” she replied. ‘The

best music we’'ve written on
the album is Skintight Skin —
that’s almost progressive. But
the happiest number that
we've written, | mean, it just
brings a smile to my face, is
Rockin” Moonbeam. |t
sounds like everyone's pissed
and having a great time !’

PARTNER

The ‘we’ Suzi mentions,
means herself and Len, her
guitarist. They've written
most of the numbers on the
album, together. Last August
B.I’s reporter left Suzi about
to wander off to Hyde Park
with an acoustic guitar, to do
some writing. We wondered
how she liked writing with
someone else for a change.

‘It's a lot easier than
‘cos |

writing with myself,

was writing with myself for
years. Another person doesn't
let you get away with a lot of
rubbish. You see, it's hard,
it's very hard to tell yourself,
well — Suzi, that'salotof. . .,
‘cos your ego won't let you
do that. If somebody else is
sitting there and says it's a
load of rubbish, you think oh
well, fair enough.’

She finds she doesn’t need
a lot of time to write a song
with Len. It can be sand-
wiched in between sets,
even. ‘Rock and roll is best
written in a very, very short
space, sort of shoved in. |
wanna write a song and it's
all busy around me and that'’s
what rock and roll is about,
it’s all energy.’

It's taken Suzi a while to
find the perfect instrument
for her music, but now she’s

found it, an old Gibson EB2,
circa 1960, which she bought
two months ago. She has
two basses up on stage
‘because | break strings!’
Her other guitar at presentis a
Les Paul Professional. ‘It's
three times the weight of a
Precision,” she laughed. ‘I
bought it because | fell in
love with it and now I'm a
hunchback!

PREFERENCE

‘I prefer the EB2 because
it looks so old and authentic
and the tone’s different. You
get a very fat sound with the
EB2 while the Les Paul is a
bit, sort of . . . mechanised,
not a true sound. It's a nice
bass sound but an EB2 or an
old Precision is a fat sound
that you can’t get with the
newer models.’

Suzi knows what she's
talking about. She was given
her first bass by her father in
1956. ‘It was an old Pre-
cision, but it got stolen. It
was an antique and worth a
lot of bread. My father was
terribly upset.’

She’s made her point as a
woman rock musician. She's
proved she can do it well.
But, in her own words, ‘I've
by no means stopped. There's
millions of things | want to do
yet. | don't know what's
going to come up. I'm just
starting. Music-wise, I'd like
to get a bit more of the
classical in (she plays classi-
cal piano) and yet ! still want
to staya rock’and roller.’

Perhaps if there were a
few more women in rock with
Suzi's talent, determination
and "energy, all the slagging
andsneering might stop.
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HOW TO PLAY GUITAR IN 6 MONTHS

ver wished you could

play the guitar ? Well, be-
lieve me, it isn't as hard as it
might, at first sight, seem.

You've probably seen all
those confusing chord books,
pieces of sheet music and
teach-yourself in a day tutors
—forget them!

They can be helpful, but
only after you've gotten over
the initial hurdle of learning
how to hold the instrument,
press down the strings and
strum.

And there’s only a need
for them after that if you want
to go on to learning music
theory or very complicated
chord shapes.

The secret of good rock
and roll is simplicity — listen
to any Faces’ or Stones’
numbers and you'll see what
we mean.

The root of most pop
music is a simple three or
four chord trick, and once
you've learned this ‘trick’ in
one key, then it's" only a
moment’s work to learn it in
another.

DESIRE

There's only two things
you need to enable you to
start playing right now and
they are a guitar and a
genuine desire to want to
make music.

After all, Jimi Hendrix
couldn’t read music, yet even
before his death he was a
legendary guitar player. He
learned in exactly the same
way that we're going to
suggest you learn, and that is
by listening, watching, play-
ing and, above all, having
fun.

Even if you are starting
from scratch, you should be
able to master enough of the
rudiments of playing to be
able to make music with
your friends in about six
months’ time.

But first, get your guitar.

Ten years ago you would
have had a relatively simple
task. There were so few stu-
dent guitars available that it
was simply a question of
buying what was offered.
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IT LOOKS DIFFICULT — BUT
THE BASIC PRINCIPLES ARE
EASY TO MASTER. FROM
THEN ON IT°S A MATTER OF
PRACTICE.

The first in a series of features in

which Beat helps you to learn to

play guitar.

(My first instrument was a
Rossetti six-string jumbo,
and it cost 5 guineas.)

Nowadays, you'll be offer-
ed an amazing variety of in-
struments to choose from,
but beware! You're going to
need an instrument that is
accurate above the 5th fret,
one that doesn’t have heavy
gauge strings which can
lacerate your fingertips, and
one that not only stays in
tune, but will also give you a
reasonably-pleasant sound.

To get all this, you'll prob-
ably have to play safe and
spend in the region of £30.
At this stage of the game it's
a good idea to kick-off with
an acoustic guitar. If and
when you want to ‘go elec-
tric’, you’ll have to consider
buying an amplifier too, and
let’s face it, you're not going
to have very much fun play-
ing an instrument if you're
constantly worrying about
how much it cost!

COMFORTABLE

Choose a guitar that feels
comfortable. Of course, if
you're not used to holding
one, they'll probably all seem
a bit cumbersome, but what
you ought to be looking for
is comfort mainly, as far as
the neck and the strings are
concerned.

If you have to use a lot of
pressure in order to press the

strings down, then look for
something else. If the neck is
so thick that you cannot
easily reach to bottom (thick-
est) string with the tip of
your first finger, then again,
investigate another model.

If you have a friend who is
a guitarist, then take him
along with you to buy your
first instrument. If not, then
the golden rule is: don’t be
panicked into buying some-
thing.

Explain to the salesman
that you're a beginner, invite
his opinions on your problem
and try several instruments
before deciding on one in
particular.

When you’ve bought your
first guitar and you’'ve got it
home, you'll want to get it in
tune. The salesman at the
shop will do this for you in
the first instance, but tuning
is something that ought to be
checked every time you sit
down to play.

For an extra few pence,
you would be wise to invest
in a set of pitch pipes — a set
of small tubes which corres-
pond to the strings on your
guitar and which, when
blown one at a time, will give
you the right note to tighten
or slacken your string to.

All that's needed here is a
bit of patience and a modest
musical ‘ear’. Don’t be upset
if you can’t tune up quickly
at the outset because you'll

soon get used to the exercise
as time goes on.

Now, you’ll want to play.

The best way of all to
start learning is to find a
friend or relation who can
play some guitar. They'll
show you the basic, major
chord structures and the
trick is to look at the way
they place their fingers on
the strings and merely copy
them.

In case you haven't got
somebody to ‘crib’ off, we've
drawn diagrams for four of
the most simple chords. They
comprise of E, A, D and B,
and they're all played on the
first 3 frets of the guitar
(counting from the tuning
peg end of the neck, or what
is more commonly known as
the nutl).

If you plan to play rock
guitar style, then it's a good
idea to use a plectrum from
the outset. Hold it between
the thumb and index finger
of your right hand, and
practice strumming the
strings in a slow but steady
rhythm, with the tip of the
plectrum.

EXERCISE

This is yet another exercise
that is best accomplished by
watching a friend play, and
if you cannot watch a friend,
then you can still learn a lot
from watching guitarists on
the television or at concerts.

So, you now have all the
basic requirements for
making guitar music. You're
strumming with the right
hand and holding down a
chord with the left.

Your next trick to learn is
changing from one chord to
another without losing the
rhythm and here we suggest
that you try changing chords
in the following sequences:
Start on A, change to D,
change back to A and then
change to E. That completes
one sequence, and when
you've got the knack of it,
you'll notice that you can
hum many popular tunes
along with the chords you're
playing.



Here are two other se- THESE STRINGS SHOULD YOUR LEFT HAND

quences for you: Start on D,

change to E, change back to BE PRESSED DOWN e SHOULD LOOK LIKE THIS
D and then change to M. y.pON'T PLAY  0=OPEN STRING

Start on E, change to A,
change back to E and then STRINGS

Ch?rr;\%ectr?o?d that you start a NUT 6th 5th 4th 3rd 2nd 1st

sequence on denotes the key
in which you are playing, and

what you’ll be doing by Ist Fret
following our sequences is to ?
play the old three-chord trick ~ 2nd Fret

in the keys of A, D and E.
Easy, isn't it?

STRUM

Now comes the real fun X 0 0
part. Once you've managed
to strum and change a bit,
you can sit down with a few
of your favourite records é
(but don’t go mad and try a
Hendrix tune straight away,
keep it simple to start with)
and strum along.

Even if you're not playing
in the key of the record, just
playing along with it will
help you develop your sense X 0 0
of rhythm and timing and if
you develop a ‘feel’ at this
stage of the playing game,
life will be very much more ‘
pleasant when you progress.

Here's where you might
invest in a simple chord book
to help you discover more
keys in which to play, but the
golden rules still stand:
Watch your friends and, for
that matter, any other gui- X X
tarist. Listen to what s
happening and copy what
you see and hear. Don‘t be
afraid to try things out for
yourself, and see if you can’t ¢
find a small group of friends
with which to learn. It's far
easier to learn from someone
else than from a book. Above
all, have fun then you'll be
learning all the time.

3rd Fret
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ikes, what mellow cabal-

leros,” reads the poster
for The Section’s first album.
The British public discovered
just how mellow these cabal-
leros are when they played
the Crystal Palace Garden
Party recently.

It was their first appear-
ance as The Section in this
country and their showing,
together with the release of a
second album called For-
ward Motion, places them
musically beyond the coun-
try ‘bag’ in which they have
been found for the past few
years.

Just to keep the suspense
going a little longer, see if
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you can guess what I'm talk-
ing about when | tell you that
The Section comprises Lee
Sklar on bass, Craig Doerge
on keyboards, Russ Kunkef
ondrums and Danny ‘Kootch’
Kortchmar on guitar. If | also
tell you that their mentor is
Peter Asher the penny shouid
drop and you’ll exclaim :"of
course, James Taylor’s back-
ing band.’

You'd be right, of course,
but you'd be well advised not
to say it in their presence. If
there’s one thing that makes
a Section caballero ‘un-mel-
low’ then it's to approach
him as just another backing
musician for James Taylor.
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As Lee Sklar put it: "'We
were never country players.
We were into what we're in-
to now and were routed into
that country bag by a rather
strange set of circum-
stances.’

Danny Kortchmar contin-
ued: ‘We had always been
headed in our present direc-
tion as individuals and as
musicians. James brought us
together to play with himas a
back-up band and then we
discovered that we were all
of a mind, musically.’

As far as The Section are
concerned, James is a good
friend, was, and sometimes

o

still is, a very satisfying
artist to work with, but above
all, was a catalyst as far as
the band is concerned.

To pigeon-hole the music
that Section are into now is a
difficult thing to do, but
suffice it to say that at times
they can sound like Frank
Zappa at his freakiest and at
others they can fay down a
country funk that comes on
as strong as darkness in a
Louisiana swamp — which is
surprising in view of the fact
that they have all come up
through the heavy music
business scene of Los Ange-
les, the recording centre of
the American west coast.



{
The

Section is

a chance

for us all
to express
ourselves

as
instrument-
alists

-~ Danny
‘Kootch’
Kortchmar

Lee was with a band
called Rosebud, Craig was
with another called Wolfgang
and Danny was messing with
Jo Mama — a name that will
be familiar to all James
Taylor fans.

‘Russ was working with a
band called Things to Come,’
added Lee, ‘and I'm pretty
sure that all these bands
were straight ahead rock and
roll bands.

‘This was around ‘69,
said Danny, ‘and it's im-
portant to understand that
the two music centres of the
west coast, San Francisco
and Los Angeles, were pro-
ducing entirely different kinds
of music.

‘The San Francisco sound
came about with a bunch of
ex-folkies and beatniks who
started to take acid and buy
amplifiers and electric gui-
tars.

‘San Francisco, therefore,
was strictly a freak capital
because it didn't have a
heavy recording scene and
everybody from there was in
a band.

‘Los Angeles, where we're
all living, was the music
business centre, so you can
never compare Los Angeles
and San Francisco music,
the two are so very different.’

What that meant for The
Section was a hard musical
training through the medium
of session work and it's
probably this, more than any-
thing else, that has put them
where they are today — in the
vanguard of contemporary
rock music.

They are so obviously
concerned with taking the
expression of their abilities
beyond the simple 12-bar,
rock and roll format.

Danny, for example, has
played for James Taylor,
Carole King, Jackson
Browne, Rita Coolidge, Jim
Neighbours and many others.
Didn’t he ever want to be a
rock and roll star, too ?

COUNTRY

‘Originally, | wanted to be
amusician,” he replied. ‘There
was no rock and roll scene
then as there is now, and |
wanted to be a jazz man.

‘Then the Beatles came
out and | wanted to be
George Harrison, | wanted to
be him for ages. | was scuf-
fling with all these bands,
trying to make a living, but
after several years of that, the
dream of being a successful
rock star diminished and the
dream of being a competent
musician increased. At this
point in time, my ambition
and that of everyone else in
the band, is to be a good,
strong musician.’

For Danny, that has meant
a change of attitude in his
approach towards playing
guitar. As recently as a year
ago, he was using a slimline,
semi-acoustic Fender Tele-
caster when playing ‘country’
music with James Taylor.
For his present role with The

Section, he's chosen to play
a Gibson Les Paul, and he
explained why.

‘My style is obviously de-
termined by the kind of
music I'm playing,” he said.
‘When | was doing a lot of
work for James, | was playing
in the country style that is
apparent on his records
(Sweet Baby James, Mud
Slide Slim, etc.) and the
reason | wanted to be in The
Section was in order to
advance what | was doing on
the guitar. Before that, I'd
been writing tunes and sing-
ing and all that stuff, but
what | really wanted to do
was to improve my ability as
a guitar player.”. .. .... ...

INSTRUMENTAL

And for that very reason,
newcomers to The Section’s
music will find not only the
famous 'Kootch’ on Les Paul
rather than Telecaster, but
also a marked lack of vocals.

‘Right,” said Danny, The
Section is a chance for us to
express ourselves as instru-
mentalists.’

Lee explained how the
public have reacted to this
‘instrumental’ policy. ‘They
seem to be very receptive to
our music because we don't
just boogy for 20 minutes on
one chord while one guy
musically masturbates on
stage. It just doesn’t happen
in the group because we try
to structure the music to the
point where solos become an
integral part of the music.
We're concerned with writing
music rather than just open-
ing avenues for one star in
the band.’

That may be a musica|
policy that is full of in-
tegrity and all the very best
intentions, but doesn’'t it
somewhat limit The Section’s
appeal in the music market-
place?

APPRECIATIVE

‘Not at all,” replied Lee and
Danny, in unison.

‘We have just finished a
month on the road with the
Mahavishnu orchestra,’ con-
tinued Lee, ‘and that bill
drew really appreciative
crowds. Then we did some
gigs with Blood, Sweat and
Tears, some work with Van
Morrison and all those

crowds were equally recep-
tive.

‘We've also had a good
reception from James’ audi-
ences, so | think that the
people are there, it's just a
matter of time. | never think
of the people as sheep that
just take whatever they're
given. Nowadays they are
becoming more and more
discerning.

TRANSEXUAL

‘Tastes will always change
as long as music keeps
changing and | think that
people tend to be very subject
to whim. David Bowie hap-
pened, for example, and all
of a sudden there was a tre-
mendous amount of tran-
sexual groups around. Some
of them, like the New York
Dolls, got really “outside”,
too.

‘They’re nothing but a
bunch of drag queens, they
can't play any music, but
everybody gets real whimsi-
cal about it and thinks that
it's real “now"”. They'll get
tired of it, though.

‘It has become theatre, it's
not really music. Like Lou
(Reed), he’s more theatrical
than music ‘cause he's not a

-singer. He can talk out some

lyrics but it's mainly his cult
image that ensures his suc-
cess.

SCOPE

‘I feel there's room for that.
| think that music today has
tremendous scope.

‘And remember,” conclud-
ed Danny, ‘we all grew up
with rock and roll. At first
there was Elvis and The
Beatles and now we're in a
situation where there is a
great deal of very heavy
“showbiz”. The accent is
more on theatre than music,
but what it does mean is that
tastes have expanded. Obvi-
ously, you dont want to
listen to the same old crapa-
roo you were listening to five
or six years ago and the
people are demanding more
and more different things to
listen to.’

The Section’s new For-
ward Motion album certainly
meets those demands!

o000 000s0000
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FROIN COCKER 10 PUB
ROCK RINOCKER

recent copy of Melody

Maker carried an ex-
tremely brief letter which
stated simply: ‘Pub rock is a
drag!’

The perpetrator of this
cryptic comment was Nick
Harrison, the man who ar-
ranged / Shall Be Released
for Joe Cocker and, more
recently, Angie and Winter
for the Rolling Stones.

Now, what on earth is the
connection between arrang-
ing album tracks and pub
rock ? This is the first question
we put to Nick when we met
in the offices of Tony Hall's
Manna Entertainments — yes
folks, the top arrangers have
their own PR people these
days!

DIABOLICAL

It transpired that, before he
went into arranging, Nick
played some ‘totally des-
pairing and diabolical’ gigs
as bass player with a group.
Of course, they had to start
off playing venues such as
local pubs and weddings,
where the strength of the
music was pitted against the
force of merry voices and
clinking beer glasses!

However, it was thanks to
gigging with this group that
composer, songwriter, ex-
teacher Nick Harrison met
John Fenton of Essex Music,
with a view to getting some-
thing done about his own
songs.

John wanted to make a
demo of one of his songs and
introduced him to Denny
Cordell and Tony Visconti.
The result of this was that,
due to his knowledge of
violin playing and stringed
instruments in general, Nick
was asked to arrange a
record for Tony Hall's group,
Arrival.

The result so impressed
Tony that he sent Nick a
telegram to come up to the
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4 .
I've always written my
arrangements to try

to avoid cliches
— Nick Harrison

office and, since then, has
taken a personal interest in
both his career and that of
fellow arranger Paul Buck-
master.

Nick has extremely strong
ideas about music, which
make him a very stimulating
person to talk to. ‘For about
10 years before | got into the
music scene, | used to listen
to modern classical com-
posers like Benjamin Britten,
Bartok and Stravinsky, whose
music really had no affinity
with the Germanic school of
classical music.

‘A long time ago | realised
that modern rock music was
based on the kind of chord
sequences used by the classi-
cal composers and | got the
idea that pop music could, in

fact, use different kinds of
chords. Of course, by now,
progressive rock groups have
started to do this,” he ex-
plained.

CLASSICAL

Nick set out to be a
modern classical composer,
with the depressing know-
ledge that all over the country
there were composers busily
scribbling away with no idea
of how they would ever get
anyone to listen to their
music.

He realised that he would
have to break into the music
scene somehow and did it by
putting aside his violin for a
while and taking up bass so
he could join a rock group.

What happened next he
modestly attributes to ‘being
in the right place at the right
time’.

When he was given his
first few string arrangements
to do he was, quite frankly,
scared that because they
were so unusual, they would
not be found acceptable.
After all, he was using mu-
sical influences which,
although they'd been around
for some time, had never be-
fore been used in the context
of pop music.

His first really big job was
doing some arranging for lke
and Tina Turner. ‘I was
afraid they'd say, what's all
this about ? However, | need
not have worried because
they came rushing out of the
control room and said it was

~ WEIRD

'l was really knocked out
because | thought they'd
think the music was too
weird. |'ve always written
my arrangements to try to
avoid clichés.’

Listen closely to Angie
and you'll realise what Nick
means. It's a simple, delicate

melody, which could easily
have been overpowered by
too heavy a treatment, but
Nick has underlined the
melody so that it, and the
mood, predominate rather
than the rhythm and the
chords.

It was Tony who put for-
ward Nick’s name to Mick
Jagger and Nick reckons he
and Mick worked very well
together. At present he's
arranging a couple of tracks
for a forthcoming Donovan
album, one of which is ‘a big
Phil Spector treatment’ and
the other a Japanese sound.

As well as arranging, Nick
is forming a group to be call-
ed Down Ampney, after the
birthplace of Vaughan Wil-
liams, the composer. He in-
tends to work with as many
different instruments as pos-
sible, including his own
adaptation, a six-string violin,
and plans to include a lot of
audience participation.

‘The only trouble is,” he re-
marked, ‘! can’t think of
what kind of venues we can
play except small clubs and
pubs.” Watch out for another
letter in LM/

SOUND ADVICE INSTALLATIONS CO. LTD.

358 PRESTON ROAD,

STANDISH, WIGAN
Tel: Standish 422372/421603

Lancashire’s leading amplification, discotheque

and lighting organisation

Retail sales. Mondays - Saturdays. 9a.m. -6 p.m.
Late nights: Mondays and Wednesdays up till 9 p.m.

ALL THE LATEST IN GUITARS, AMPLIFIERS, DISCOTHEQUE

AND LIGHTING EQUIPMENT

New and second-hand sales.

CREDIT FACILITIES . .. Provident, Practical, Access and Personal Loans. Professional
repair service. And don’t forget to book your party or gig early this season.

Credit arranged.

Ring Standish Light and Sound Hire — Standish 422372 (S.L.A.S.H.). Off M6 Junction 27.
Off M62 Junction 8 (Chorley).
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ONTHE ROAD

WITH

ENTLE GIANT

Gentle Giant are a band with

a difference, their problems

are common to a lot of bands

however. Beat looks at their
life on the road.

ouring is probably the

most important aspect of
any band’s working life —
and it's also the hardest.

It's important because it
gives bands the opportunity
to create relationships with
audiences and if they do that
well, then record sales and
bookings increase accord-
ingly.

It's hard because touring
makes such great demands
upon the mental and physical
well being of the musician.

Even if you're a superstar
and can afford private jets
and chauffered limousines,
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the twilight world of hotel
rooms and the constant living
out of a suitcase can so
easily take its toll.

And for the majority of
British bands, the private jets
and the limousines are still
pipedreams.

You'll find musicians pack-
ed like sardines trying to
sleep on top of the equip-
ment in transit vans, or
searching a strange town at
one o'clock in the morning
in the hope of finding a
cheap hotel or bed and
breakfast.

One good gig with an en-

thusiastic audience can make
up for a lot of the discomfort,
but the secret of a happy —
and profitable — tour is, un-
doubtedly, organisation.

The band that gets its mu-
sic together and then backs
it up with organisation at
every level is the band that is
going to score in a big way.

To find out just what
organisation means, we spent
several days on tour in
Scotland with Gentle Giant,
recently — a band that has
learned the hard way about
‘going on the road’ through
numerous trips to America
and the Continent.

EFFICIENT

An efficient agency
(Worldwide Artistes, who
handle Yes among others),
and an experienced tour
manager, David Hemmings,
take most of the credit for
making Giant's life on the
road a happy one.

The agency will book gigs
for them, agree on the fees
charged, keep an eye on re-
cording commitments so that
dates don’t clash, serve as a
clearing house for all the
ticket booking, passport
clearing, hotel finding prob-
lems and take care of any
business matters that may
arise while the band is tour-
ing.

The tour manager will
actually go on the road with
the bandto look after the day-
to-day problems. Apart from
getting them up and away to
gigs on time, he might have
to pacify hotel owners whose
other customers are alarmed
at the sight of ‘long hairs’ in
the foyer.

He'll make sure that the
roadies leave in plenty of
time to set up the mountains
of gear needed for each per-
formance; pay the expenses
and hold the purse for each
musician and roadie; organ-
ise drinks for the lads on
stage (which, on a Sunday
night in Edinburgh, is no
mean feat!), and even take
upon himself the job of
getting each finely-tuned in-
strument correctly placed on
stage just before the band
goes on.

It may sound like a lot, but
if that was all he had to do,
his life would be a simple

one. Apart from anything
else, he’s a trouble-shooter.
Take the eighth night of the
tour, for example.

Gentle Giant, their support
band Wild Turkey and solo
artiste Rod Crisp, arrive at the
Caley Cinema, Edinburgh.
It's five o’clock on a Sunday
evening and the city appears
to be deserted. The various
musicians are cold and hun-
gry and hot food has to be
found for them - but the
roadies have a far more
pressing problem.

The Caley just wasn’t de-
signed to cater for the de-
mands made on electricity
by today’s bands and the
house electrician is shrug-
ging his shoulders and say-
ing: ‘sorry lads, but we've
only got enough power for
the amplifiers, you can’t have
a light show as well’.

Giant travel with a lighting
crew of two to handle the
spot, flood and strobe lights
that make up an important
part of the show. Each light-
ing man is paid between £20
and £30 per week for his
work and the cost of their
equipment is staggering. A
night without lights, there-
fore, means a part of the
Giant organisation that isn’t
working and that means less
of a show and wasted money.

Lights plus amplifiers at
the Caley could lead to a
blow-out of the cinema’s en-
tire electrical circuit and if
power is cut off suddenly
from an amplifier, the re-
sults can be disastrous.

EXPENSIVE

There's thousands of watts
of expensive equipment on
stage and so the tour man-
ager, after toying with the
idea of hiring a generator,
has to make a compromise.

They agree not to boil any
kettles, put on any fires,
nothing in fact that will
create an electrical load and
in return the bands get to use
the two house spotlights.

It's not the best of solu-
tions because it means that
the dressing rooms are freez-
ing and coffee has to be
made in a rush, between sets,
but it's the best that can be
done and the bands, some-
how, manage to give a good
show in spite of the fact that



the lights on stage give a
cold, clinical atmosphere to
itall.

What about the musicians
themselves, how do they
react to the pressures of
touring and the many prob-
lems that crop up in the
coutrse of a working day ?

After watching them play
a gig at the City Hall in Glas-
gow on the Saturday night, |
spoke to them on the follow-
ing Sunday morning, after a
late breakfast at their hotel on
the outskirts of the city.

Brothers Derek and Ray
Shulman, who were founder
members of a band called
Simon Dupree and the Big
Sounds, and their keyboards
man, Kerry Minnear, were
eight days into the tour and
still loving every minute of it.

‘We paid our dues when
we were with the Big
Sounds,” said vocalist and
sax player, Derek. ‘I can re-
member sleeping in the car
park after the first profession-
al gig we did. When Ray and
| broke up The Big Sounds
and formed Gentle Giant we
swore that we'd never go
through that sort of thing
again.’

The new band, Derek, Ray,
Kerry, drummer John Weath-
ers and guitarist Gary Green,
spent a long time getting
their music right and then,
rather than go through the
same old treadmill when

touring, they searched for an
agency that would take care
of all problems other than
musical ones.

Their search was success-
ful, but in order to make
enough money to live prop-
erly, they had to play the
States and the Continent
where facilities and gigs are
better than they are in Brit-
ain.

Four albums on Vertigo —
Gentle Giant, Acquiring The
Taste, Three Friends and
Octopus, and a new one on
the WWA label, /n A Glass
House, have sold very much
on the strength of their live
appearances and have made
money that has been plough-
ed back into the organisa-
tion.

ROADYING

Their recent British tour —
the first in a year — has been
largely financed by their work
abroad and they're one of
any number of bands who'll
tell you that it's difficult to
make ends meet by working
in this country alone.

Said Ray: ‘When Simon
Dupree and The Big Sounds
started, we'd be doing about
13 gigs a week and all our
own roadying. We formed
Gentle Giant' in 1970 and
didn’t play in this country be-
cause of the gigs we were
offered. We were determined

not to do all our own hump-
ing and play in clubs with
tiny stages for next to no-
thing.’

Derek continued: ‘We
wanted Giant to be a concert
band and we just refused to
do gigs that weren’t right for
us. If there's one thing I've
learned after all these years in
the business it's that you
can't do things haphazardly.
England is a strange scene
for us, therefore, because
we've got used to much bet-
ter conditions abroad.

‘There’s no doubt that you
work better if your travelling
and sleeping arrangements
are comfortable ones. We
drove from Birmingham to
Glasgow for example, where-
as in the States we would
probably have made that
journey by ‘plane.’

Years ago they would
have driven in one van with
all the gear and, perhaps, one
roadie!

Nowadays they have two,
three-ton trucks to transport
their £15,000 worth of equip-
ment plus a road crew of
seven, and a Volkswagen
caravanette for themselves.
Tour manager, David Hem-
mings, takes his car along,
too, so any travel problems
are easily resolved.

The biggest problem that
faces Gentle Giant when
they tour, nowadays, is bore-
dom. Ray Shulman explain-

The Giants: I, to r. John Weathers, Ray-Shulmnn,iGary Green, Kerry Minnear and Derek Shulman

ed: ‘It's a real killer to have
time off when you're touring.
The first tour we did of the
States was three months
long, and for the first part of
it we were playing with a
name band that was tem-
peramental to put it politely.

‘They blew out some of
their gigs, saying they were
ill, and so we had quite a bit
of spare time — it was un-
believable! Being out in the
sticks in America with no-
thing to do is dreadful and it
gets so that a gig at the end
of the day is a reward rather
than just another job of work.

BOREDOM

‘Boredom can easily lead
to frustration and that’s when
tension begins to occur with-
in a band. There are lots of
groups who have split, after
Ametican tours, for this very
reason but, thank heavens,
we've all learned the secret
of when to leave each other
alone and when to help each
other.’

They've also discovered
ways in which to overcome
the boredom and when they
are not discussing ideas for a
new album or stageshow,
they’ll be out playing foot-
ball or tennis. The band that
plays together, stays together
it would appear.

Gentle Giant are deter-
mined to do just that. They're
convinced that only con-
tinual live appearances will
‘break’ them in this country
as well as America and the
Continent.

As you read this article
they'll be winding up another
Continental tour and pre-
paring to go Stateside once
again. After spending a long
weekend on tour with them,
in this country, it's a compli-
ment to say that | only wish |
was going with them.

The problems are many,
but then so are the pleasures
if good music is backed by
good organisation. In a song
off the Band's Cahoots album
Richard Manue! sings: ‘Mr.
booking agent please have
mercy, don't book the gigs
so far apart’.

That song was doubtless
written in the good old, bad
old days. For any band with a
bit of sense, things can be a
lot different now.
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Bob Anderson presents

ARC

MUSICAL
INSTRUMENTS

who are the sole U.K.
distributors for the following
range of exciting new
musical instruments:

HAGSTROM GUITARS
PEARL GUITARS
DYNELECTRON GUITARS
DANA GUITARS

The proven range of
Johnson Amplification

LOGAN PIANOS & ORGANS
MEAZZ| DRUMS *

MEAZZ| ECHO UNITS*
MEAZZ] MICROPHONES *

(* excluding London area)

* o X % ¢

* % Xt %

»*

A very exciting range of
guitar accessories,
reverb units

* Wah, Wah, etc.

Photos and full details will be
published of these exciting new lines
next month and in the meantime, if
there is any further help or
information you require, please
cantact Bob Anderson, ARC Musical
Instruments, 119 Portsmouth Road,
Frimley, Surrey. Tel: (0276) 64849.
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new from EMS

THE SYNTHIHI-FLI

Pink Floyd
Earis Court
May I18th 1973

- —_ - —

““But pride of place goes to the newest toy, a special
synthesizer made by EMS (who make the VCS3)
Gilmour plugs in the Strat and this device, rather like
a plastic pulpit with pedals mounted underneath, gives
off some of the-most incredible sounds we've ever
heard. And that includes every Pink Floyd album.
There's a fader that lowers the note an octave, a
whining fuzz device which couples into that, and, most
uncanny of all, a phase “’Itchycoo Park’'— type effect
that resembles a Phantom doing a ground strike some-
where in South East Asia.
Believers, you're in for some hair-raising sounds when
Gilmour gets this weapon on the road, as he says he
intends to.””

Tony Tyler, NME

The Synthi Range by EMS

Electronic Music Studios (London) Limited,
277 Putney Bridge Road London SW15 2PT
Telephone 01-788 3491/2 = Telex 92 83 72




' THE
POWERHOUNE

These Leslie Combo Speakers pack a
terrific punch—and they’re a knock-out
in the group market!

But there’s more to them than mere
muscle. The exclusive Leslie
“sound-in-motion” effect—created by
spinning rotors projecting sound in all
directions —adds a new musical dimension.

Leslie Speakers’ good looks belie
their ruggedness.

They’re designed to withstand
“on-the-road” poundings:

There's a Leslie Speaker for every
Combo. Join the professionals.

Demand the best — one of the
Leslie Powerhouse 5.

f

a25

“ Single channel, single rgtor
¢ Extended range

@
Y Single channel, single roter
“ Extended range speaker

760

Y Single channel operation,
double rotor system 5

< Designed for use speaker  Silicon solid
with existing Y 70 watts R.M.S. state amplifier
amplificaticn system continuous Y Twoindependent
Y Twg-speed output from its channels of

silicon solid state
amplifier
Y Solid state three-
speed motor
control

motor control amplificatien giving
total output of
90 watts R.M.S.

Y Solid state three-

speed motor control

950
® . ; High gain pre-amps are available to match the l
 Single channel g o = output of most combo organs and guitars to

operation. four the input circuit of Leslie Speakers.
independent rotors

Y Four extended

\ ¢ ®
range speakers - Y
v 200 watts R.M.S. 1 Leslie is a Registered
output from its b V) Trademark of CBS Inc.

four independent

< Single channe! operation,
double roter system
< Three independent
channels of
amplification giving
total output of
100 watts R.M.S.
Y Solid state three-

{ speed motor control solid state Sole Distributors in the U.K.

i . ;’;‘i%""fi"‘eg’;_raphim P ‘ Leslie Speaker Division Hammond Organ (UK) Ltd.,
with black fight | Deansbrook Road, Edgware, Middlesex HAS 9BB.
system contralled : Sales office and general enquiries Tel 01-205 4743,

I Please send me full details of the Powerhouse 5 and
I the name and address of my local Leslie stockist.

by volume and

frequency of sound
Y Solid state three-

speed motor control

I Name_

] B.I. 11
Lestie Speaker Division, Hammond Organ {(UK) Ltd.
Deansbrook Road, Edgware, Middlesex HA8 9BB. I

|
I
I Address_ I
| 1
I |
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®In the
beginning
we were
just front

®
men -—

Brian Connelly |

o Sweet want to be
taken seriously! Well,
that's what they've been
telling everyone over the
past few months. And, ac-
cording to lead singer Brian
Connelly, the only way they
can do it is by establishing
themselves in the album
charts with a collection of
songs that they've written —
without the help of ‘instant
hitmakers” Nicky Chinn and
Mike Chapman!

Now, this alone, is going
to put Sweet in a very
difficult position: Firstly, be-
cause the fans who have
been bopping to their hit
singles like Hellraiser, Block-
buster, Ballroom Blitz, etc.,
are going to expect the
album to contain songs of
similar quality and, secondly,
the fact that Sweet — through
their own fault — have been
branded ‘Camp Artists’, is
enough to send any serious
album buyer rushing for the
latest release from the Pink
Floyd as soon as he sets
eyes on an album offering
from Sweet!

You may think I'm being
very unfair — but you must
admit that having had nine
hit singles in Britain, all
penned by Chinn and Chap-
man and blatantly designed
for the singles charts, it is
very hard to take Sweet
seriously, as far as albums go.

Here's what Brian Con-
nelly has to say on the sub-
ject:

CONTRACT

‘Basically, we haven't had
a chance as songwriters yet.
Truly speaking, we've only
got a contract with Nicky and
Mike to produce our records,
not write them. But, as
songwriters, they're very
clever and have the singles’
charts pretty well taped and
as this is a very unselfish
scene, it's the better song
that's going to be recorded,
no matter who's responsible
for writing it.

‘In the beginning, when
we were just front men for
their Funny, Funny hit (see
September Beat), all we
were interested in was having
a hit single and when we
played them some of our own
material, they told us, in no
uncertain terms, that they



thought our compositions
were rubbish!

‘But the funny thing is,
that the stuff we were writing
then is almost identical to
what they’ve done with Ball-
room Blitz! It seems that, at
last, they've got into the sort
of music that we want to
play.

‘Obviously, they are more
commercially-minded than
we are, as far as singles go,
but | think that our material
is better, album-wise.

TALES

Don’t think that this album
is going to be Sweet’s first
attempt at songwriting. |If
you flip over any of the nine
hit singles that they've re-
leased, you'll see that Sweet
have already been busying
themselves writing the B
sides. And if you listen to
those B sides, you’ll notice
that Sweet, as songwriters,
have totally different ideas
from Chinn and Chapman as
far as their music goes.
Listening to those B sides
will probably give you some
idea of what to expect on
their forthcoming album.

But talking of albums,
we'd heard tales that they'd
already released an album in
the States containing tracks
that aren’t ever likely to be
released in this country.

"Yes, that's perfectly true,’
Brian admitted. ‘We put a lot
of material on the Stateside
album that we'd never have
tried in Britain. This is be-
cause we wanted it to be
recognised as a rock album
in America. But really, it's
our next British album that
we're worrying about now.
We've got to be careful be-
cause we want it to be right.
It's over 18 months since our
last album was released here
and when you consider all
the hit singles that we've had
since then, that's a very long
time to expect people to
wait.’

PROBLEMS

The very fact that Sweet’s
proposed visit to the States
had to be called off at the
last minute, due to visa
problems, has indeed given
the boys some breathing
space to sit down and really

concentrate on material for
the new album — plus get a
better stage act together and
really find a better approach
at finally being taken seri-
ously by critics generally.
One can’t help but reflect
back on their recent ill-
fated Rainbow gig, where
Sweet were going to show
their knockers, once and for
all, what a good, live band
they really are.

There they were, before
thousands of fans and nu-
merous members of the Press,
poised to show us that they
were not just three-chord
merchants, when fate dealt a
very cruel blow and blew
their P.A. system. After
several pathetic attempts to
get the show started again,
the situation only worsened
and Sweet were left on
stage looking like a primary
school band at an end-of-
term dance!

It's obvious that the em-
barrassment suffered by the
band on that night has left a
scar on the legend of Sweet
that will take a long time to
heal. But the boys have been
making determined efforts
recently to rectify the mis-
takes of that event and have
just purchased a brand new
IES P.A. system that cost
somewhere in the region of
£15,000.

PRESENTED

That, plus the adjustments
they’'ve made to their stage
act, will be presented yet
again to judge and jury at a
return gig at the Rainbow on
21st December, to give us
all a second chance at finding
out whether Sweet are as
good as they claim to be —
they certainly do believe in
the old ‘try and try again’
cliche!

Opposite :
Vocalist Brian Connelly.

Top: Bassist Steve Priest.

Below : Lead guitarist Andy
Scott, who has ch nged guitars
recently — from a semi-
acoustic to a solid Gibson
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SWEET

continued from page 37

It is indeed lucky for
Sweet thanks again to
Chinn and Chapman — that
they’'ve managed to main-
tain a firm footing in the
singles’ charts, had they fail-
ed there, they'd have prob-
ably given up for good! ‘Not
a bad idea’ you all may be
thinking to yourselves, but
seriously speaking, are we
being fair?

| don’t think we are. After
all, they are one of the
hardest-working bands in
Britain today. They're very
tight, musically and vocally,
and have tremendous com-
mand of their audiences
P.A. system permitting! Add-
ed to this the fact that the
Sweet sound — though it may
not be to your liking — hasn’t
yet fallen into the Slade v
Geordie-type trap — has given
the boys ample room to pro-
gress musically, without be-

ing forced to do so. And the |
mere fact that, thanks to the
success of Willy, Willy, the
boys have recently -been able
to capture a small corner of
the American singles” market
- a fact which, undoubtedly,
gives many other try-hard
groups cause for envy — has
put them in very good stead
for their proposed visit to
America, when it eventually
comes off!

So, bearing all that in
mind, all the boys really need
to do now is establish them-
selves in the album tcharts
and then they’ll have covered
all the necessary angles for
gaining some element of re-
spect from even the most
hardened music critic.

There’s certainly no doubt
that this forthcoming album
is, indeed, going to be the
big test for Sweet. For one, it
will show just how important
Chinn and Chapman are to
the group in terms of com-
mercial success and secondly
it will give the boys a chance
to air their musical frustra-
tions openly and show us
their true worth, once and
for all.

Drummer Mick Tucker at work [
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Send 10p for our latest 32 page
Drums and Accessories Catalogue

Summerfield
Brothers

Saltmeadows Road Gateshead NE8 3AJ
Telephone (0632) 70431
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Odyssey
The ultimate
musical trip

2600

The professional
portable Synthesizer

BOOSEY & HAWKES (SALES) LTD. FFO ?O!OIS‘t
118 Colindale Avenue, The Hyde, b:: d°!“e an

LONDON NW9 5HB. Tel: 01-205 8814
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Mickr Mike

A microphone is known by the company it keeps, and the Rolling Stones
are some company — as millions of fans throughout the world will attest! As
a matter of fact, our Unidyne and Unisphere microphones keep regular com-
pany with just about everybody else who’s somebody on the entertainment
scene: Led Zeppelin, Sha-Na-Na, The Association, The Faces, The Who, The
5th Dimension, Carpenters, Sergio Mendes & Brasil '77, The Beach Boys,
Paul Anka, Lainie Kazan, John Gary, David Cassidy, The Dells, Tommy
James, and so many others that we can't list them all. Need we say more?

Shure Electronics Limited

Eccleston Road, Maidstone ME15 6AU " :
Telephone: Maidstone (0622) 59881 i! SHURE
84 Blackiriars Road, London SE 8HA eTelephone (01) 928 3424 ‘ x



B.. LOOKS AT THE STARS" MUSIC ROOMS

No. l.

TONY HICKS

hen Hollies” lead-gui-

tarist Tony Hicks feels
like taking some time off, he
goes on what could best be
described as a busman's
holiday — and the trip only
takes him about 10 paces!

It's out of the living room
at his Hampstead home and
into the music room.

Once in there, Tony can
forget the outside world,
settle himself behind any one
of more than a dozen instru-
ments and relax in the way
that musicians find most
dear — by making more
music !

Tony, veteran of a string
of Hollies’ chart successes,
makes no secret of the fact
that he’s more in love with
music than ever before, after
all, how many guys do you
know that take their work
home with them ?

Now that Allan Clarke has
re-joined the band, and their
new single The Day That
Curly Billy Shot Down Crazy
Sam McGee looks set to re-
peat chart successes for
them, Tony spends even
more time in the music-room
writing, playing, recording
and listening — especially for
material for the newband he’s
producing called Taggett.

Without his music room
and the equipment it con-
tains, Tony would be lost. It
represents the end product
of years in the music business
and has paid for itself time
and time again because hits
like Stop, Stop, Stop, Carry
Anne, On A Carousel and
Long Dark Road were con-
ceived and captured on tape
here.

‘The whole thing has built
up slowly,” he told Beat. ‘It
began with buying a tape
recorder because | wanted to
make rough demos. | wanted
to track guitars, for example,
and then | thought: “it

would be nice to have a
piano onit” and even though
| couldn’t play one | got one
so | could tinker about on it.

‘I was living in a small
mews house when | got my
first tape recorder, which was
a Brenell, and | had to keep it
in the lounge ’‘cause there
wasn't any room elsewhere.

‘This was at a time after
the Hollies had become suc-
cessful. For the first three
years we were playing in the
baillrooms seven nights a
week and living out of hotels
and suitcases.

‘So it was only about
seven years ago that | bought
this small mews house in
London. | got the Brenell and
a couple of guitars and | had
a Hofner semi-acoustic bass
that | used to put a mike up to.
It took me ages to discover
that | could plug all my
electric instruments straight
into the tape recorder.

‘I began to use the re-
corder a lot more when we
cut down on the touring a bit
and started writing individu-
ally. | just wanted to get
basic ideas down, in fact |
don’t think you could multi-
track on the Brenell | had.

FIRST DEMO

‘The first demo | ever did
as a multi-track to play to the
boys, | recorded on one
track on the Brenell. | got a
second, smaller recorder and
kept ping-ponging from one
to the other, live, with no
direct connections. It was
very hissy — but | got down
the basics.

‘The move of house came
next, and the idea of a music
room figured very strongly in
my mind. | thought it would
be nice to put all my musical
things in it, and in fact the

Continued on page 42
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TONY HICKS’ MUSIC ROOM continued from page 41

whole of the house is now
wired for sound from this
room.

‘I thought: “I've got the
basic foundations for a music
room, so I'll do it”, and vet |
still think that it's in a very
small way.’

A ‘small way' as far as
Tony is concerned, includes
the following equipment: An
autoharp; a Fender Vibrolux
combo amp; a harmonium; a
baby grand piano; a Fender
Telecaster; Gibson Stereo,
and Danelectro sitar-guitar;
a Fender Precision bass; a
Spanish acoustic guitar; a
Martin six-string acoustic
and a Martin 12-string
acoustic; a banjo; an electric
bozouki and a samoshan (a
Japanese instrument), plus a
large selection of percussion
instruments.

The 'hardware’ includes a
Revox Stereo tape recorder; a
Sony stereo cassette record-
er; A Nikko stereo amp., a
Sonamp record deck; an

Eagle mixer; a reverb unit; an
eight-track cartridge unit;
and several Uher mikes.

Along with the growth of
his instrument and equip-
ment collection has come a
growth in Tony's knowledge
of recording techniques. He's
come a long way since the
days of a Brenell in the
living room and just to prove
it he played me his original
demo version of Long Dark
Road and then the track
proper that scored such a
huge success in the States. |
couldn’t immediately decide
which one | preferred!

MODEST

Tony was a little more
modest about his own re-
cording achievements: ‘It's
simple really,” he said. 'For
doing your own things, the
Revox is incredible. it's been
superseded by other mach-
ines that you can actually

make stereo mixes on by re-
cording three of the tracks
and then bumping them all on
to one — it's like having your
own four-track studio.

‘| haven't got one though,
because I've found that |
haven’t really needed it. |
used one, just a short time
ago and | found it so con-
fusing that | just couldn’t be
bothered. | use tapes simply
to play to the rest of the
Hollies — there's no need for
that amount of sophistica-
tion.

‘I would recommend,
however, that anybody using
a Revox plugs his electric
guitars straight into the
machine; you can still use
your fuzz-boxes and vyour
wah-wahs, but you cut all
the recording noise down to
an absolute minimum.

‘The way | work is to get a
song finished in my head be-
fore | start to put it down,
and then it normally goes
down on guitar first of all.

‘l then put the vocals
down and when that’'s all
there | listen back to it and
decide what's lacking. | love
bass, so | normally put that
on, maybe even a bit of
piano, but | don’t try to put
too much on ‘cause it tends
to dampen down the whole
thing as far as a producer is
concerned.

‘If a producer hears a
“finished version” of a song
then he’s obviously going to
be swayed by that, and it
doesn’t leave him very much
leeway in which to work.
After all, when you've written
a song, you're not necessarily
the best person to decide
what can be done with it. If
you are making your own
demos at home, don’t try and
do a big production job as
well. If a song is any good,
it'll stand up on its own with
just vocals and guitar.’

Sound advice that, from a
musician who ought to
know!!

TODAY! NEW rnomm

SEE THEM ALL NOW AT...

A ..THE FENDER SOUND HOUSE

BUT ALSO US NEW)
SPEAKERS AND
ADD-ON HORN UNITS/

Plenty of new speakers. .. among them the new
twin-horned PA Columns, each with 2 x 12"
speakers plus 2 compact wide dispersion horn
units: RCF 100 watt add-on horn units to help
deliver the highs loud and clear: the unique
Tri-tone Super Bass speaker. All at prices that
make magnificent sense when you remember
Simms-Watts quality. Get all the details in the
new Simms-Watts illustrated brochure.

Send the coupon.

Full details in the brochure. Send the coupon.
Read about the AP 100 Tri-sound at £89.50,
the Hammond Reverb Mixer at £63.25 and the
TSL 100 Power Slave at £75.20. See how the
Vocal Blender gives you studio balance at live
performance : how units can be slaved together
for 12, 18, 24 or even more channels, with easy
control of any single channel or combination.
Many other features too and all for only
£128.90 (incl. VAT)

How come such low prices ?
Because today there’s EMI back-up in develop-
ment: because there's a break-through in solid
state: because there’s bigger volume and lower
overheads. That's how we've kept Simms-Watts
quality and stabilised the cost. Hear and compare |

o '\._-_I..-;_...'_..._......

To Simms-Watts Division, Rosetti, 138 Old
Street, London EC1V 9BL. Please send me your
catalogue soonest.

Name

Address. ) boneeen
....... ‘ BI/11/73
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fretless

f a band could make it on

pedigree alone then Riff
Raff would be one of the
most successful bands
around today.

All the members have
played with some of the
biggest names around today,
but as a band success seems
to have eluded them, so far.

Riff Raff is keyboard player
Tommy Eyre, bassist Roger
Sutton gritarist Pete Kirtley,
drummer Aureo De Souza
and sax man Bud Beadle.

Beat Instrumental talked to
Roger Sutton recently at
CBS Studios where the band
are recording their new album
which will be released some
time in the new year.

We started off by asking
Roger about the problems
that they have been having
recently with the drummer,
Aureo, who is a Brazilian.

Aureo applied to join the
Musicians’ Union, and was
turned down, joining such
illustrious figures as Tetsu
and Danny Richmond,

Top: Roger Sutton
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among the damned. This
means that Aureo will not be
able to get a work permit.
Does Roger think that the
Musicians’ Union is repre-
senting the best interests of
its members ?

‘I think they are doing
what they think is best for
the majority of their mem-
bers, but the trouble is that
Unions and being a musician
don’t really go together. The
Union isn’t run by working
musicians, 1 don't think that
they realise the problems in-
volved. At the moment !
haven't seen any evidence
that the Union is working up
to the standards that it
should.

‘If they refuse Aureo mem-
bership, then they will be
putting the rest of the band,
who are all members, out of
work for at least six months
while we look for another
drummer. How can they be
acting in our best interest? |
will go to meetings and put
forward motions if | have to,

4 Left to right: Pete Kirtley, Bud Beadle, Aureo De Souza



because | believe in_the idea
of unions.

‘I would be very sad if |
thought that The Faces had
got round their problems
with Tetsu simply because
they have got more bread
that we have.’

It certainly would be a
shame if the current line-up
was broken up at the mo-
ment, because on the evi-
dence | heard in the studios
they are producing some
fine music.

FRETLESS

Roger's bass playing is
one of the most unusual
features of the band. He
plays a fretless Fender which
certainly sounds distinctive.
We asked how he came to
start playing a fretless bass.

‘It was a combination of
circumstances really. | have
always played cello and
double bass, so the change
from a fretted to a fretless in-
strument wasn't too difficult.
| had an old Precision which
was falling to bits, it badly
needed re-fretting. | bought
a new Jazz and took the
neck off, | removed the frets
from the old Precision neck,

added a new fingerboard and
put the two together.’

The main problem, ac-
cording to Roger, with play-
ing a fretless bass is making
sure that you're able to hear
yourself play. ‘When vyou
first start, the most important
thing is to realise that you
mustn’t worry about hitting
the right note, anybody who
can play bass should be able
to pick up a fretless and stay
in tune, but you have to be
able to hear yourself play. |
was lucky when | first started
because | was playing with
Mark-Almond and the rest of
the band were acoustic.’

What, though, is the es-
sential difference we won-
dered? The sound would
have to be a lot different to go
to all that trouble. "Well, there
are lots of essential differ-
ences, the fretless is much
more physical — for want of a
better expression — you can
get into it much more. The
fretted basses seem so com-
puterised in comparison, one
step away from a bass key-
board, in fact. All very well |
suppose, a nice sound in fact,
but not enough of a bass for
me.
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‘I play according to what |
hear, you are playing the
scale that people sing it's
called the Just Intonation,
on a fretted instrument you
play on the Tempered Scale.
All the classical symphonies
were written on the Just In-
tonation, if they were played
on the Tempered Scale they
would sound awful. Bach
was one of the first com-
posers to start writing on the
Tempered Scale and in a way
everything on that scale
sounds a bit Bachy.

DIFFERENCE

‘With a fretted instrument
the sound is produced by the
contact of the string on
metal, your finger doesn’t
really come into it because it
is pressing down on the
string from behind the fret.

‘With my fretless bass, it's
a combination of three
things: the string, my finger
and the wood of the finger-
board. The sound is pro-
duced from the contact of
the string with wood rather
than metal, and that is a very
different sound.’

Roger is currently using an

A Keyboard player Tommy Eyre

H/H amplifier which, he says,
is the nearest he has ever got
to the sound he wants. 'l like
a really flat response, | don’t
like an amp that adds any-
thing to the sound.” With the
H/H he is using JBL cabinet
which he says is ‘fantastic’.

If you get the chance, get
along to see Riff Raff, they
are one of the most unusual
bands around. | won't at-
tempt to classify them be-
cause it would be unfair,
when you see them you’ll
know what | mean.
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the only cymbals played
by Louis Bellson

...and Buddy Rich and Roy Haynes and Gene Krupa an
and Shelly Manne and Max Roach and Harold Jones al
and Kenny Clarke and Jack DeJohnette and Ginger Ba
and Mel Brown and Dino Danelli and Roy Burns and Jo!
and Bob Rosengarden and Charlie Persip and Del Bla
and Jerry McKenzie and John Van Olden and J. C. Hear
Mousey Alexander and Dave Bailey and Ray Bauduc ar
Larry Bunker and Frank Butler and Frankie Capp and Ki
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