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STEVE

HOWE

The Yes
guitarist

talks about
the band’s
new album,
his vast guitar
collection, and
the influences
and techniques
which have
shaped his

playing

have totally failed to dampen

Steve Howe's enthusiasm for his
chosen instrument. Permanently preceded
by his reputation as a guitar scholar either
within the band environment or well away
from it, a rare afternoon when he’s at
home in London with time to spare
affords the opportunity of an interview
likely to touch on a diverse range of
subjects with only the guitar — in the
broadest possible term — as the common
factor.

Yes, naturally, must be the starting
point. The last recorded message from
the band, Relayer, was two and a half
years ago. Since then each member has
produced a solo album and Rick
Wakeman has rejoined the band, so the
time has scarcely been the traditional
supergroup layoff. Even so, with a new
album due for release at last, Steve
admits that the band were becoming
increasingly conscious of the time lag:
“To start with, we were so drawn into
doing solo albums that we were giving
Atlantic more product than we'd ever
done before, even if it wasn’t what they
ideally expected from us. Then it hit us
— they had all been one very long project
which had meanwhile robbed our
audience of Yes music. When we got
back together again we said ‘let’'s make

Seven years at the top with Yes

two albums, three albums’; we were very
keen again, and we went off to record in
Switzerland.”

More specifically Mountain Studios,
with the first task of replacing the
temperamental but brilliant Eddie Offord
who had finally called it a day during the
recession. Yes and new engineer John
Timperley between them shouldered the
added responsibility, and Steve described
how this had worked out in practise.

““Arranging and production has always
been in Yes' hands but usually with Eddie
we credited production separately. This
time is was more of a job because we
weren’t working with anybody that we
knew, and it did take a few months
before we began feeling that ‘production
was happening’ with John Timperley. At
the beginning you are more concerned
with co-ordinating-the music, and
production comes second for a while. Of
course it was a gamble, but Greg Lake
mainly told us that this guy was good so
we went there pretty confident. Also, he
was Mountain’s engineer, and for me the
most important thing about an engineer is
that he knows the ins and outs of a
particular studio. A good engineer in a
studio he knows is more valuable than a
fantastic engineer who doesn’t really
know the place. Sound changes with
every studio, so we've really had to re-



establish our sound again. He doesn’t get
things to stick out as much as they did,
say, on ‘Close To The Edge’ — | would
describe our sound then as spiky. It's
more even now.’’

Mr. Timperley, as Steve calls him,
survived what must have been a
frightening bench test to become Yes’
resident engineer {an occupational hazard
for studios lending their engineers to the
supergroups).

Satisfactory

In the meanwhile, Rick Wakeman's
much publicised return to the band seems
to have been a satisfactory move all
round. "The personal influence has
always been there”, Steve asserts, "‘we
never totally fell out. Different lifestyles at
the time conflicted, but now we realise
that everyone is different. He came back
for many reasons — not only musical ones
but for the possible growth of friendship
within the group. Mainly it's great to have
him back as an instrumentalist— he's
the best keyboard player for Yes, there's
no doubt about that.”” And that, it seems,
is that concerning the prodigal son!

Steve maintains by way of lateral
thinking that the crucial factor in the life
of a track is its transition from demo to
backing track, and this phase is

dependent on healthy group democracy

In Yes a song exists as a flexible concept
until recording begins in earnest. "It
might take two days to discuss how the
bass and drums are going to finally
identify themselves in the track,”” he
explains. “'After that Rick and | have
obviously got to add what atmosphere we
can, and I'm pleased to say that on some
tracks — in particular Going For The One
(title track), Awaken, and to some extent
Turn of the Century—1 played everything
live without overdubs. It gave me more
time to work on the sounds | had already
recorded.”

‘Going for the One’ has the regular
hallmarks of the meticulous Yes
approach, but, as Steve’'s comments
suggest, leans slightly towards a more
spontaneous styie. Although a couple of
the tracks are shorter than past Yes epics
(Relayer, for instance, contained but
three marathons) Steve refutes that this
was any conscious effort to revert to a
more commercial format. "Choice of
songs and their timing was a matter of
great debate. The solo albums helped
make the band aware of the shorter song
structure. We all had an idea of how the
album would swing, with one track well
defined but moving cleanly into the
next.”

Objectively

He sees his own solo album
‘Beginnings’ as not only having directed a
rethink towards Yes music but also to his
own playing in general. In typical Steve
Howe fashion, he feels he has learnt from
the experience: "When the chance to do
‘Beginnings came up | didn’t necessarily
think of doing a ‘guitar solo” album.
Because of the escapism involved in
doing it, | can’t see it objectively — I'm
not sure that | want to. The most
rewarding thing was discovering more
about my playing, having to solve things |
had set up myself. For instance, the first
track had a chordal pattern going through
it and | recorded it methodically until |
eventually came to lead guitar. | realised
then ‘I can put lead guitar all over it, but
that's not really what | want’. It was a
loner album, and you feel a very different
sense of involvement when you are the
kingpin. | never pretended to anyone that
‘Beginnings’ was the greatest record, but
it's a very me record, even for its
imperfections.

"“There were things | had to discover
myself, like my voice. Some of the
criticism was fair, some of it was harsh. It
taught me that | could never do those
other things as well as | can, say, play
the guitar. It was a nice place for me to
start. Maybe now I'd go for more space,
less instruments playing at a time. | think
rock and roll is based on the space in its
music, and everyone has been filling in
that space for years, finding orchestras
and masses of other textures. Perhaps 1'd
go after a more percussive guitar now."”

Which all brings us round to what
most of us knew about Steve anyway,
that he's constantly learning from any
guitar playing whatever the context. As
he describes the experimental, academic

side of his nature; "'l can’t avoid playing
different kinds of guitar.”” Questioning
him about the influences which have
moulded his own distinctive style, one
anticipates, and gets, an involved
discourse on guitarists as different as
chalk and cheese.

Freedom

“I’'m astounded by what {’ve heard
other guitarists play, and what | play now
comes from absorbing from others rather
than learning orthodox techniques. ! think
back to my first two years playing — |
had quite a bit of freedom to play at
home and so on, and that was the
important time. I've heard people like
Julian Bream say they had to go back
and re-learn things because they’d learnt
them wrong. | couldn’t possibly do that. i
feel the most important thing about my
approach is that | want one note on its
own to have something to say.

*"The most important factorin the sound
of that note is not what guitar you're
playing, what amplifier or lead you use,
it's how you play it. When | first started
collecting guitars | thought 'I'll get the L5
and sound like Wes Montgomery — get
the guitars to help me’, but then |
realised | could make one guitar sound
like “‘an approach”. | could hear a record
and go for a similar sound in the studio,
but never get it. It's personal — it must
be. From an early stage | got into using
fingers with the plectrum, something
from Chet Atkins. He was one of the first
players | got into — | bought six albums
of his, which was a lot then. But
obviously | couldn’t just turn round and
play fingerpicking style then, so how |
played followed listening to all these
guitarists. Like Wes, Kenny Burrell,
Django, Christian impressed me with the
atmosphere they generated from
improvising in the studio.

“That type of jazz picking was
harmonically complex but retained its
simplicity at the same time. Yes was the
ideal group for me to join because the
others, like Chris, obviously had similar
ideas about pushing their instruments. I'd
like to think that my early groups before
Yes really got it on, but I'd be kidding
myself because we were still learning our
instruments.

“’Maybe the more genuine music is that
which is formulated without any thought
of what other people, the public, are
going to think of it. Maybe Dylan wrote
all that stuff and didn’t care what people
made of it. . . .”

As so often when you ask Steve a
question, he reaches the answer via two
or three other points which crop up as his
train of thought leads him there. The
original question serves more to get him
started rather than demanding one
specific answer and it's more interesting
to let him talk without chipping in to re-
direct his comments.

His well known guitar collection,
marginally the right side of a hundred,
tempts an interview which could last a
week. Steve's particularly at home in his
role as ‘guitarist’, one he prefers to the

continued over
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alternative and much more limited ‘rock
guitarist’ or even ‘Yes guitarist’. He
maintains that playability governs every
new acquisition, not a wish to be a
collector for its own sake, and once he
gets started on guitars his enthusiasm for
the subject proves the point. He
anticipates the obvious question — what
dictates his choice of instrument? — but
nevertheless warms to giving a detailed
answer.

"The music tells me which instrument |
want to play — most often | plug in a lot
of guitars to find out which one | like the
particular riff on. On Awaken, for
instance, there is a guitar riff running
right through it and | ended up playing it
on a Rickenbacker 12 string — but the
choice was a mind boggle. On stage | put
everything through two Dual Showmans,
one for the main guitar and the other for
steels and second guitars. I'm always
hoping to make things easy for myself to
the point of just walking on with one
guitar — I've tried working in that
direction but it doesn’t want to come yet.
The Gibson 175 is always there, mostly
for older material as it hasn’t enough frets
for much of what | do now. The Gibson
stereo (ES 345) has the extra frets — |
use that. And I've got a brand new
Artist. In all I've got about 45 Gibsons
and the others — about the same number
— comprise Martins, Fenders,
Rickenbackers. I'll also use the Tele and
Strat, |'ve finally come to terms with
playing that. | use the Fender twin neck
for straight steel and the single neck
three pedal Shobud, and finally the
Martin 00.18 and most probably a Levin
12 string.”’

This means that of around 90 guitars,
Steve can cover all his requirements on
the road with a core of twelve. The Levin
is the most fragile addition to the battery,

Hinae
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and hasn’t yet been out of Steve’s house.
He hopes it survives, and that brings up
the point of maintenance. ”I tried a few
people and just said ‘do this guitar’ ”’, he
explains, “’but it never comes back the
way | wanted it.”

Steve's old association with ace guitar
craftsman Sam Li is now at the point
where Sam has his own concern going
but is still the only man Steve feels
particularly happy with for preliminary
adjustments. On the road Claude Taylor
takes over; “’he’s been my roadie for
many years. | like to plough in and tune
them myself but after four weeks touring
you go completely crazy doing that. But |
love it — | like to have checked the limits
and capabilities of my instrument. | want
to know that when | go on stage and
bend that B to C sharp it will go, and
sound right. So | do it tuning up.

Interesting

“Touring could get depressing if | didn’t
have things | like doing. | used to get on
a plane with a 175, a Switchmaster and a
Martin, and I'd carry two and the roadie
would carry one. | went all round
America like that, with the guitars as
hand baggage. | profess to use only my
best instruments on stage as they have to
withstand a lot of heat and temperature
change. Sometimes for those songs
where | use different guitars, | think it
can’t have been played in enough’ — but
it just works!”’

As far as strings go, Steve tends to
stick to the brand put on by the
manufacturer, but he uses the interesting
system of dispensing with the 4th, using
two 1sts, and moving the set along.
Medium guage Gibson predominates, as
he finds them the best marriage of
toughness (which he certainly needs,

"’The most crucial
thing in a guitar
is how impressionable
' 4
it is

particularly round the third and fourth
strings) and clarity, what he calls “clean
volume’’. Martin light gauge covers the
acoustics, and he occasionally fits
alternatives like Ernie Ball on the Gibson
12 strings. In the old days Yes used to
cart a flight case packed with strings for
Steve, but now he reckons it’s reasonable
to go five nights without a change. At
one stage he works out that he could
have been close to causing a shortage.
As an afterthought he adds that sweat is
the best lubricant on the market.

Again with scarcely any prompting, the
topic of conversation drifts over to
Steve's feelings about the way guitars
were and are made. He argues that
standards have dropped in some areas
but that there have also been
improvements to the manufacturers’ art.
Naturally his own enormous collection
serves as a perfect reference point:
"There's good and bad in both the new
guitars and the real antiques.”” On the
new side, he’s prone to the occasional
gifts and admits having recently sent a
couple of spanking new guitars right back
where they came from.

Enthusiast

"A-trocious. There was no feel, and
the most crucial thing in a guitar is how
impressionable it is. Manufacturers must
admit that standards are down in certain
areas. Like for a Gibson enthusiast like
me the great thing about that late fifties’
period was that there they were in
Kalamazoo, every maker had his own
cubby hole with a bit of this, bit of that.
When one didn’t have something, they
took it from the next guy, so there was
individuality. Now the Artist models have
the same feeling. It's just little touches,
like bridges with inlays.

| recall one guitar Sam had for about
three weeks before he could get it right.
The bass string kept rattling, and he had
to twist the neck a little, move the
bridge, file the nut . . . why should you
have to do that to a guitar? You should
be able to play the thing, not send it to a
workshop. I'm glad that Gibson haven't
re-issued their Switchmaster, because
often re-issues don’t stand up. | know
why people pay way over the top for
originals. | love Frank Zappa’s comment
to people who come up to him to sell
guitars, like after gigs — ‘won’t pay a
buck over 500 dollars’.

“"To him no guitar can be worth more
than that. | like the sentiment — it's
typical Zappa — but | can’t apply it to
myself. I've paid much more than that,
but it gives you some idea, brings in



perspective. The L5 | have, a '563, is still
in mint condition apart from a few
lacquer cracks, and I'm glad in a way that
my ‘73 L5 is beginning to look a little
pale. | remember the price of an original
Sunburst Les Paul as £200 in its day, and
now they go for £2000. | went in to see
George Grant, a Nashville guy I've
bought many guitars from and | said '{'ll
have that Les Paul and V'll trade you this’.
He said ‘no, | don’t want a trade because
| can sell it’, and he did, for two and a
half thousand dollars. He could really
move guitars like that.

“"You can’t move an 00.45 quite so
easily, which might be priced at three or
four thousand. There’s no denying the
collector’s value, but | have to be
convinced it’s a very good guitar before |
pay a lot of money for it. That's why
recording time is nice, especially in
London, because you can keep going
back for these older models. | wish |
could share them with other guitarists,
but | wouldn’t risk it unless the guitarist
was top class. | just couldn’t risk lending
a guitar to someone | wasn’t totally sure
of — I'm very possessive.

* John Williams came here one day and
played all my Les Pauls because he
wanted to buy one. He's very fascinated
by them, and he has a Custom now. He's
done quite a few things on electric guitar
now which is hard for his audience to
accept as it’s alien to classical guitar. At
the same time it must give him the
feeling | want, a full involvement in the
guitar world.”

Three guitars for a desert island? It

looks like the trickiest question all
afternoon, and Steve thinks it out. "'I'd
have to have the 175 — it's my favourite.
For a steel strung acoustic I'd take the
00.18, and if I'm allowed a third I'd
indulge myself in something more
treasured, my old ""Shield’’ guitar or
Rouldoff.”

For Steve success with Yes has not
only afforded a huge platform for his
talents, but even in his enviable position
he finds drawbacks: “My life is not
making records and doing tours, my
musical life is playing the guitar. Success

brings nice rewards but they don't
enhance your musical life, they get in the
way more."’

It is only one of several similar quotes
running right through the interview and,
back once more in the blinding sunlight
on Hampstead Heath, the lingering
impression is not of the vast collection or
of Steve’s all-embracing role as guitarist,
but simply one of having had an
impossible amount of ground to cover in
what, after all, was a fleeting afternoon.

by Chris Simmonds
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YOUR LETTERS
AND QUERIES

Bongo Bill

Dear Sir,

{ would like some information
on the easiest and most ef-
fective way of miking up
congas, of which | have a set of
three and a pair of bongoes, to
give me a true sound; at present
I have three omnidirectional
mikes positioned above and bet-
ween the drums. The main
problem is contending with
feedback before | get the
required volume, which | finally
attain with the aid of a small
mixer. Could you please suggest
the correct type of mike and
positioning of each — without
too much expense (£30-£50
max. per mike).

Yours sincerely,

G. A. Andrews,
Erith,
Kent.

This is perfectly straightforward
—get rid of those omnidi-
rectional microphones at once;
because by definition they
pick up sound from everywhere
on stage, you're bound to suffer
from feedback. We would
recommend the Shure Unidyne
Il series, and in particular the
515SA at around f28, or the
Unisphere 588 at around £40.
Otherwise you might look at the
AKG range — especially the
D190 (£38) and the D140 (£50)
— and mount them on a boom
stand or gooseneck at about a
foot above the skins.

Pick-you-ups

Dear Sirs,
| have been hearing a iot
about Di Marzio pick-ups re-

cently; some say that they are
far more powerful than most
existing pick-ups on the market.
Is it possible in future that you
might put them to the test?

i have a Telecaster, and I'm
considering fitting one. | un-
derstand that they are unob-
tainable at present, but should
be grateful for your comments.

Yours faithfully,

Mike Chilvers,
Sunbury-on-Thames,
Middlesex.
P.S. What do | see now in the
M.M.? Ibanez claiming theirs are
even more powerful!

By all accounts Di Marzio pick-
ups are quite brutally powerful,
and if you're unhappy with the
performance of those on your
Tele, by all means give 'em a
try. Macari’s of Charing Cross
Road should have some in
stock. On the other hand, it
would be rather tricky for us to
conduct a test — much as we’d

like to — without having
‘before” and ‘after’ guitars lined
up together for comparison.
You should beware, by the way,
of the temptation to throw out
pick-ups you like in favour of
others that are simply more
powerful. And Ibanez pick-ups,
by the way, are certainly very
fierce indeed, if those on the Pro
2681 are anything to go by!

The complete T-shirt
service from Just Posters.
Quick service for small {min. 50)
and large quantuty T-shirts and

sweatshirts
Also on tour — merchandising
arranged ie Posters, programmes
badges, belts etc.
NEW!

Printed base-bail caps —

a must for all promotions —
min quantity 100 — 65p each.
Printed 1 colour,

Phone for further details:
Waltham Cross 36789/30719

John Marshall

John Marshall with Soft Machine
demands the best. He chose Sonor
4 BECAUSE only the best is good

enough, as did:—

Graham Jarvis - Sonny Payne

Harry Hughes - Jack de Johnette
Daniel Humair - Ronnie Stevenson
Harold Fisher - Alan Jackson

Tony Mann - Jimmy Tagford

Ray Miller - Tommy Thomas
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Frank Gant - Bernard “Pretty” Purdie
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When only the
bestis good enough
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A Yamaha guitar is a thing of beauty.
In every model in the Yamaha range, classical
and folk,the discerning eye will note the unstinting
attention to detail; the loving workmanship;
and the beauty of natural and perfect woods:
ebony, rosewood, maple, mahogany and spruce.
But to hear is to understand Yamaha's
reputation for brilliant and rich sounds—sounds
which are delivered over years of hard use,
with unfailing tonal response.
From the most modest instrument to the

superlative handmade collection, the same skill - ~

is evident. A Yamaha is T —
a superb guitar. P
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he weekly press have a
T downer on 10cc, and it's
something that the band
don’t quite understand. They've
got a top 3 album, they com-
mand huge grassroots support,
they are not tax exiles and have
no intention of jetting away to
Los Angeles for an indefinite
period. They are fine musicians,
excellent songwriters and frien-
dlier than the average pop star.
But the press don’t like them.
Now why should this be? The
answer lay in a recent issue of
the New Musical Express
singles review page. The new

Genesis EP was described as
tasteful, well produced, melodic
and amusing. ‘I hate it,"” was
the reviewer's final comment,
and moved on to deliver the
next lashing. And where in all
this does the answer lie?

Graham Gouldman has a few
ideas about it. “Anybody
establishment they’'ve got a
downer on. | think that is the
thing first and foremost. It
doesn’t matter who you are — if
you’re accepted and established
and successful, you seem to
become out of favour.” Eric
Stewart went on: “It's like a

" Musically,
we've always
thought we
could do
anything”

joke almost. You know what
they’re going to write, whether
you do the most brilliant piece of
work or the most brilliant gig.
They can’t say anything nice
about you."’

it was not specifically in order
to redress the balance that |
spent some time backstage
before 10cc’s gig at the City Hall
in Sheffield. But it was
noticeable that Eric and Graham
almost  expected hostility.
Paranoia it might have been,
and a certain amount of ner-
vousness at the prospect of
going on stage in a few minutes.

But the career of a band can be
seriously damaged by bad press.
And when that press is, for no
easily discernable reason,
hostile it can drive even such an
amiable pair as Gouldman and
Stewart to fury. Critics who
pose as street-level punks are
surely as distasteful as every
other kind of inverted snob, and
it is their attitude directly that

fosters such idiocy as the
current oneupmanship of
musical incompetence ("'The

Adverts can play one chord, the
Damned can now play three.
Hear all four on their tour.
S

it also seems to be a
peculiarly British phenomenon:
in America no eyebrows are
raised at the sight of Joni Mit-
chell and Ted Nugent nestling
side by side in someone’s record
collection. In the same way,
there is far more cross-over of
musicians between different
styles of music. It is understood
that they are no more than
styles, different vehicles in
which to carry a similar musical
feeling.

Happily, the 10cc tour
produced few bad vibes
amongst their audiences. “It's
been absolutely fantastic,”
Graham said. " There’s not been
one derogatory remark. |
thought there might be some
hecklers shouting, Where’s Lol?
But nothing of that atall.”

Auditions

Another reason for the band's
nervousness is, of course, that
two-thirds of it is new. When
Lol Creme and Kevin Godley left
last year there was talk of 5cc,
then when the new members
were recruited they were dub-
bed 15cc. A certain amount of
derision in the press left them
feeling strongly that they would
have to prove themselves with
the six-man line up on the road.
For those who still don’t know,
it now consists of Paul Burgess
on drums (who had always ac-
companied them on stage in
their previous incarnation), Rick
Fenn on guitars, Tony O’Malley
on keyboards and Stuart Tosh
on drums. There were no
auditions as such; the new boys
were mostly friends of friends.
Naturally the increased size of
the band allows all of them more
room to breathe.

"“The main difference is, with
all due respect to Kevin and Lol,
we’ve now got supremely com-
petent musicians with us and
the most amazing thing is to be
able to sit back and relax — let
them take the field,” Eric ex-
plained. Did it also mean that
they now had more freedom



without the counterweight of
the Creme/Godley axis?
"Musically,” Graham said, “‘we
always thought we could do
anything, but we've been stret-
ched now with people like Tony
O’'Malley and Rick Fenn,
because they play keyboards
like we could never play them.’’

Composition

Eric went so far as to say that
Rick’s inclusion in the band is
leading him to start learning to
play the guitar all over again. In
fact, the band is becoming
generally more guitar orientated
these days, Eric mentioning with
mild disgust that he had been
allowed only three solos on
""How Dare You’’. The new one,
“Deceptive Bends’’, is based
almost entirely around the guitar
— a move which may or may
not have pleased the hard core
of their fans. The choice of in-
strument always affects the
composition of a song. Eric, for
example, wrote “I'm Not In
Love’”” on the piano, and it
would be hard to imagine that
song emerging from the pen of a
non-pianist.

Most of the single releases of
10cc have, however, been
products of Gouldman/Stewart,
and it is therefore safe to say
that the hits will keep on comin’
for a while yet. Two have so far
been lifted from '‘Deceptive
Bends'’. The tour promoter, a
portly gentleman of middle
eastern appearance dressed in
the traditional promoter’s
uniform of loud check jacket
and black trousers, thought that
""Feel the Benefit’’ shouid be the
next single off the album. Eric
explained to him that the track
was eleven minutes long.

The promoter was unim-
pressed. “’You can cutitdown,”
he suggested, as if the song was
a piece of good quality cloth.

His sentiments though im-
practical, were understandable
enough. 10cc’'s music has

always had a strong commercial
bias, and even (or perhaps
especially) the long pieces have
possessed that elusive element
of “’catchiness’’ that other com-
posers strive for so arduously. In
most cases they succeed only in
producing the catchiness
without the musical substance
— candy floss.

It is therefore a tricky
business to walk the tightrope
between catchiness and
musical value. Many have ex-
pressed reservations about the
ability of Eric and Graham to
produce “‘quality’’ music like
“One Night In Paris”, and
“Don’t Hang Up’’, both written
by Godley/Creme. But time will

tell. The band’s set includes only
“Second Sitting for the Last
Supper’’ and ““Mandy’’ from the
material that the ex-members
had a hand in. Otherwise there
is a wealth of their own songs
from five albums to choose
from.

The set that night was
greeted by a capacity audience
with almost religious fervour.
""Ships Don’'t Just Disappear
(Do They?)”’, “Mandy”, “I'm
Not In Love’’, the whole of the
new album, “Art for Art's
Sake”, all played with con-
summate ease and timing. Par-
ticularly noteworthy were the
solos of Eric and Graham during
"Feel the Benefit’.

The promoter liked the words
to “Feel the Benefit”. Eric said
that he had forgotten what they
meant. Somebody had once
told him, but he'd forgotten. In
fact, the reporter from the
N.M.E. had accosted him after
the gig with a question about
those very lyrics. “'l thought he
was just a kid off the street,”
Eric said, ““and | told him. | said,
It's just a story about life. Sort
of autobiographical, really. | was
amazed when | saw it in print!
He never said who he was. Just
said “Oh”’, and walked off.”’

Approached

Backstage, amid the
wreckage of alcohol and fresh
fruit, people came and went.
Trendy middle-aged men in
faded blue denim and mauve
shades hailed each other with
cries of “Brian!’’ and attempted
to share a joke with the band,
who sat around the table
looking more nervous than one
would expect of hardened pro’s.
Roadies occasionally looked in
with questions about stage
clothes and monitors. The room
filled up with people as the ap-
pointed hour approached.

| remembered the fiasco of
the Knebworth Fair in ‘76, at
which 10cc had been second on
the bill to that group of
hooligans known to their sup-
porters as The Rolling Stones. A
two-hour wait had preceded
10cc’s appearance, and hails of
cans and bottles began to arc in-
to the press arena after the first
hour, sending journalists and
photographers alike scuttling for
the shelter of the covered scaf-
folding. It was a frightening
display of wrath, and when the
band finally hit the stage they
were greeted with booing.

The antagonism of the press
too seems to have started
around that time: 10cc were
blamed for the delay. There
were rumours about prima
donna behaviour, about at-

tempts to fix up recording gear,
about the band refusing to go
on unless everything was per-
fect. And yet, seeing the care of
the preparations before Shef-
field's gig, and the obvious skill
of the road crew, it was hard to
credit those reports.

"“We were, as usual, ready to
go on stage about 20 min-
utes before we were due on,”’
Graham explained patiently.
Eric continued: ""We'd been
ready the whole day. We stood
there at the back of the amps,
and the guy from the P.A. com-
pany came backstage and said,
‘We've lost one side of the
system, and we've lost the fold-
back on stage.’ So we said,
‘0.K., try and fix it.” And it went
on and on and on. And | don't
know who the hell gave the im-
pression that we were the cause
of it. And the business of
wasting time with trying to set
up recording equipment was
really secondary — a side issue.

“In fact, after about the first
quarter of an hour of messing
around with this foldback they
started talking to us about recor-
ding it. The Stones Mobile was
there, and they told us they
would like to record the gig for
us. So we said, ‘All right let's do
it.” But after a quarter of an hour

""We've now
got
supremely
competent
musicians
with us’’

of messing around we knocked
the idea on the head com-
pletely.””  Hmmm well
perhaps this fiasco had some
bearing on Kevin and Lol's
decision to leave the band?

""No. Well, actually, before
the Knebworth gig Kev and Lol
had been putting down ex-
ploratory tracks with the gizmo,
so it was already in their minds
that they wanted to do this
album (i.e. the gizmo album).
So when the time came round
for writing and recording the
new 10cc album they said,
Would you mind waiting a year
till we do our project? We
wouldn’t have been on it
because it wasn’t our invention,
you see. But it obviously didn’t
work in with the plans of 10cc,
so they said, ‘Well the only fair
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10CC

“I1f you're
accepted and
established
and
successful,
you seem
to become
out of
favour”’

thing we can do is leave the
band, and leave you and
Graham to get on with it in any
way you want to.”

Not only have the band got in
four new members, but they've
re-equipped themselves entirely
with Music Man amplification.
We used to have a big hotch-
potch of gear, which was very
difficult to maintain and carry
spares for. We used to use
Acoustic, Fender, Marshall,
Hiwatt. . . .” Graham went on:
"On my side | used to link an

Acoustic with a Fender — used
to use a Fender for the top end
and Acoustic for the bass end
through both JBL cabs and
Marshall cabs. And it was a nice
sound, but the sound with the
Music Man is much more
powerful — a lot of presence. It
looks better as well, on stage —
nice neat rows of amps!”’

"They brought a couple down
to the studio,” Eric continued,
"when we were doing the
Deceptive Bends album, and
they were really great studio
amps, with this double pre-amp
thing. So then the question of
sponsorship came up, and we
said OK, let's try it. They
brought a truckload down to
Shepperton, and we went
through all the different com-
binations of speakers — did a
little bit of fiddling overselves.
And they're really good.”

So there we are—a new clutch
of amps, a mostly new band,
and a newish album. t's ob-
viously a difficult time for the
band, but on the evidence of the
Sheffield gig their fans are
behind them the whole way.
The new wave is washing over
them, carrying a fawning,
foaming press along behind. But
10cc are strong enough to
withstand the undertow.

by Peter Douglas

Plus ......
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Little Bob Story
Pat Travers Band
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Odeon are traditionally difficult to
impress.
usually rewarded by a cursory foot-stamp
and a headlong rush to the upstairs bar. For
a support band, therefore, to grip some
3000 Lofgren freaks by the throat, fling

Audiences at London’s Hammersmith

Good support acts are

them at the ceiling, and bring them
crashing to their feet roaring for more is a
remarkable achievement: even more
remarkable when you consider Tom Petty
and the Heartbreakers have only been
playing together for roughly six months,
and have just one album to their credit.

So, what and who is Tom Petty? In a
desperate attempt to label anything new
that moves and sings, the weekly press
dubbed him a punk before he knew what it
is — thereby conveniently netting him with
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our own British punk movement — and
then, realising their mistake, hastily
shovelled him into the equally misnomered
‘New Wave’, where still he is categorised
along with that same British punk
movement.

| think it was just confusion,”” Tom told
me when we met at a Kensington hotel.
“They were desperate to call me
something, so they called me punk. Now
they don’t call me a punk anymore, but
‘New Wave'. The punk bands have realised
that's a sinking ship, so they’re calling
themselves ‘new wave’ and as soon as that
ship starts to sink, they’ll call themselves
something else again. | find the whole thing
quite funny.”’

So what does he call himself?

“We just call ourselves a rock 'n roll

band — ‘cos that's just what we are. |
respect the punk thing, in that | dig the
energy, but what | don’t dig is that they
seem to worry more about their image than
their music.”

At this point | quoted the Clash's
manager telling Beat that his band ‘doesn’t
know a thing about music’ . . . etc.

“That sounds like a very premeditated
PR move,” Tom drawled on. “’Is that real?
Can you go out and say ‘We're for the kids’
and then do that? No, man, you’re not for
the kids, you're bullshitting the kids. You're
bullshitting ‘'em because the very young
ones, from eleven up, they don’t know the
difference and if you tell 'em that's music,
they'll believe it's music; if it ain’t music
there’s no way they’re going to like it, and
before long they'll just be disillusioned with
the whole thing; they’re gonna look at rock
groups as a bunch of guys that break eggs
over the heads, or something.

“I'm not talking dowh on bands, | just
feel and know that it's wrong to take 80%
stance and 20% music. If you're into your-
self so much, that you think you're pretty
enough to just walk out there . . . well,
there’s not much difference to the David
Cassidy thing, is there?

“I’m just into music, and I’'m into chics,
and I'm into rock. Sure, |'ve kicked in my
share of hotel rooms, |'ve done the whole
number, but it’s not my main pointin life to
say, 'I'm a punk, I'm young. This is the
‘new wave’, and there's a blade through
my ear.” | don’t have a razor blade, I've got
a guitar. | mean, great, if you want to go
out and burn Buckingham Palace, fine. But
when you go out on stage that night, you'd
better play. You gotta back it up — if you
don’t, you're just jive.”

Tom lit another cigarette while |
recovered from the tirade. Normally a
quietly spoken person, letting his music do
whatever shouting may be necessary, the
punk accusations obviou=ly rankle deeply.
He dismisses suggestions that he’'s new
wave, pointing to the years he’s spent
working at writing and playing, and the ex-
perience he gained while a long-term
house-guest of Leon Russell.

So, to avoid any further possibility of an-
noying my subject (there’'s nothing worse
than antagonising a guy you respect, you
know?) | threw in the inevitable Beat
question about guitars.

"’} use a Strat for most of the show, but
I’ve got a custom Telecaster fitted with two
Gibson pick-ups which someone sold me
after knocking on my door one day! It's got
a little button which | call the 'Destruct
Button’ which, when you push it, there’s



Is this really the future of rock and roll?

this pre-amp which overdrives just about
everything! | use that on a number or two,
but usually | stick with the ‘65 Strat. I've
also got a Flying V which | use for the en-
core. We've also found out about the
lbanez Vs; | was always a little wary of
them because they were Japanese, but
they're actually really good guitars indeed,
and we're recording with them.

"I play rhythm, so | use a lot of open
chords — and the V is really good for that,
but the Strat gives a more acoustic sound
in many ways . . . | have used Ricken-
backers quite a bit — | did have a really
good one like Pete Townsend's but | don‘t
know where it went. | use an open tuning
in A quite a lot, but it's a hell of a number
trying to keep all our guitars maintained. In
fact | came here hoping I'd find a good
solid-bodied Rick which you just can’t get
in the States.”

One of the most extraordinary facts
about Tom'’s album is the manner in which
it came together. Unlike the vast majority
of musicians, who have written material
months previously in preparation for the
session, briefing the band, and getting the
studio sorted out, Petty worked completely
differently.

Firstly why, and then how?

“Well, it started when | was in another
band, and we thought we could just walk
into the studio, wire up the amps and just
play, you know? We became disillusioned,
but | wound up spending a lot of time in
studios — just about daily for three years.
Then | met Leon Russell and stayed in the
house, where there was a studio, and | saw
all my heroes working there. Now we're on
the road I'm feeling a lot more relaxed
about it, and I'm looking forward to
working on a more perfectional studio
album.”

So, how did the recording of Tom Petty
and The Heartbreakers come about?

“Well, we did about fifteen days
straight. | would come in in the afternoon
and write a song for the session that
evening. Then the rest of the band would
come in and say ‘right, what you got?’ and
we’d start working. By dawn we’d have the
whole thing on tape, finished. We did that
for fifteen days and did fifteen tracks, and
then spent about another three weeks
mixing it down and getting it all into shape,
picked the best ten records. In theory you
should pick the best songs, but it's really
what makes the best records. It was an
unusual way of making an album because
the band had never played live before that

— we were really getting to know one
another then.”

Of course a factor in this is the
democracy of the band. What happens
when they turn round and say ‘the new
song stinks'? ‘That doesn’t happen very
much. Actually we get along really well.
It's the best band I've ever been in for
everybody gettin’ along. It's just because
everybody wants the same thing and we
know each other pretty good and we keep
each other in line pretty well — nobody’s
trying to steal the show'’.

But, | insisted, doesn’t the band ever
hate a song — how does it actually come
to terms with the material that Tom writes?

"If | write a song, no, let’s say | wrote a
song on the acoustic, and it might be a
ballad.” {He taps out a rhythm on the cof-
fee table, a slow, cup and saucer tickling
beat). "And ['ll sit and play it to them on
the acoustic, and it sounds good and
they'll listen. But then the drummer’ll sit
behind his kitand upitto. . ."” (he taps out
a much faster split-rhythm) ““and we'll try it

like that and throw the acoustic out; put
the organ in, etc. and by the time we've
done with it it's the same song, but it's
nothing like it set out: it's a hundred miles
from the way | would have cut it in the first
place. And that's the way it goes. It's an
extension of the way | write. The band is a
good arrangement body — and they're
starting to write as well. They're not
prolific, but they write fine."”

But more essentially, it's Tom Petty him-
self who writes ‘fine’ and the whole band
play pretty fine as well. It's a clichf to say it,
but occasionally as a journalist | hear snat-
ches of conversations which | latch on to
and think would make the perfect ending
to an article. At the Odeon | heard a
depilated eyed character come out with
these immortal words: "’If he’s the future of
rock 'n roll, perhaps I'll change my pians
and hang around for a time.”” Catch him on
his headline tour — because Tom Petty
sure is worth hanging around for.

by Tom Stock




PACKAGED PA's & MICROPHONES
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PA 120

100 watts RMS with an
extremely wide dynamic
range to handle musical
instruments as well as vocals
with super fidelity; 4
channels with volume, bass,
treble, and reverb controls
on each channel; a very
functional master section
containing controls for
overall volume and reverb;
professional response and
maximum portability make
the Peavey PA 120 the ideal
PA amp for small clubs and
auditoriums.

STANDARD PA

130 watts RMS; 4
entirely seperate channels
with two wide range inputs
along with volume, bass,
treble, and reverb on each
channel; master section
containing controls for overall
volume, bass, treble, and
reverb for professional PA
effects; a monitor output
jack for driving an external
monitor system; ultra modern
_design and extremely
wide dynamic range create a
versatile, rugged PA amp
that is without question
the finest in its price°range.

- PA 400

The Peavey PA 400
approaches the ultimate
in *‘packaged” PA amps.
200 watts RMS:; 6 channels
with low and high gain
inputs, controls for volume,
bass, treble, middle,
and reverb/effects send on
each; a master section
featuring master controls for
volume, reverb, treble, bass,
middle, and effects for
optimum balance of the entire
system; unique “‘scanning’
anti-feedback filters that may
be activated in the low
and high frequencies to tune
out feedback; a patch
panel containing outputs for
driving external mixers,
power amps, monitor, or
effects units; auxillary
inputs, power amp input,
and an input for reverb
footswitch are featured in this
highly professional unit. The
exceptionally reasonable
price of the PA 400 reflects
the sophistication of
engineering and design
rather than any lack of features
and is in accord with the
Peavey policy of producing
the very best unit for the
least money.

All Peavey PA amps
are available with a variety
of columns and enclosures.

The Peavey line of
professional low and high
impedance microphones
was designed to comply
with the high standards of
quality found in Peavey
public address systems.
Peavey mikes feature
extremely wide frequency
response with a very tight
cardroid pattern for clean,
realistic, vocal or
instrument reproduction.
All mikes come complete
with a rugged, foam padded
carrying case, deluxe
mike holder, and a 20 foot
cable. All have on/off
switches and excellent shock
isolation
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INSTRUMENT REVIEW }

TRAVIS BEAN

GUITAR

g was given this guitar to
review without details of it's
price or pedigree and with no
idea even of the wood from
which the body is constructed.
My first reaction should have
been to fill myself in on the
missing details. However, | think
that the way an instrument feels
in your hands and the sound it
makes are more important than
the technical data surrounding
it, so | decided to review it
‘blind’.

The neck and head of the
guitar are made from solid
aluminium, the nut is brass and
the fingerboard is wood. The
sight of aluminium where wood
should be evoked a ‘gut’ reac-
tion in me which can best be
described as ‘ughh’, (I'm not
one of the lovers of the
fibreglass  bodied  acoustic
guitars}). Then | played it. Ab-
solutely perfect! | know that
every guitarist has different
requirements for the neck and
action of his guitar, but this is
the first time |'ve ever been able
to pick up a completely strange
guitar and play it without
altering anything.

The fingerboard feels flat and
the fretting is perfect. It retains
it's ease of fingering right up to
the 17th and 19th frets, and it's
action was smooth and con-
sistent throughout the length of
the neck with no appreciable
fret ‘buzz’. The fact that the
neck is aluminium is quickly
forgotten while playing, and just
provides for an easier passage of
the hand up and down it's
length without, | hasten to add,
that occasional slipping and
sliding often encountered on
maple necks (good news for
sweaty guitarists).

it is not as long or as wide as
the necks on Fender guitars, but
not as slim and delicate in it's
feel as some of the Gibson 335
etc. models.

Needless to  say the
aluminium makes for very
strong construction and | would
imagine that it stands up to the
rigours of touring very well.

The body is solid wood with
an aluminium scratchplate and a
double cutaway shape making
for very easy fingering at the
highest frets. The volume and
tone controls are plastic and
look a little flimsy. They are
probably adequate but since the
rest of the guitar is so strongly
constructed | would have ex-
pected them to be equally so.

The pick-up poles are com-

pletely enclosed in a metal
casing and therefore any ad-
justments would have to be

done after the covers were
removed.
However, the sound is so

powerful and clear that | don't
believe anybody would find it
necessary to do so. | have an old
Fender Twin Reverb which | first
set to it's normal volume
positions. The guitar sounded
more cutting and much more
powerful than my Telecaster
de luxe. There was also a
marked difference between the
tones produced by the pick-up
combinations. On this normal
setting the guitar could be
played with the thumb-pick and
fingers with amazing clarity. |
then altered the amplifier to
provide distortion at low volume

level. Again the guitar sounded
just how | wanted it to. The 4th,
Bth and 6th strings had the ‘ear-
thy’ sound of a Les Paul, but
with enough clarity for the notes
to be heard individually
(something | could never
achieve with a Les Paul), while
the top strings were distorted
without  being unpleasant
(something | find difficult to
achieve with a Fender).

The bridge pieces are in-
dividually adjustable and similar
to those on Fender guitars. It is
possible, however, to take them
back further than on Fenders
which makes it easier to adjust
the harmonies if you use a
heavy gauge 6th string.

To summarize, | would say
that for those guitarists who are
not emotionally biased towards
old guitars and who do not

possess a 1957 Les Paul or an
original ‘Firebird’ this guitar is
hard to beat. It is strongly con-
structed and therefore a good
‘tool of the trade’. It has all the

advantages of the sort of
features that make Fender and
Gibson guitars so popular, with
none of the disadvantages; A
sound which sustains yet has
clarity and a neck which is
robust and easy to play. It
knocks spots off my Fender
Telecaster de luxe and if | knew
how much it costs (and could
afford it} I'd buy it.

It just remains for me to say
that this is, of course, a sub-
jective review, but | feel sure
that if the price is right this will
become a very popular guitar,
and if it isn't, well, a little bit of
jJuxury does you good oc-
casionally doesn’t it?

by Bob Johnson
ex-Steeleye Span
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INSTRUMENT REVIEW 2

GUILD B-301 BASS

Cont/‘nuing our policy of asking
established and respected
musicians to conduct  in-
strument reviews for us, we
timourously set off to John Ent-
wistle, armed with a new Guild
B-301 bass. Fortunately for us,
John agreed happily to the idea,
but then immediately plugged
the thing in and told us to get
our notebooks out — which we
did, for after all, he’s the player
and we’re supposed to be the
writers. (Pause for laughter . . .
Ed.)

J.E: Forming opinions rapidly
may not always be the best way
of reviewing an instrument
but when you’ve been playing
for as long as | have, and have
had the opportunity to play as
many different guitars, you tend
to know what to look for.

B.I: Such as?

J.E: Wel, two main ap-
proaches. Firstly, what you can
see, and secondly what you can
hear and feel. Looking at an in-
strument can tell you as much
about it as playing it. If it looks
as if it's been well-thought out
and well manufactured, at least
you've got reason to suppose
that it will play and sound all
right.

The shape of this one is pretty
insignificant for example. The
neck suffers from the same
mistake that most so-called long
neck guitars do — that is it goes
from E to E flat. Why couldn’t
they have added one extra fret
to give it a full scale? The con-
trol knobs too, they look
revolting, as if they're going to
shatter at any moment.

B.I: What about the bridge?

J.E: Well, it looks all right at first
but (struggling to turn the
screws) why have they given
the bridge screws serrated
edges when there’s a screw slot
on the top as well? Either it can
be adjusted by hand or by
screwdriver — and | can’t even
turn this one at all!

Another problem with the
bridge appears to be the fact
that there are no individual ad-
justers for each string —
something which | happen to
prefer.

B.I: (getting a little worried!} s
there nothing good to say about
its appearance then?

J.E: Well, the heads look good,
and the general overall feel of
the instrument is reassuring as
well. It looks well made — apart
from the criticisms I've already
made, and it obviously hasn't

been put together in a rush with
a devil may care attitude.

B.l: Would you like to play it
now?

John plugged the beast in and

we sat back being treated to a
private bass playing concert
which had to be heard to be
believed. The old cliché about
being a fine bass player is too
great an understatement, but it
was exceptionally interesting to
hear his technique out of con-
text, so to speak.
J.E: Well, the pick-up sounds
pretty good, and the action is
excellent, allowing me to move
quickly and cleanly around
without any difficulty at all. The
controls seem to give a very
good variation in sound as well,
and with a bit more time to work
on different arrangements |
think there could be some ex-
cellent differing tones available
in there.

On the other hand, my
suspicions about the bridge
have been confirmed.

B.I: in what way?

J.E: Well, like | said earlier, its
looks don’t exactly inspire con-
fidence, and its construction
when playing is quite appalling.
The small screw at the front of
the bridge should really be stuck
up the designer’s nose, and the
two larger strings are stopping
me from dampening the strings
properly. And listen to this . . .
(He thudded the G string) —
that sounds more like a bass
sitar as it's. rattling against the
bridge.

B.I: Anything else?

J.E: Weli, while we're down this
end of the guitar | think | ought
to mention the pick-up. It's
much too springy. These two
small screws may well fall out
after a time on stage with the
Who for example — and that
really could cause a problem or

two.
B.I: What about your overall im-
pression then?
J.E: Well, it must be understood
that I'm very discerning about
bass guitars in particular, and
guitars in general, so I'm likely
to criticise various aspects of its
construction and sound which
perhaps most other bass
players, especially in the semi-
pro field, wouldn’t worry about.
But being a perfectionist on
matters like these is hardly a
crime; | would temper my
criticisms with the reminder that
lam very particular . . . all right?
But overall it's quite a good

bass guitar; the sound is good,
the tone easily variable, and the
action and neck very good in-
deed. But it is a shame about
the bridge, and | would seriously
suggest that Guild re-think this
part of the guitar. In relation to
their other efforts it's not really

any better than previous models
except in the actual sound, but
it is undoubtedly better than
most of the American guitars on
the market and does represent
honest value for money. If oniy
they re-designed the bridge . . .
B.I: Thanks very much John.
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INSTRUMENT REVIEW 3

LOGAN STRING

MELODY

ver since | first arrived at
Beat’'s offices to timidly take
over the Editor’s chair, |'ve wan-
ted to get my hands on a Logan
string machine. Unfortunately,
they're not that many of them
around, and the few that there
are tend to be bought, delivered
and safely installed in homes
and bands more quickly than
Beat can get there to run its
fingers over the keyboard.

On this occasion too matters
didn't work out as originally
planned, and | found myself
tube-bound  for  Chiswick’s
Sound and Music shop to sit
down and play the thing for an
hour or so and give my im-
pressions from that cursory
acquaintance. So this review is
more of an introduction than a
recommendation (or otherwise)
and | hope that sometime in the
not too distant future | will be
able to give the machine a fairer
and longer examination.

It's too easy to say that a
reviewer should be able to form
definite opinions quickly: un-
doubtedly we do have more ex-
perience of a wider range of in-
struments than the average
reader, but we believe it essen-
tial that we should be able to live
with an instrument for a period
of time and test it under varying
conditions. However, on with
the Logan.

The Logan String Melody is
the smaller sister to the String-
Orchestra, a much more com-
prehensive instrument. The
Melody has a 49 note keyboard

from C to C, and three separate
voices in cello, viola and violin.
The voices are controlled by
sliders and are variable for treble
and bass individually. Sliders
also control bass and per-
cussion. Above the keyboard
are controls for attack and
sustain for both sections of the
keyboard, and five pre-set but-
tons titled 'O’, 'Acc’, ‘Solo’,
‘Orch’ and ‘Organ’. The whole
package is compact and very
light, clad in a wood veneer.
Right then, how did it sound?
Unfortunately the only amplifier
available was one of those
Roland Jazz Chorus affairs — an
amp with which | am particularly
unhappy, so any consideration
of the sound of the Logan must
be tempered with that thought.
Taking the five pre-set but-
tons one at a time, | started with
the 'O’ which appeared to sound
the same as the Organ mode but

with an added, very rapid
vibrato.
The ‘Acc’ mode —

presumably Accordion? — was
hardly convincing. Au Claire de
la Lune sounded particularly
non-French and to get any ef-
fect all all from the bass or per-
cussion sliders the volume on
the amp had to be wound up
pretty fearsomely — not a pretty
sight in a large organ shop. Solo
mode is exactly what it suggests
— each voice becoming a single
instrument. A major criticism
here seemed to be the difficulty
in mixing the voices satisfac-
torily, aggravated even further

by the sheer physical difficulty
of operating six separate sliders
on a three inch long run. | would
have preferred to see these con-
trols where the sustain and at-
tack controls are — above the
keyboard, and more accessible.

‘Orchestra’ is a pre-set voice,
sounding reasonably convincing
as a synthesized orchestra, but
to my ear a little muddy and soft
at the bass end and too trebly
and thin at the top — a rather
unhappy balance in fact. The
difficulty involved in making an
instrument like this sound like
many stringed instruments is
that it usually sounds like one
with a lot of vibrato. The Logan
passed the test and the overall
effect was orchestral.

Organ mode was good,
especially with the volume
wound up and the opening lines
of Bach’s Fugue in D Minor
belting out, but it made me
wonder why the best setting on
a string machine should be the
organ. An irritating arrangement
concerned the bass and per-
cussion. On some settings they
were only monophonic, but on
others polyphonic. The per-
cussion attack was quite con-
vincing, but the bass tended to
drawl. Again, remember that |
am prejudiced against the par-
ticular sound of this amplifier,
but it is a favourite amongst
some keyboard players because
of its own ability to fill up sound
in the chorus mode.

On the matter of construction
| would have to say the slider

A

knobs are quite pathetic and un-
worthy of a machine bearing the
Logan name — or indeed the
Logan price. The knobs have
colour coded plastic slip-overs
which rapidly became plastic
slip-offs in the short time | used
the machine, so | would hold
out no hopes for the yellow,
blue and reds returning from a
heavy all-night session
anywhere other than in the
player’s pocket!

So, that's a quick glance at
the  Logan. Overall, my
judgement is that it is a good
string machine, but not as good
as its reputation. Generally the
voices were convincing, with
the exceptions already noted,
and the modifying controls
worked well — with a bit more
time some very satisfactory
mixing of the individual in-
struments could have been
achieved. Sustain and attack
performed their functions ad-
mirably, and the entire package
is attractive, compact, and easy
to cart around.

As | have already stated,
more time with the instrument,
and facilities to use different am-
plifiers, effects units etc. would
have given me a better picture
of it, but on this showing | can
recommend it as being worthy
of attention, but not of Number
One pedestal position.

Logan String Melody

Tested TVS

Thanks to Sound and Music of
Chiswick for their facilities.




Thats because the maine P.A. 170 system already has plenty of
power. |t gives 200 watts Rms {@ 5% THD into 4 ohms) and is
reliable.

Maine gives a five year guarantee on all amplifiers and 1 year on
loudspeakers (U.K. area). Modern facilities such as graphic equal-
ization, piezro crystal horns and thermal protection are all included
as standard in a three piece P.A. system that costs £472.75 + V.A.T.

Check out the maine P.A. at the best dealer in your area.

m@ﬂ m@ Maine Electronics Ltd. Maine House . 193. Rickmansworth Road. Watford.
Hertfordshire. England. WD1 7JH. Tel. Watford 45388 and 43567
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Chet Atkins. He’s been called
“Superpicker”” — and the word just
begins to do him justice. A product
of pure country, today he plays it
all. From Bach to rock; from
Spanish to down home. And he
plays it with unmistakable class.

Chet Atkins plays the Gretsch
Country Gentleman. His distinctive
tones come from its hollow, double
cutaway body. They’re rich and re-
liable. His fingering works easily
over the ebony fingerboard. And the
double Filter Tron pickups elimi-
nate hum and distortion.

Other Chet Atkins models include
the Nashville, the Tennessean, and
the great new Super Chet. And
they’re only a few of the famous
Gretsch guitars. The White Falcon,
Country Club, Broadkaster, the
solid Roc Jet, the flat top folk gui-
tars and Sho Bro: all have that great
Gretsch sound.

Look for Gretsch guitars and sound
systems. You'll find them where vou
find great musicians. And you'll
hear more and more of them, be-
cause Gretsch will indeed make The
Sound Waves of the Future.

Write today for free Gretsch catalog.

When
Chet

Atkins
Makes
Waves,

He Makes
Them
With
Gretsch.

LHS5CH

The
Sound Wave
of the
Future

1801 Gilbert Avenue
Cincinnati, Ohio 45202



INSTRUMENT REVIEW 4

MAINE 120W

comMBO

here’'s some good news
T and some bad news in

this review. Before
coming out with either species,
let me say first that with only the
minimum of work the bad news
could be made to disappear
altogether. In other words, the
modifications that need to be
made are small but — | think —
vital. And when they've been
made, that's when we can start
taking the good news pretty
seriously.

Now this is what you might
call a heavy-duty combo. Not
only does it push out 120 watts
rms, but heavy too is the duty of
the roadie who finds himself
having to lift this monster out of
the van. Every watt seemingly
conspires to give you a triple
hernia. The risk of such injuries
could be considerably lessened
by the provision of something
more substantial than a single
carrying handle at the top. How
about some recessed bars at
either side to enable two people
to liftit?

There are castors, for-
tunately, but castors are of no
great use when one of them falls
off during the course of its first
contact with a pavement. The
reason for this was that Maine

have recently changed their
cabinet builder, and the combo
we got was the first of the new
batch. It appears that the
specifications involved
suggested bolts to secure the
castors to the chipboard, but
that our wily builder has seen fit
to use %’ screws. This is
something that Maine weren’t
aware of, and are now sorting
out.

Otherwise the construction is
all right, though some protective
metal corners on the front might
be useful. Also the control
knobs on the front panel were
very loose and might easily get
lost if knocked off.

As | said before, however,
these are all basically small
problems which can be ironed
out with ease. Let’'s move on to
the control panel: this boasts
two channels, each with low
and high level inputs. Channel
one has a simple volume, bass
and treble line-up; channel two
has level, bass, middle and
treble, with a master section

featuring “‘color’’, reverb and
volume.
What is this "‘color’’? And

why is it speit wrong? The an-
swer to the second question
must remain a mystery. On the

other hand, what it does is to
add to your sound a nice creamy
thickness — it isn't what we
would normally think of as
distortion, since the effect is
more subtle than that. A very
pleasant and useful item, this —
especially when used for beefing
up a weak guitar. | personally
preferred it to the overload ef-
fect to be gained by winding up
the level, though if you want to
use this as well the facility is
there.

If your guitar is exceptionally
puny output-wise, use the high
level input. This really does
seem to boost your signal,
giving what you play that extra
leg up even before you start
twiddling the knobs. The mighty
John Birch, though, just had to
go in the low input, for the sim-
ple reason that its horrendous
power would otherwise have
been too much to take.

The tone circuitry on the
Maine is very good indeed. It
was, for example no problem at
all to find a Twin Reverb-type
sound, especially since the
reverb itself is so versatile, with
plenty of depth when you need
it. Maine include in their hand-
book a list of suggested settings
for wvarious instruments and

sound characteristics. A good
idea, since the degree of tonal
variation is so wide. | might add
that those who would like
something Twin Reverb-ish for
their electric piano could do a lot
worse than to check out the
Maine first, since it is con-
siderably cheaper.

The standard how-noisy-is-it
test revealed the usual “rushing
treble’” hiss when up full, but
this was only to be expected on
such a powerful amp. Be
assured that the weight of this
model! is virtually justified by its
colossal volume! Make sure you
stand well back before ham-
mering out the first chord: you
might just find yourself suffering
from chronic brain damage.

Other facilities include a d.i.
output, mysteriously located on
the front panel, and an on/off
switch, mysteriously located on
the back. There are three further
outputs on the back — one for
adding an extension speaker,
and one for adding another
whilst cutting out the combo’s
own 2x 12" Celestions. Then
there’s a “booster’” socket for
connecting with a siave amp.
On the front panel there is in ad-
dition a remote socket for the
optional footswitch to control
the ““color’” and reverb.

So there we are: an amp that
needs a bit of work done on it,
but one that is very promising
indeed. if | have appeared to
carp somewhat, it's only
because | believe the Maine has
a lot to offer, and couid really
take the lead in terms of pure
sound. Go and listen to one
before you choose something
more expensive. | think you'll be
impressed.

Tested P.D. with CSL and
John Birch guitars. R.R.P.
£269.51 inci. VAT.

NEXT
MONTH:

Teac 6 channel
mixer is put
through its

paces ina
home recording
test
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INSTRUMENT REVIEW 5

ROOST SR22

AMPLIFIER

he Roost, as you will see

from the photograph,
visually resembles the great
tradition of British valve amps.
Sorry to sound like the president
of the CBI (Lord Watkinson),
but there's no getting away
from the fact that Jim Marshall
and the chaps at Hiwatt, and
even the people who used to
build the old Sound City amps,
have had more than just a hand
in the concept of this little baby.
Because it's so immediately
identifiable, we instantly expect
great things from it: in particular
we expect a full, rich tone and
great possibilities for searing
guitar raunch in the upper end
of the level.

And | think | can say, without
fear of contradiction (except of
course from Roost’s rivals in the
field) that this amplifier lives up
to every expectation. There are
no extras, no frills, and therefore
no ways of getting confused
about how the thing is supposed
to live up to the claims of its
makers. Instead there are just
four inputs — two normal and
two brilliant, normal and brilliant
volume, treble, middle, bass and
presence, and master volume.
The indicator light is side by side

with standby and on/off swit-
ches.

Experience

The amp is rated at 110 watts
rms, but this is a pretty con-
servative estimate of its poten-
tial output. A curious note in
Roost’s brochure assures the
purchaser that he will be able to
obtain ‘‘the valve sound” with
one of these amps, which is
curious if you think about it:
rather like reminding passengers
on a cross-channel ferry that
they will experience '‘real sea
conditions’’, or providing a
message on bottle of Cour-
voisier warning the imbiber of
""actual alcohol”’. Of course you
get the valve sound on a valve
amp. This is why people con-
tinue to buy them. Let it be said
that the tone is warm and roun-
ded at all volume settings, but
you can also {wait for it) obtain
"the transistorized sound’ if
you want to. Wind up the treble
and presence, wind down the
level, and you will soon be
basking in the chill sounds of
technology. Perhaps this could

be a new selling point for the
valve amp manufacturers — you
too can get the transistor sound
from these amps.

The question therefore is
this: why should you shell out
for the Roost rather than for one
of the many and various similar
modeils on the market? Well, first
there is the price. We all have
amps in mind that we would like
to buy, but the bank balance is a
good £150 short. We have to
compromise, in other words.
Obviously a Marshall or Fender
amp will be easier to get rid of
when the time comes. On the
other hand, the sound on a less
well-known make may be just as
good — even better in some
cases — but still lack the
prestige value of The Name.

Brightness
In these terms (not par-
ticularly musical ones, ad-

mittedly) the Roost is very well
worth a look and a listen. |
found the sound with flat e.q.
very pleasant indeed. This is
always, by the way, a good test
to conduct: if you like the am-

plifier's unaduilterated tone, the
chances are that it's the one for
you. There was no difficulty
whatsoever in obtaining the full
range of tones from the simple
Roost controls, though, and |
very much liked the brightness
of the brilliant channel, with its
14dB boost at 10KHz. A useful
setting was (for a cheap guitar)
bass and treble on half with mid-
dle and presence on full; | then
beefed this up by setting the
level on full and the master
volume on around 2.

Apart from that, there's little
more to say. | often find myself
at a loss for comments with
good amplifiers. Quality
becomes quickly self-evident,
and all you can say is, ""Try it for
yourself’”’. The valves are ab-
solutely standard EL34's and
there could be no problem in ob-
taining spares. Handles are
provided both at the sides and at
the top, and the construction of
the cabinet looks as tough as old
boots. The reverb model would
probably reward investigation,
though we were unable to look
at one ourselves.

Tested P.D. with John Birch
and CSL guitars. RRP £131.25,
including VAT.




SUPPORT
BANDS:

Should they
have to

pay to
play?

Devonport:

“We’ve been pulling
very much bigger
audiences since the
tour”

Evans:

““Record companies
and promoters could
help meet costs”
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he Music business (like
T the two other dream

industries, politics and the
movies) has a great reputation
for not teiling the truth. Most
people who are actually in it
(musicians, managers, record
company people, journalists and
all) know about the fiddles and
swindles, the dirty dealing and
the broken careers that go un-
publicised because everyone is
too busy looking out for them-
selves to blow the whistle. The
trouble is, every now and again,
someone lets a cat out of the
bag (and it's a very big bag). It
might be a disillusioned
musician who tells a Sunday
paper how he was bumed by
crooked managers and agents
or news of how a musician killed
himself with drugs or booze or
both because he was broke —
that sort of thing.

By and large though, the
general public — and that in-
cludes aspiring pro's — never
get to taste what really goes on.
Not that everyone in the music
world is a sort of cross between
Rasputin and Adolph Hitler —
but we have more than our fair
share of them.

So, when a weekly paper an-
nounced at the start of April that
they had uncovered a "Bizarre
plight facing new Support
Bands” one might have thought
that the real/ scandals were at
last going to come out. In fact
the hoo haa was about bands
having to pay a percentage of
the costs of equipment hire
when they tour as support to a

major act.
Although it wasn't a
Watergate it was still news

enough for the general public.
As if they hadn’t known that it
has been going on for years, the
Musician’s Union bundled up its
skirts and promised (like an old
lady woken from an afternoon
sleep by a burglar) ‘immediate
action’.

The papers cried out in
protest and managers began to
jump up and down, perfectly
aware that getting their band’s
names in a ‘we are hard done
by’ column of a weekly was
pretty good publicity.

So what is the truth? Do
bands have to pay and, if they

do, is it fair? The answer to the
firstquestion is, usually, yes. The
costs of taking a decent PA and
lighting rig on the road in 1977
are now so high that it is almost
impossible for a band to make a
profit. With ticket prices in the
£3-£4 region it’s just not possible
to make any bread on the road
and, so that the major outfit
don’t lose too much bread, it
has become the custom to
charge the support band {who
are supposed to benefit from the
publicity value of such large ex-
posure} a percentage of the
costs.

Investment

One of the first cases to be
publicised was that of Liverpool
band Nutz who reputedly paid
Black Sabbath £3,000 towards
the cost of their tour. Now that
the fuss has begun to die down,
| talked with lead guitarist Mick
Devonport to try and gauge how
effective that ‘investment’ (for
that is how these sums of
moneys are regarded) had been.

“"Well,” Mick replied’ ‘’since
that original spread in the MM,
we’'ve got mixed feelings about
it. We don’t want people to
think that we aren’t good
enough to get gigs without
having to pay to play. Our nor-
mal fee is around the £250-£300
mark and we can usually make a
small profit out of that.

’But Sabbath certainly didn't
make anything on that tour
because of all the gear they
used, and they let us use it all,
not like on some tours you hear
about when the support band
pays to get on and then only
gets to use some of the gear so
as not to show up the main
band.

“But looking back on it | sup-
pose that we have done quite
well out of it. We've been
puling very much bigger
audiences since the tour and it's
been obvious, that some of
these kids were Sabbath fans
who saw us on the tour.

"For example, we normally
pull about 400 people at the
Marquee and yet last week we
did it again and drew 700 and
that's good. It's really a case of
having to speculate to ac-
cumulate.”

Nutz are fairly typical of
bands of around that size. They
can play college and club gigs
for a few hundred pounds and,
if they are careful with their
choice of equipment and road
crew, can make a small profit.
But if they ever want to break
big they have to go out as sup-
port to a major band.

This is where the fun really
starts. It's pretty hard to get on

a tour anyway because many
major bands are wary of hiring a
support band who just might
show them up. Secondly, a
manager may have a top band
and several smaller ones under
his wings. That way he puts a
tour together with two of his
bands and there's no room for
an outsider. Record companies,
when they become involved in
underwriting tour costs for the
purposes of promoting an album
release, often stipulate that one
of their new hopefuls plays sup-
port.

So, in the free market, there
are more bands than theré are
tours so it's a scramble every
Autumn to get yourself out with
amajor act.

Accordingly the laws of sup-
ply and demand come into play.
The major bands, knowing they
can get away with it, have their
choice and often pick an ouftfit
who offer enough money to
counteract some of their touring
losses.

Appalling

Now the real objections to
this are ethical because there
can be no serious doubting, as
Mick Devonport has demon-
strated, that being a support
band can be the deciding factor
in the success of a new band.

The moral objections are that
only the bands with wealthy and
committed managers or record
labels get onto tours and,
hence, success may be derived
from cash instead of talent.

There's much truth in these
two points. Many really ap-
palling decisions are made by
that bunch of jokers called
record company A&R men and
we have to sit through the

results (having, presumably,
paid some of our £3 for the
privilege).

Morality, however, has very
little to do with the nature of life
in a poor country when you're a
struggling Rock band — you'll
do almost anything to get a gig.
And it's really this question of
national poverty that is the root,
as Mick explained;

“In the States a promoter can
charge $20 for a ticket and the
kids can afford it. With that sort
of price and with the bigger
crowds that they get over there,
he can afford to pay more to the
bands. Over here, ordinary
working people haven’'t had a
proper pay rise for years and so
can't afford to pay an
economical price for gigs. | say
that people should be paying £5-
£6 for a ticket but then | have to
ask myself whether |'d pay that
and | know that | just couldn’t
afford it. It's really down to the



Rock industry being in as bad a
financial state as the rest of the
country.”

But should a group have to
pay money for the supposed
privilege of doing a gig?

Mike Evans, Rock Organiser
of the Musician’s Union, thinks
not.

Massive

“If a major band really want
to have a support band then
they should pay them. The
chances are that they are going
to be using a massive PA
anyway so why make this sort of
charge? | suspect that quite of-
ten the only reason for taking a
support band at all is to cover
equipment and touring costs. In
fact there have even been some
tours where the support band
has lost money and the main
band has made a profit. That's
quite wrong.

“If people stuck to the
Musician’s Union minimum fee
they would still only get £8 per
gig per person, that's forty quid
for a five man band which cer-
tainly isn’t much even when you
add on the expenses. From a
hard Union point of view |'d
have to say that most bands
would be better off playing in a
pub for £50 but | have to admit
that there is a promotional value
in being on a tour that no pub
gig could hope to equal.”

Mike’s solution, at present, is
that there should be a thorough
re-appraisal of the whole
economics of touring in this
country. “"There are two things
that could happen,” Mike
reckons. “One is to cut the ex-
pense of touring. A lot of big
bands get into the habit of
taking a massive PA system on
the road in America and feel
that they have to do the same
thing over here. The same goes
for road crews. I'm sure that the
equipment is really often too
large and that cuts could be
made there.

""Secondly, | think that the
record companies could afford
to carry more costs. They
regard these tours as promotion
of new records and as they
make more on an album than
the band does | feel that it would
be fairer if they contributed
more towards the cost. In fact
some bands already have con-
tracts which cover the expenses
of promotional tours. Promoters
too, who really often do little
more than book a hall and a
band, take some advertising and
then wait for the money — they
could help. It's quite wrong for a
musician to play for nothing.”

Mike, of course, is morally
right. He's right too about the
record companies although few
of them would admit it. They

regard themselves as being
there just to sell albums and fail
to see why they should become
involved in touring costs. In-
deed, so hard have record com-
pany finances become in the
past few years that any further
burden on their stretched
resources would cut down the
number of bands they sign, and
cut down the press advertising
they take, a move which has
already taken place in a few
companies.

Reluctantly, Mick Devonport
agrees. "What Mike Evans says
is quite right. No-one should
lose money to play a gig but the
Rock industry is in a really bad
way. Record companies could
do more but record sales look
shaky and quite a few com-
panies are teetering on the brink
as it is. 1 wish him the best of
luck but | just can’t see a real
change happening until the
whole economy gets better.”” In
recent weeks the controversy
has heightened. Bands like
Liverpool Express and Hunter
have been drawn into the
argument and the general public
has begun to realise (at long
last) that being a musician isn’t
an instant passport to riches.

In a nutshell, the problem is
this. Gigs over here are too
small and the equipment which
is now demanded by audiences
(listen to the reactions if a band
is too quiet or has a bad light
show) is too expensive to use.

Unless ticket prices go up
(which we would all hate until
we get some more bread) we're
caught in a vicious circle. Sup-
port bands want the publicity of
a major tour and the big bands
don’t see why they should sub-
sidise newer acts’ success by
giving them free space on a loss-
making tour.

Extravaganzas

But, to be fair, many tours
can be made profitable. Recent
research by the M.U. shows
that as many as 50% of tours
actually make bread. Not the
Zeppelin extravaganzas with
lasers, videos and huge PA rigs
but the medium sized bands
who go out to halls where they
know that they can draw. Here
a support band should be paid a
profitable fee and no expenses
should be charged to them,

Quite how these gigs make
money is a good question. It's
done simply by careful pruning
of the PA, lights, road crew,
four star hotel bills etc etc.
However, until such basic
economies spread to the other
more publicised 50% and record
companies, promoters and so
on pull their weight, bands must
and will pay to play.

TAKE THE

malne

LINE TO

CLEVELAND
MUSIC

Full 5 year guarantee
Easy availability of parts

All leading makes in stock
Open 6 days a week 9.30-5.30

19-21 Cleveland Square, Cleveland Centre,
Middlesbrough. Tel: (0642) 210889

MITCHELLMUSIC

for

malne

Excellent Quality
Superb Sound
and we offer back-up to match
Full Range from Stock

Finance — P/Ex.
7 QUEEN STREET
SALISBURY
WILTS.

Sal. 23689

(Open 6 days a week)
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JEAN-LUC

PONTY

Jazz/rock’s violin maestro
discusses the methods of
amplifying the “instrument

least likely to”. .

Rock fahs five or six

years ago that we’d one day
get totalty swept-up in the music
of a French Jazz/Rock violinist
with classical leanings, well,
you'd have gone home with a
pair of black eyes (at best). Still,
times change, and the recent
tour by Jean-Luc Ponty and his
three superb Atlantic albums
have done a lot to sway many
people who felt that Rock began
and ended with guitar, bass and
drums.

lf you'd told most of us

Of course, like the acoustic
piano, the violin has been badly
hampered until very recently by
the fact that the damned thing
was too quiet to fight-off the
challenges of a Les Paul and a
100 watt stack.

Jean-Luc was one of the first
people to challenge that status
quo and | interviewed him after
the recent sell-out gig at Lon-
don’s New Victoria to discover
how the electronics revolution
had, at long last, freed this
much neglected instrument.

First of all, on the album covers,
he’s credited with playing Bar-
cus-Berry violins. We ali know
of their superb transducer
pickups for guitars and pianos
but what the hell is a Barcus
Berry violin?

“They're German violins im-
ported into the States by Bar-
cus-Berry just as a plain
whitewood unfinished in-
strument. They put the wiring
on and the pickups on in the
States and then apply a really
good quality lacquer, a really
heavy one, to fight the feed-
back.” In Jean-Luc's playing
the sheer electricity of his style
is closely complemented by the
sound he uses. The electronics
don’t detract from the overall
feel of his music as might be ex-
pected, they add to it. Listen to
his work with Zappa, or the
Mahavishnu orchestra as a fur-
ther illustration of my point and
you'll see what | mean.

Feedback
For all that, however, this
diminutive Frenchman, who

emigrated to the States several
years ago (what chance has a
Rock player in France?) was
classically trained, so how much
relationship was there between
these new instruments and their
classical counterparts? ""Oh
they're totally similar in shape
and construction. | got the very
first prototypes back in 1969 and
since then they've more or less
established themselves as the
perfect electric violin so far.”
Wouldn’t a solid be a better bet
as far as feedback was con-
cerned? “Fender did a solid
violin once and there’s also a
five string violin called a Vi-tr or
something. Nobody that | know
really likes them. You see, so
far, no-one has come up with
any improvement over the
traditional type from a sound
point of view.

“'I've not used one of the Per-
spex violins that you see around
but Daryll Way told me that he
has one and prefers a standard
type for it's sound.”” Once you
had the problem of the pickup
solved you might be forgiven for
thinking that there were no fur-
ther obstacles in amplifying
violins. Not so. Most speakers
are developed for guitar and
violins have harmonics and
notes that go tremendously
above the range of any guitar.
Jean-Luc found a lot of burned-
out speakers in his cabs before a
tame boffin in California came
up with a new arrangement to
solve that one. These speakers,
used in conjunction with a Bar-
cus Berry pre-amp and a GMT
power amp give him a sound

which could spiit your brain at a
hundred paces should you an-
noy him!

Once you’ve got past those
amplification  problems,  of
course, a whole new world of
effects units opens up to you —
a world which Jean-Luc hasn’t
been slow to explore. Once
again, listen to his albums for
the evidence. Aside of the elec-
tronics angle, the actual playing
of a violin offers a lot of poten-
tial to a musician, potential
which could well be worth other
instrumentalists looking at as
opposed to playing the guitar.
For example, could Jean-Luc
see feedback and sustain
playing much of a role in the in-
strument’s future, as it has with
the guitar?

“"Well eventually feedback
could prove interesting but the
whole principles of playing a
violin are very different from
those of playing a guitar. | don’t
actually need distortion to get
my sustain like a guitarist does
because, with a violin, your
sustain comes from bowing.
That actually results in a dif-
ferent sound though because
the sustain of a guitar starts with
a lot of attack as the note is
picked. From then on it begins
to die whereas, with a bow, it
just goes on and on with the
same pressure. Distortion, for
me, is just another sound to use.

“Violin and guitar are actually
very close cousins of course.
They complement each other
perfectly, especially when they
are just played acoustic. The
most exciting combination for
me is that one because of the
similarity and yet the contrast.”’
Actual development of the
violin, as opposed to merely per-
fecting techniques of making it
louder, are also taking place at
Barcus-Berry and Jean-Luc is,
as ever, busy helping test the
results.

Useful

"In addition to the ordinary
violins which | have, Barcus-
Berry are making other kinds of
instrument. One is a five string
violin which | had about a year
ago and really like. It has alow C
and although that makes it quite
hard to play because you have
to work out the fingering dif-
ferently, it's been very useful for
me because of the way | write.
“Normally, | either write on a
piano or in my head and so |
tend to put in a few notes which
are lower than those on a stan-
dard instrument. What | used to
do was an idea | learned from In-
dian music where you tune the

5 B N
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JEAN-LUC
PONTY

lowest string to the lowest note
you'll need. The trouble is that
that gets very confusing at
times. Also | use a thing called a
Violectra which is a four string
instrument tuned an octave
below a normal violin, so it's got
the range between a viola and a
cello.”

Quite obviously, from what
Jean-Luc is saying, the violin is
beginning to get the same sort
of treatment from instrument
makers that the guitar got in the
mid fifties when all sorts of crazy
ideas were being tried out. To
get the best sound out of the
Barcus-Berry violins, | learned,
you should use steel strings.
This, | must admit, surprised me
but, apparently, they have been
used for quite a while now in
some classical work where a
sharper sound is called for.

Classical

Leaving aside the equipment
angle for a minute, Jean-Luc
has become to many the
epitome of the Jazz/Rock
violinist yet, if you listen to say
the Imaginary Voyage suite
from the second side of his
latest solo album, the influence
of more melodic classical style is
patently visible. Had he been
brought up in a classical school?

“Oh yes. Until the age of
16 | only really played
classical and by biggest influ-
ences were Debussy and the
French impressionists. Also my
big idol was Olivier Messiaen
who in the 1930’s did pieces for

the organ which were so ad-
vanced. He created a whole
system of modes which is why
players like myself feel such an
affinity with him. ""After that |
was very influenced by the
Black American Jazz players like
Miles and Coltrane and Charlie
Parker and, after that, by Jimi
Hendrix. “I've really listened to
almost everything, which | think
is very important for a player,
But Rock was the catalyst, it
was the one music where | could
put all my influences together
and find that they worked”.
Now Jean-Luc has found a
tremendously growing market in
America, a market frequently,
of young kids who are interested
in playing violin rather than
following the more common
route onto electric guitar.

Considering that many kids
are still taught violin at school
(electric guitar lessons are still
far too rare) there could well be
a move towards the instrument
now that you can actually hear
the blasted thing! But, as Jean
Luc says, "'There is no school of
playing that you can follow.
There are many fine musicians
and you should listen to as many
as you can but there are no rules
— it's all possible only because
of your own experience, that's
what matters — itreally is a very
exciting time to be a violinist.”

Having only discovered the
potential, from a listener's point
of view, during the past twelve
months | can heartily agree with
him. The question is now, how
long will it be before Barcus-
Berry violins are readily available
over here and we have our own
electric violin revolution? With
Daryll Way, Dave Swarbrick
and the superb young Eddie
Jobson things are obviously
moving, | wonder where we’ll be
in five years time?

COMING NEXT MONTH:

Beat talks to Genesis
at their massive Earls
Court concert and
Phil Collins finds time
to review a drumkit
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Jon Hiseman:
(Colosseum I)

Miking-up my drum kit”

These are the AKG MICROPHONES | recommend as a
result of my experiments in miking-up my drum kit.

TWO D224: used overhead for cymbals and overall stereo
picture of the kit.

TWO D 12: one for each bass drum. The large diaphragm
of this mike together with the built-in "*bass-chamber’”
enables it to reproduce the sound of my 24-inch bass
drums without distortion.

—— S ———

AKG Equipment Ltd.
182/84 Campden Hill Road
London W.8 7AS 1150 Wien

TF: 22 93 695 TF: (0222) 9216 47

AKG Akustische und Kino-Gerate Ges.m.b H.
Brunhildengasse 1

ONE D1200: with the EQ-switch in **M"" or "'S™" position
for snare drum gives progressive bass roll-off according to
drum or hall acoustics.

FOUR D2000: with the EQ-switch in the **M"" position for
tom toms.

TWO0 D224: as a stereo picture for crotels and

hi-hat.

THREE C451 with CK 1S capsules for my seven gongs.

Akustische u. Kinogerdate GmbH
BodenseestraBe 226-230

8000 Minchen 60

TF: (089) 87 00 1

ANV NNIE



RECORDING
STUDIOS:
EQUIPMENT
AND
TECHNIQUES

DR e

Nigel Jopson begins

a series of articles
‘examining the
processes involved

in the recording and
production of an album

PART ONE:
From Basics to
Backing Tracks

32

his month we start the first part of a series of articles
which explain the various stages involved in the production of
a modern record— following the chain of events right through
from the placement of the microphones in the recording studio to
the final circular plastic product that reaches me and you. Recording
a group’s music has become a process that is highly complex, time
consuming and extremely expensive; because music has become
big business, the mechanics involved in the recording process are
often assumed to possess a mystique that in most cases they do not
have (just as the process of filming in Hollywood derived its aura of
mystery from the stars that its films glorified.)

This series is not intended to be a definitive guide on how to
become a recording engineer or producer: most budding engineers
would be much better off learning their trade in the “house style’’ of
whichever studio they join as apprentices, rather than from such a
guide, and it would clearly be an impossibility to capture the wealth
of experience needed by a producer in a series of three of four ar-
ticles.

What we do hope these articles will do is to dispel some of the
mystery that surrounds recording equipment and techniques them-
selves, helping musicians with no experience of professional recor-
ding to get a general idea of the sequence of events jnvolved, and to
appreciate the degree of creativity inherent in the various technical

|

operations that are made during the recording process.

The first step in recording an
album for a new group is for
them to produce ‘‘demos’” of
some or all of their material:
these sessions may be done
either before, after or pending a
recording contract, dependent
on the situation surrounding the
signing of the deal. This is the
most likely stage at which the
group will meet the producer
and/or the engineer with whom
they will eventually record their
album or single.

if the group is lucky enough
to have found or been in-
troduced to an enthusiastic
producer, he will probably have
already taken an active interest
in the group’s material by at-
tending live gigs and so on; in
any case, it is really down to the
musicians concerned to make
sure that the people involved
with the technical aspects of
recording them have had as
good as introduction to the
music as possible, either by
listening to tapes that have
already been recorded or by at-
tending their shows. If producer
and engineer haven’t had any
chance to do this, all that they
can really do to start off with is
to work to the step-by-step for-
mulas that most technically min-
ded people have ready to fall
back on in such cases.

In my opinion, one of the vital
ingredients of an album is that it
has some sort of cohesion —
either in music, lyrics or presen-
tation — running right through
it. Whichever way, this overall
impact has a lot to do with a
consistent approach to the ac-
tual recording of instrumental
and vocal sounds. For any
group's first recording, however
well primed the producer and
engineer are, they're probably
going to delay some of their

creative contributions until the
mixing of the tracks, because
it's only after the songs have ac-
tually been recorded that they
can get a proper perspective on
the fundamental “‘product’’ that
they must work with.

For this reason, it's fairly im-
portant for the group to take an
active part in the early stages of
recording the sounds that
they’re making. I'm not ad-
vocating that groups should
take over the production of their
own backing tracks: if a group’s
found a producer in whom they
have confidence and who im-
mediately comes up with strong
ideas for recording, then all well
and good; the point that | am
making is that it's very helpful if

a band are sufficiently
knowledgeable and undaunted
by recording techniques to

come up with constructive ideas
and criticism, even when recor-
ding their very first album or
single.

The sophistication of recor-
ding has enriched the art of
modern music to the extent that
the technology involved has
become an integral part of the
art itself. The definition between
artist (musician) and technician
has become confusingly
blurred, because the con-
temporary medium of ex-
pression has become the record,
a final product from months of
effort by a number of people,
rather than just an individual
performance onstage.

Many well known groups do
all their own production and
mixing, and even have their own
studios to do it in. This ideal
situation, however, may arise
after years of working in
multitrack studios, because it's
only after considerable ex-
perience that musicians can



really discover exactly what they
want, and what is right for
them.

Perspective

The key to why recording
sometimes appears confusing
lies in those last few words: it's
always hard to effectively ex-
plain  recording techniques
because there is really no
definite right or wrong way to
go about things. One obviously
doesn’t plug a microphone into
the mains or anything as absurd
as that, but just try listening to
two engineers discussing how
they each get two very different
snare drum sounds in the
studio. One will say 'l put XYZ
microphone in such a position,
and do so and so at the mixer.”

Nine times out of ten, the other
fellow will cry “But that's just
what | do!” — so proving that
the real secret to recording is ef-
fectively an indefinable one —
that of personal approach and
application.

Having placed a certain per-
spective on the matter, | shall
now begin to explain the secrets
(1) of recording by giving you an
idea of the sequence of events
in the early stages of a session,
giving examples of miking up
techniques and so on — all of
which are qualified by what I've
just said.

Before the group even get in-
to a studio, they will have
discussed which tracks they
want to see on their album, and
have worked out who is going to
produce them with their record
company. In the case of a solo

Early days yet in the life of a track.

artist or '‘commercially’’ orien-
tated band, an arranger may be
required to interpret the basic
songs, and the producer will
then discuss budgets for session
players and so on. Meanwhile
the group will (hopefully) be
busy rehearsing the tracks they
are going to record.

Studio time in a 16 or 24 track
studio costs upwards of £40 per
hour (excluding ail the very ex-
pensive extras like reels of 2 inch
recording tape), and although
only a complete idiot would give
voice to the phrase during a
session, ‘‘time is money” is a
sentiment that is usually very
ptevelant when a band are
recording their first album. If
speed is indeed of the essence,
this can produce rather bad
vibes if things don't go com-
pletely according to schedule
whilst recording, so a group
should always sort out exactly
how much time and extra time
has been budgeted for, and
whether the studio concerned
has been informed of what to do
in case of overrunning any initial
time limits.

Married

Studio engineers do have
lives outside of recording (it's
only Rock ‘n Roll but some
people, strange to say, get
married), and some studios get
rather unhappy about large
overtime bills. A happy or
unhappy engineer can make a
very large impression on the
process of recording: it's very
well worth sorting out in ad-
vance whether the chap you've
selected or been allocated is (a)
into your music {b) treating an
overrun like he was a member of
the band. If your ways of work
are poles apart, then it's as well
to find out in advance rather
than changing halfway
through.

One of the first steps in
multitrack recording is for the
engineer to draw up a track
sheet for each number as it is
recorded: this shows which in-
struments have been recorded
on the tape tracks available, and
acts as a general guide for the
whole period of recording, with
session times and suchlike being
marked on it as well. Each reel

Acoustics can be changed from dead to
bright by moving drapes

of multitrack tape, when used
up, will have a label showing the
allocation of tracks, and this will
be wused as a guide during the
mixdown to stereo.

Before the group arrive at the
studio the engineer will decide
roughly how many microphones
are required, and will begin set-
ting up the studio. The actual
recording will start by the laying
down of the rhythm tracks for
each song. This will only involve
the rhythm section of the band
(depending on the group’s for-
mat), but the rest of the group
will be there to offer advice and
to record ‘“‘guide’” vocal tracks
if necessary. Vocals are usually
left until last, but, depending on
the feel required for the number,
drums, bass, guitar and/or
keyboards will be put down first.

Soles and special effects
passages are left to be recorded
as ‘‘overdubs’’ — passages of

the®ong that are recorded as
sepédrate takes by individual
musicians.

Laying down a rhythm track
involves several instruments, so
it is usually necessary to erect
screening between the different
sound sources, in order to in-
sure good separation between
recorded tracks. If instrument
stacks are being recorded by
miking up the speakers, then it
is obviously important to ensure
that there is the miminum of
leakage from the sound of the
drum kit into these
migrophones, and vice versa.
Many studios have a special
area designed for recording per-
cussion — the drum booth.
Depending on the sound
required from the kit, this may
or may not be utilised.

Drapes

Modern thinking in studio
design inclines towards open
“cages’’, with acoustics that
can be changed from dead to
bright by moving drapes and so
forth. Some older studios have
completely isolated booths
which are very, very dead
acoustically and not always par-
ticularly desirable. Even if all the
musicians are wearing head-
phones, it is highly undesirable
to have the poor drummer stuck
in a box behind a window. The
ideal way to record a rhythm
track is without headphones,
with all the musicians grouped
in close contact, as they would
be onstage.

Next month:
Recording each
instrument
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DiMarzio picks up
where the others leave off.

Rick Deringer

/

Ronnie Montrose

Earl Slick

Aerosmith

Blackfoot

Blue Oyster Cult
Brownsville Station

Dan Hartman

Danny Johnson

Steve Kahn (Brecker Bros)
Carol Kaye

Jefferson Kewly (Mac Davis)
Kiss

Lynyrd Skynyrd

Bob Mann (session man)
Nazareth

Mick Ronson

David Sancious

Di Marzio, the “Pickup People” offers a
complete line of guitar and bass pickups. All
high output Di Marzio pickups feature a
dynamic range unmatched by any other
pickups on the market. Their exclusive
Tailored Frequency Response achieves
optimum sound from your instrument. And
there’s no technical expertise required to
install them.

Check out the Pickup People. Hear how
Di Marzio picks up where the others leave off.

Super Distortion Humbucker

The SDHP combines a tailored frequency response
with extremely high output, making it much
more sensitive to string vibration than
any standard unit on the market,
The SDHP is the exact size
and hardware replace-
ment for large Gibson
humbucking pickups,
and greatly improves
the sustain and 3
output capabilities
of the guitar.

Features:

e 12 individually adjustable pole pieces

e Dual creme-colored coils

e Special magnet structure minimizes string damping
e High temperature shielded cable

Dual Sound Humbucker

This deluxe version of the SDHP shown above, features
both the hot sound of the SDHP plus a second sound
similar to that of a Stratocaster or Firebird. This
allows the guitarist a choice of two distinct tones,
providing greater flexibility. The installation of a small
switch provides for the selection of a “hot’ or “clean”
mode in humbucking.

Features:

e Same construction as SDPH

e Special wiring allows two separate sounds
e Foil wrapped three conductor cable.

Di Marzio
International
Distributors:

Sola Sound Ltd. (Macaris Ltd.)
20 Denmark St., London WC2H 8NA

In Australia In Jag
International Warehouse Sound Co. James
338 Brunswick St., Fitzroy, Victoria 3065 Australia Kand:




New! PAF

The PAF, or “Patent Applied For” pickup is an
authentic reproduction of the original
humbucking pickup introduced into
the Gibson line of electrics 20
years ago. Until the
Di Marzio PAF, the
quality of sound
of this original
device was never
approached by
other pickups.
The PAF is
intended for guitarists
who don’t need the extreme increase in output of
the SDPH, but want a warm, sustaining sound with
moderately increased output at a reasonable price.

Features:

e Nickel plated pole pieces
e Double creme colored bobbins

‘Fat Strat’ & ‘Pre-BS’ Telie

Designed for the Fender Stratocaster or Telecaster
player who wants to improve his guitar’s
output and sustain, while retaining
the guitar’s original circuitry
and appearance, the Fat
Strat and Pre-BS Telie
are exact replacements _
for the original pickups ¢
— and are installed in a
matter of minutes. The Pre-BS Telie mounts in

the bridge position of Telecasters only; the Fat Strat
is recommended for the bridge position in
Stratocasters, but can be installed in
other positions. These exceptional
pickups feature the increased
low and midrange response,
and they especially
complement the harmonics
already present in these
guitars while virtually
eliminating the ‘“‘squeal” or feedback
common to them.

Features:

o Improved signal-to-noise ratio

e High temperature vacuum-injection sealing
e Improved magnet structure

Model 1 Bass Pickup

The Model 1 is a high fidelity, exact size replacement
pickup for the Gibson EB-0 -

(also for the bass position
of the EB-1, 2 & 3). The
Model 1 Bass Pickup
produces two distinct
sounds, similar to
those made by
Fender Precision and
Rickenbacker basses,
which are selected by
installing a miniature
toggle switch (included)
in the guitar’s control
section. The pickup is hum-cancelling in both modes,
and can be wired directly into the circuit without the
switching ability.

FEATURES:

e Eight individually adjustable polepieces

e Two separate sounds
e Three conductor cables

New!
DiMarzio Acoustic Pickup

A new type of contact pickup for acoustic guitars,
the Di Marzio Acoustic is an attractive
alternative both in price and sound to /&
other pickups. It’s easily installed (non-/° .. wos:
marring adhesive) and no Pre-Amp is S -
required. Suggested list is $29.95. o

25 g s

ALL DI MARZIO PICKUPS CARRY A 5 YEAR
WARRANTY WITH OPTIONS FOR TRANSFERRAL TO
A SECOND OWNER. A MUSIC INDUSTRY FIRST!

PIC
PO 2>,

ey

All Di Marzio Pickups come in protective display packages.

Di Marzio Pickups are featured in these fine guitars;
B.C. RICH, HAMER, VELENO, VULCANS by GUILIANO
and ODYSSEY GUITARS (Canada).

AVAILABLE AT BETTER MUSIC STORES EVERYWHERE!

For a free catalog, write to

Di Marzio

Musical Instrument Pickups, Inc.
643 Bay St_, Staten Island, N.Y. 10304 (212) 981-9286

yoration

o Bldg., 74-2 Kand=kajicho 3-Chome, Chiyoda-Ku, Tokyo 101 Japan

In Canada
G.H.I. Music Sales
5000 Buchan St., Suite 506, Montreal, Quebec H4P1T2
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hornby skewes

ohn Mayall has not been in

England since 1975. He

has not lived in England
since 1968. His 1977 trip was a
matter of two gigs (due, he
says, to the fact that we in
England are so obsessed with
the punks and assorted band-
wagon-hoppers). Therefore a
number of fairly vital questions
had to be answered during the
forty minutes or so that | sat op-
posite him with a vodka and
orange in one hand and a tape
recorder in the other.

Plunging straight in at the
deep end then, what was that
unusual-looking guitar in the
photograph?

""What photograph?”’ He
hadn’t seen it before. | showed
it to him. “This is a Fender
Telecaster, | think. | always get
confused — it's either a
Stratocaster or a Telecaster.
Originally Mick Taylor sold me
this for twenty quid years ago.
And | just cut it down — carved
it all, got it down to its bare
essentials, and the original
plate, the original pick-ups are
all intact. And all these holes are
a design thing, and also to make
it as lightweight as possible, cuz
| always play over one shoulder
— an idea | got after seeing pic-
tures of Freddie King. That's the
only one | use. In fact | haven't
played lead guitar for years and
years. With the last band | didn’t
play guitar at all — | just con-
centrated on keyboards and har-
monica.”’

That night at the Rainbow,

Motheaten
pics dept:
Green in
at last.

MAYALL:

however, he was to play lead on
about three numbers, swapping
with a certain James Quill
Smith, who took the majority of
the lead breaks. A word or two
about Mr. Smith. He plays what
looks from the mid-stalls of the
Rainbow like a Gibson 335, and
plays it moderately well. He also
does a lot of shuffling across the
stage — sometimes on two feet,
sometimes on one leg,
sometimes going backwards on
the other leg. Once he tried to
play the guitar behind his head.
He didn't do it very well — the
strap came off, and there was
silence but for the funky backing
whilst James grappled violently
for the mastery of his in-
strument. Not a pretty sight,
considering Smith’s occupation
of such a hallowed a place in the
band. Unfortunately | could not
ask John about this for the sim-
ple reason that Smith’s
“pyrotechnics’’ took place after
the interview.

-On stage John is currently
using a single keyboard — the
Clavinet. "I've never done this
before. Usually the Clavinet is
something that | reserve for
overdubs or for an added effect,
but I've never played solely on
that. So I've carved these long
legs for it so | can stand up and
play, cuz | don't like to sit down.
That and the harmonica —
that's what | play. It gives me a
lot of space; then there's Steve
Thompson on the bass, and he's
using two cabinets — one on his
side and one on the other side of



ROOT

the stage — in other words, on
either side of the drum kit — and
he's got a long lead so he can
move around. And with James
at his end we just wander
around — it's great — it's like
there’'s no equipment.”’

Perhaps herein lies the secret
of James's guitar anti-hero
postures: if you've got the
space, use it — but only if you
use it to enhance the music. The
question of movement on stage
is not often discussed, butit's of
crucial importance when there’s
an audience out for an evening
of entertainment. Hence laser
shows, revolving stages,
magnesium flares, girlies with
well-packaged boobs clustering
around a microphone, the
decapitation of chickens,
leopard skin stage suits (yes,
Screaming Lord Sutch still
wears one), and even the simple
fact of loud music itself.

The sheer chest-shaking
volume of a bass guitar is part of
the thrill of a live performance —
the very abandonment of the
restraint that needs to be exer-
cised with one's Boots hi-fi
system at home. Mayall is more
conscious than most performers
of the need to keep movin'. In
some cases he has to give
signals to the rest of the band in
his role as conductor as well as
lead performer, and these nods
and winks are particularly
necessary to a blind horn sec-
tion.

“If | decide to stretch out or
something like that, the horn
section will just lay back,
because a chorus is just a
chorus when they’re not doing
anything, or | can put my arm
up, or use the eyes . . . put the
signals about that this is coming
up.”

Isn’t it sometimes difficult to
play and conduct at the same
time? ““Well, no. This is
probably a result of having been
in acting classes for a year. You
start to be more aware of your
physical self. And the music it-
self is so physical, you use every
muscle in your body, and all
these energies come out. And
so conducting the band is a
logical think, because you're
moving with the rhythm and you
just bring themin.”

John omitted to state the ob-
vious — that he was jiving
around on stage when most of
us were still flinging teddies out
of prams. He started playing
blues in 1947, trained as a

“I've

graphic designer in advertising,
and at one time achieved local
notoriety by living and working
in a tree. His father having been
a musician, John grew up with
the jazz and blues he heard at
home, never dreaming he could
make a living from it until he
heard about the biuesy activities
of Alexis Korner and Cyril
Davies down in London around
1962. {1 picked up a Melody
Maker and thought Good Grief!
That's what |'ve been playing all
my life.”’) He put together the
Blues Syndicate, got en-
couragement from Korner and
moved down to London a few
months later. And the rest, as
they say, is history.

Arrogant

Nevertheless, there are a few
areas in that history which
remain clouded with what Alex
Haley calls ‘'faction”, and what
we would prefer to put under
the heading of Myths and
Legends of the Court of King
John. My own favourite
amongst these tales concerns a
young knave, Peter Green by
name, who wished to join the
Bluesbreakers and set about it
by heckling the resident guitarist
from the audience. Eric had just
left the band to become a
nomad. . . .

"*Eric’s fame had by that time
reached such terrific proportions
that it was a heavy job for
anyone to fill, so | tried out a few
people — cuz the gigs didn’t
stop, they were all booked in as
usual — so what | did was get a
different guitarist lined up for
each night, and as | seemed to
be getting nowhere with that,
finally settled on a guy called
Geoff Crivett — and stuck with
that. It was a far cry from Eric of
course, but it was the best of
the bunch. Now while we were
playing, Peter started to
become noticeable in the
audience. He'd come up, and
he'd say, “What did you hire ‘im
for? I'm much better than ‘im"’.
He nailed me down — he was
really persistent, very arrogant,
very tough.

"’ And after about six weeks of
this going on, he came to the
Flamingo and he collared me
again in the band room, and he
said, ""You've gotta get rid of
‘im, coz I'm much better.”” He
said, "'I'm not as good as Eric,
but | think | could be. You've
got to give me a chance.” So |
said, "OK Peter, you win.” So |
got him in the band, and one
week later Eric came back!"’

The unhappy Green was
therefore jettisoned once more,
and went to join a drummer
called Mick Fleetwood in the

S IN A TREE

Shotgun Express. Eric,
however, only stayed for
another three months, after

which time Mayall found himself
on Peter Green's doorstep
asking him if he wouldn’t mind

. .? And he says, ""Oh really?
Very arrogant!”’

Eric Clapton was renowned
during that time for being a
"blues purist”’, in the sense that
he stuck very closely indeed to
the riffs of his black heroes —
Robert Johnson, Buddy Guy, et
al. Had John ever been this-
serious about the “‘purity”’ of the
blues?

"When Eric was with the Yard-
birds he was very frustrated,
because none of them knew
blues from a hole in the ground
really, and he always felt like the
odd one out, and that's why he
came to me . . . but it depends
what you mean by pure blues,
you see. | think you have to get
all that background in before
you can extend it for yourself,
and make your own individual
mark. But in its beginning, what
we call purist now was just a
natural thing — a guy saying,
this is me and this is what's
going on around me, and Il
sing you a song about it. It has
to reflect the times. You listen to
that stuff and you know what

Continued over
37



MAYALL

it's like picking cotton or
something, years and vyears
ago.”’

Mayall's own songs too have
always been autobiographical.
He merely uses the blues form
as a vehicle. And perhaps the
chief validity of new wave music
is that, however brash and ugly
it may sound, it does at least
reflect a harsh urban lifestyle.

Listen to the records of Robert
Johnson: very raw, very harsh,
and nothing remotely to do with
the oily slickness of a Dicky
Betts, or even a B. B. King.
Mayall's music has mellowed
along with the man.

It no longer has the bitterness
and the gritty edge of the six-
ties, and it would be false if it
did, since John’s lifestyle has
changed since he was living in a
tree in Manchester.

“What do | know about
picking cotton? [|'ve never
picked cotton. I'm singing about
what'’s happening around me."’

COMING NEXT MONTH:

Bert Jansch, one of the
most influential acoustic
guitar players of the last
20 years, talks about
his influences, guitars,
playing and writing

01-267 5641 01-267 5642

- ot s g,

72-73 CHALK FARM RD., N.W.1.

JUBILEE SALE ON NEW/S./HAND
FENDER, MARSHALL, HIWATT,
YAMAHA, ROLAND, WEM, AR.P,
MOOG Amps, Cabs and Keyboards.

150 yds CHALK FARM RD. TUBE STN.

Why you should buy a synthesiser
from an accountant.

Amrik Singh-Luther is an accountant. Until
ashort while ago, keyboards were just a hobby to
him. But then he noticed something.

Music shops were OK for planos, guitars,
brass, sheet music and so on. But when it came to
synthesisers, none of them seemed to have a wide

range in stock.

His accountant’s mind told him that bein%
an expert in a field of amateurs is good business. So

he got clued up. He found out all about synthesisers.

And now he’s opened a shop called Chase
Musicians. Which makes him the only exclusive
keyboard synthesiser specialist in the entire U.K.

One thing he discovered about synthesisers

was that Rose-
of the bi
Korg weret

orris could supply him with one
est sellinﬁ ranges there are: Korg.
e first

eople to makea

sYnthesiser that stayed perfectly in tune. They're
always first with new developments and ideas.

Their synthesisers are about the best you can buy.
Add to that the fact that they’re also about the
cheapest. And you can see why the complete
range is on show at Chase Musicians.

_ So why should you buy a synthesiser from
Amrik Singh-Luther? \S/imple. Because he’san
expert.Besides, there’s a ‘grand opening sale’ on at
theshop right now. So if you call in you could end
upsaving yourself a lot of money.

~ Chase Musicians is at 22 Chalton Street,
g)tt Euston Road) London NWL1. It’s 2 minutes
om Euston or King’s Cross. Telephone 01-387 7449.

They take credit cards. Can arrange HP. And there’s
a 24 hour delivery service.

Call in and see them as soon as you can.
But if you can’t make it to Chalton Street and
you'd ﬁke to know more about Korg, fill in the
coupon and send it to Rose-Morris.

Dear Chase Musicians, I'd like to know more about Korg. Tell me.

Name

Rose-Morris

¢

Address

Chase Musicians, 22 Chalton Street, London NW1. 01-387 7449.
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Something 0ld, Something New.

At Gibson,we’re constantly
improving and developing the
technology of our guitars.
However, a lot of our
customers still look lovingly at
some of our older models. So,
this year, we're bringing you
some old favourites with some
new features. First, one of the
rarest Gibsons ever - The '58
Explorer - is being re-issued
as a limited edition. Then,
those equally rare birds, the
Firebird and the Thunderbird
are both being re-issued with
improvements on the original
’63 model.

And, when people ask us to
we're not above building old
features into new guitars. Take
the new Les Paul Pro Deluxe.
A brand new model featuring
original ’50’s style pick-ups,
Schaller M6 machine heads
and bridge, and the classic
ebony finish you all know and
love. And the best news is, the
Pro Deluxe is being introduced
in the U.K. before the States!
We always like to give the
customer what he wants, but
then we should — we’re

old friends.

(Gibson is Guitars.

Yibson:z.

Another quality product from (o)

Norlin Music (UK) Ltd.,
Woolpack Lane, Braintree, Essex
Tel: Braintree (0376) 21911

Firebird

Les Paul Pro Deluxe

Thunderbird
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ALL THEWORLD'S A

STAGE

MERCURY 6672 015

Strange But True Dept:
America is currently producing
all the best metal bands,
Aerosmith being the prime
example. But there’s also Blue

Oyster Cult, Boston ... and
Rush. Rush aren't quite
American — they come from

Toronto — but so what? They
are the hottest metal outfit |
have seen in my entire life, and
that includes the likes of Sab-
bath and ‘Eep, and even
Aerosmith, too on whom Rush
apparently modelled themselves
when they started out. If you
failed to catch these three
steamin’ Canadians on their tour
last month, it's time to don the
sackcloth and ashes, because
their  nationwide rampage
spread havoc and destruction
from Glasgow to London. There
were people at the London gig
who had travelled from Man-
chester especially to see them a
second time. So how come
such insane devotion to a band
previously unknown in these
isies?

The fact is that Rush are still
climbing their way to the top.
The sheer energy of their per-
formance, the expert use of
music technology and the finely
honed songs all point to a bright
future for the lads. They have
yet to sink into the smirking
complacency that eventually
ruins all the best metal mer-
chants; they are still giving one
hundred percent.

When | first tossed this platter
on to the turntable | had not
even bothered to take a look at
the sleeve, and thus assumed
that there was about five people
in the band. In fact there is only
Alex Lifeson on guitars, Geddy

40

Lee on bass and vocals and Neil
Peart on drums. Lifeson handles
his horrifying array of effects
pedals with perfect skill and
taste, mashing our power
chords as if possessed, whilst
the unearthly voice of Lee soars
over it all, seemingly from
another planet. Peart has the
standard 21-drum kit used by all
heavy-duty skin punishers, and
hammers the lot without mercy.

All The World's A Stage is a
live double Album — a prospect
| would normally recoil from in
horror. But there is so much
going on in every track that it
would be quite possible to listen
to all four sides in succession
and still come out with only
minor brain damage. And after
all that there’s nothing more to
say than — git it P.D.

10cc

DECEPTIVE BENDS
MERCURY 9102 502

The enigma of this album is im-

penetrable. Why are they
wearing diving suits on the
cover? Who's the lady in red?
What's the point of the "bends’’
pun? Readers will be delighted
to hear that the answers to all
these questions are nowhere to
be found in the 10cc feature in
this month's issue. Or are they?

There is a technique of writing
“instant”’ poetry. You open a
book at random and pick out a
number of sentences and
phrases; type each one on a
separate slip of paper, throw all
the slips into a hat, and draw
them out one by one. The result
will be a poem that has created
itself with the minimum of
human help. It may not mean
anything, but the chances are
that it will be entertaining in
parts. Deceptive Bends is a bit
like that.

Eric and Graham have been in

this business so long, and the
skills of songwriting are so much
second nature to them, that
they could probably compose
hit singles in their sleep. Good
Morning Judge and The Things
We Do For Love are songs in-
capable of commercial failure.
At least half of the album could
be dished up in single form. The
trouble is, I'm not sure whether
that's altogether a good thing.
All of 10cc’s albums have con-
tained a host of potential
singles, from Donna off the first
to Art For Art's Sake off How
Dare You. At the same time,
their albums have always con-
tained songs with an element of
risk to them: songs like Don’t
Hang Up, or even The Hospital
Song on the first album. Up till
now, that is. This time they've
played it a shade too carefully.
Criticism accusing them of a
totally commercial bias is
probably supposed to be
defused by Feel The Benefit, a
long piece in three parts.
However, it seems to me that
Feel The Benefit was written on
slips of paper and drawn out of a
hat.

| hate to say these things.
How Dare You was for me one
of the best albums ever made,
one that | would probably select
as a Desert Island Disc, should
the opportunity arise. On
Deceptive Bends, 10cc have
seemingly lost that dynamism
and self-confidence which made
their previous four albums such
landmarks, and it's hard to
believe on this evidence that
Marriage Bureau Rendezvous
comes from the composer of
I’'m Not In Love. Let's put it this
way: | know and they know they

can do so much better. P.D.
THE MOODY BLUES
CAUGHTLIVE +5

DECCA MB 3/4

Amongst rumours that the

Moodies are to reform by the
end of the year — which year
since ‘73 hasn’t had such
rumours (answers on a postcard
please)? — Decca see fit to
issue a monster live 4 sider with
the added incentive of 5 tracks
of previously unreleased
material.

The first three sides were
recorded live at a single concert
at the Albert Hall in December
'69. All the songs are from their
(then) three recent albums —
Days of Future. Passed, In
Search of a Chord and On The
Threshold of a Dream. Included
obviously are a selection of the
best — Have You Heard, Nights
in White Satin, Ride My See-
Saw etc., but the album suffers
terribly from its one concert
base. Nowadays bands tend to

record whole tours and include
material from many gigs along
the way for any live album.

The Moodies, however, are
presented in one sense, exactly
as they were at one single con-
cert, and in the other sense, not
at their best for long. Some
tracks should definitely have
been deleted and filled with ver-
sions from different gigs — but
presumably these recordings no
longer exist {if they ever did) or
perhaps Decca plan another
monster in the future if the boys
don’t toe the line. The vocals
especially suffer most: The
Moodies were essentially a
studio band who took their work
on the road, rather than vice-
versa, and to hear it cold and
tuneless like this is a bit of a
downer. The harmonies and
backing voices are distinctly
wavery and the overall sound
suffers from being 8 years old.
As an aside it amazed me how
long it took the audience to
recognise the oh-so-distinctive
opening bars of Nights in White
Satin.

Now to the '+ 5’. Decca, ob-
viously worried about the recep-
tion of a live album this long af-
ter the event, have dangled this
fat red juicy carrot which turns
out rather dry, wrinkled and in-
significant. Sad to say most of
the five should have remained.
'previously unreleased’ for ever.
With the definite exception of
Hayward’s Long Summer Days,
and the possible exception of
Lodge's Gimme a Little
Something, they should have
remained in the can.
worth noting that these tracks
were recorded back in ‘67 and
‘68 and as such seem out of
context somehow. Still the
whole issue is a must for people
like me who collect Moodies
material the way merchant
bankers collect ulcers.

I can’t help thinking Decca
have done this dastardly deed to
embarrass the boys into doing
something new: ‘cause as it
stands they’re threatened with
the possibility of this album
being stuck on the tomb as their
last product.

R.I.P.



HORSLIPS

THE BOOK OF INVASIONS
— A CELTIC SYMPHONY
DJM DJF 20498

An album so heraided and with
such a grand title certainly
deserves full investigation. Hor-
slips are five Irishmen oozing at
every pore with wit and charm
— lovely fellas the lot of them.
They're also very well-read, and
have based their album on a
12th. Century chronicle of
Ireland’s ancient history. The
record is divided into three
movements, each with its own
name in Gaelic. Yes, they have
done their homework all right.
What comes out, however, is
nothing like so grand and
weighty as everthing else
suggests. If you can imagine
Whisky In The Jar extended
over two sides of an album, you
would be getting within a blar-
ney stone’s throw of The Book
of Invasions.

Rock musicians should
always tread very very carefully
when attempting to produce
something "'serious”’. On stage
Horslips have a pair of large
mythical creatures called hip-
pogriffs positioned on either
side of the drum kit. During the
most dramatic part of the sym-
phony, these hippogriffs are
supposed to light up; when |
saw them at a concert in Lon-
don not long ago, the left hand
hippogriff caught fire and had to
be dragged off stage by a frantic
roadie. Meanwhile the band

pretended not to notice, and
played on as the valiant fellow
risked life and limb.

As | say, you have to be
careful when you’‘re out to
create a serious impression. As
it happened, Horslips were a
huge success that night, called
back twice by an audience of
adoring fans. There were parts
of their performance of the
Symphony that really sounded
fine — a great bit of jigging fid-
die towards the end of the first
movement, for example. And it
made me think, Why don’t they
play a few more of those jigs?
They're far more fun, surely,
than the rather solemn chords of

Sideways to the Sun, which is
just Bob Dylan with a shamrock
in his hat.

So allin allit's a patchy affair,
this. Full of variety, wavering
between the march of John
Fean’s electric guitar and the
tipsy meanderings of Charles
O’Connor’s mandolin, the Sym-
phony is linked loosely together
by the pleasant voice of Barry
Devlin. In short, a very nice time
was had by all, but the nearest |
got to the wildness and mystery
of pre-historic lIreland was in
reading the sleeve notes.

P.D.

SHORT CUTS

THE JAM

IN THE CITY

POLYDOR 2383 447

They wanted to be signed to
Polydor because it's the Who's
record label, and the influence
shows all the way from the
Rickenbackers to the self-
consciously Mod mohair suits.
Good songs, though, and Rick
Buckler's drumming is really ex-
celient. Paul Weiler has a fine
rasping voice, coming on a bit
like Phil Lynott at times; he's
also not afraid to write songs
that travel at less than 90 m.p.h.
There’s great potential here,
folks, so watch out.

ANDY BOWN

COME BACK ROMANCE,
ALL IS FORGIVEN

EMI EMC 3178

Romance may be, but Andy cer-
tainly isn’t for coming up with
an album that reduces you to
tears of boredom after the first
three chords. The title put mein
mind of a line of Loudon Wain-
wright's: “Who needs love?
Who needs romance? | wanna
eat your underpants!”

CLOVER

UNAVAILABLE

VERTIGO 6360 145

A boringly-named album from a
boringly-named band, packaged
in a sleeve deliberately designed
to put off the casual buyer. it
just goes to show how far the
record companies are prepared
to go in order to keep good
music from selling. This is a
beautiful album by the well-
established west coast combo,
who played the best gig of the
year when they jammed with
Southside Johnny a few months
back at a pub in Kensington.
That was magic no vinyl disc
could ever capture; never-
theless, Unavailable will do as a
reminder. West coast rock for
those who thought they didn't
like it.

IAN HUNTER

OVERNIGHT ANGELS

CBS 81993

lan won't achieve any real suc-
cess until he decides whether he
wants to be a glitter boy or just
one of the lads. If he wants to be
a lad he should boot Roy
Thomas Baker through the con-
trol room window. If he wants
to be a glitter boy he must take a
crash course in elocution from
Freddie Mercury. Meanwhile
this album is a lot of fuss about
nothing — let’s just have some
decent songs next time.

HERBIE HANCOCK

V.S.0.P.

CBS 88235

Four sides recorded live at last
year's Newport Jazz Festival,
V.S.0.P. is a retrospective set
for three of them. Tony
Williams, Wayne Shorter, Fred-
die Hubbard and Ron Carter
play fairly straight-ahead jazz on
the first two sides, whilst the
third was the Hancock sextet
from a few years ago. Side four
is Herbie's funk bag, to bring us
up to date. Amongst the seven
different keyboards played by
Hancock is the Yamaha Electric
Grand which to my untutored
ears sounds uncannily like an
acoustic piano — remarkable!
But then so is Herbie.

RAMONES

LEAVE HOME

SIRE 9103 254

There are certain albums |
always put on the turntable
whilst doing menial tasks
around the house: the Ciash for
doing the washing up, AC/DC
for hoovering the living room,
and Phoenix for dusting the
budgie. Now I've got something
to play while I'm cleaning out
the bath. Sure helps me get
these jobs done in record time.
(Ouch).

UDO LINDENBERG

NO PANIC

DECCA TXS R116

The conventionally manic Mr.
Lindenberg steamed into Britain
like the Titanic on the crest of a
Whistle Test slot, and proved at
once that krautrock is still alive
and kicking. The doom-laden
teutonic atmosphere underpins
his foray into a wide variety of
styles and ideas; the orchestra
theme occurs from time to time
and the fat opera singer takes
her place beside full blown
metal, mainstream funk and
contrived image stuff. The
theatrical garnish, however, is
not spread so thick as to squash
all else; and the wealthy Udo is
likely to return to the fatherland
with a few converts.

COME HOME TO

If the Valve
Sound is what

you're looking for, then

valves are the way to get it.

Roost Sound Equipment Ltd.,
Unit Q Starline Works, Grainger Road,
Southend-on-Sea, Essex. Tel: 0702 613232

Enquiries in the London area:

See them and try them at

Maurice Placquet Ltd., 358-360 Uxbridge Road,
Shepherds Bush, W12. Tel: 01-749 1204
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THE STORY OF
LENNON &

McCARTNEY-

Part12

ingo Starr had always
Rbeen regarded as the

Man Least Likely To,
and this feeling was con-
firmed on April 3rd 1970
with the release of his first
solo album — ‘‘Sentimental
Journey’’. Whilst the others
had at least made some at-
tempt to break into genuinely
original music, even
redefining what could be
called music on such albums
as ‘“‘Two Virgins” and
“Electronic Sounds’’, Ringo
played it so safe he was
downright dangerous. The
album included tracks like
“Whispering Grass’’ and
“Love Is A Many Splen-
doured Thing’’. It was no
good claiming, as he did,
that he’d done it for his
mum. Paul McCartney left
the group a week later — no
doubt having decided to long
before, but equally with the
thought in mind that ““Sen-
timental Journey’’ was the
last straw.

Two things happened next,
almost simultaneously: the
album ‘“McCartney’’ and the
album ‘“‘Let It Be’’. Frayed
tempers within the Beatle
camp were not improved by
charges and counter-charges
of attempted sabotage in the
release dates. It is said that a
one-man peace mission by
Ringo to the house of Mc-
Cartney was aborted by the
summary ejection of the
unhappy Starr from the
premises. Be that as it may,
the album ‘‘McCartney”’ is
not actually as bad as it was
made out to be at the time,
Denny Laine has recently
followed Paul’s example of
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‘primitive’ recording — a 4-
track machine and one
microphone. It would be un-
fair to expect too much from
the end-product, and the
album did after all contain
“Maybe I’'m Amazed”’.

Surprising

On the other hand, ‘‘Let It
Be” is now acknow-
ledged to be the worst
of the Beatles albums — a
great shame, since it was
their last. The mess spills
over at all levels: the songs
were, with a few honourable
exceptions, weak. There were
no less than three production
credits — originally George
Martin, then engineer Glyn
Johns, and finally the eager
Phil Spector, who suffocated
“The Long and Winding
Road” with a thick and
sticky morass of strings. A
full thirty hours of tape was
condensed to forty minutes,
and still it didn’t work. The
real cause of the tired,
uneven and raw quality of
the finished product was that
the Beatles had lost interest
in the Beatles.

This fact is more sur-
prising when you consider
that it was actually recorded
before ‘‘Abbey Road’’, but
took this long to be rescued.
Its original aim was to
present ‘‘the Beatles live in
the studio’’ — hence the bits
of chit-chat and half-songs.
As such it might have been
an interesting idea, and a bit
more in the style of “‘Get
Back” — recorded on the
roof of Apple — would have

made the album a true gem.

The story of Lennon and
McCartney continues,
though that of the fab mop-
tops has drawn to a close. At
the time of writing, John
Lennon has released no new
material since April 1975,
Paul McCartney is up to his
eyeballs in the success of
Wings and a new album is in
the air, George Harrison is
lying low, and Ringo Starr
has ‘‘nothing planned’’.

The amount of material
released since the break-up
of the Beatles has been quite
phenomenal. We don’t
guarantee that our list is a
complete one — it does not
include bootlegs or American
releases — but it still adds up
to thirty two albums. There
is also a much larger clutch
of singles, including the en-
tire pre-split EMI singles
which were re-released last
year. The label in each case is

EMI/Apple, except when
otherwise indicated.
DISCOGRAPHY

And so it goes on, and will
go on until rock music itself
has started pushing up the
daisies. The biggest non-
event in the world which con-
tinued to get headlines every
six months or so is that of the
Beatles reforming. Curiously
enough, although most pun-
ters no longer bother even to
read these tales, there was a
story in the New Musical Ex-
press recently which
described in some detail how
the lads very nearly came
together in New York. The
occasion was the satirical TV
programme ‘‘Saturday Night
Live”’, on which a compere
offered them a derisory sum
to come together on the
show. As it happened, all
four were in New York at the
time, and all (apparently)
agreed that is would be fairly
mind-blowing if they actually
turned up at NBC. John Len-
non, however, seems to have
got himself lost on the way
there as the others waited

Beaucoups of Blues (Ringo) Sept. ’70
All Things Must Pass (George) Nov. °70
John Lennon/Plastic Ono Band — Dec. '70

Ram (Paul) May ’71

The Early Years (with Tony Sheridan) Contour, June ’71

Imagine (John) Oct. °71

Wild Life (Paul and Wings) Nov. ’71

The Concert for Bangla Desh (George) Jan. °72
Some Time in New York City (John) Sept. ’72
The Beatles 1962-1966 — May °73

The Beatles 1967-1970 — May °73

Red Rose Speedway (Wings) May ’73

Living in the Material World (George) June °73

Mind Games (John) Nov. ’73
Ringo — Dec. ’73

Band on the Run (Wings) Jan ’74
Walls and Bridges (John) Oct. 74
Goodnight Vienna (Ringo) Nov. 74

Dark Horse (George) Dec. ’74
Rock and Roll (John) Apr. °75

Venus and Mars (Wings) May °75
Extra Texture (George) Dark Horse, Nov. ’75

Shaved Fish (John) Dec. ’75

A Blast From Your Past (Ringo) Jan. °76

Wings at the Speed of Sound — May ’76

Rock and Roll Music (Beatles) July °76

Rotogravure (Ringo) Polydor, Oct. 76

Magical Mystery Tour (re-released as album) Nov. *76

Wings Over America — Dec. °76

Thirty-Three and a Third (George) Dark Horse, Dec. ’76

The Beatles at the Hollywood Bowl — May °77

Beatles Live at the Star Club, Hamburg 1962 — Lingasong,

May ’77



outside the TV studio. . . .

Perhaps it was just as well
that Fate intervened. The
myth of a possible
regrouping is too closely
cherished; the reality could
only be an anticlimax. On the

other hand, now that they
are all the best of pals again
it seems conceivable that one
day, after the last of the
speculation has trickled from
the sub-editor’s out-tray,
they will re-form for a couple
of gigs. Until then. . . .

“The Beatles Story — as far
as Beat is concerned for the
present — is now ended. If
the boys want a new chapter
then they had better start
writing it themselves . . .
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THE MIKE

ne of the most in-
credible things about

the Incredible String
Band was their dedicated
following right through the Six-
ties and into the first half of the
Seventies. Another was that the
band'’s self-generating existence
stretched over so many years,
spontaneous in its own festive
way, show after show, tour af-
ter tour. More like an elastic
band than a string one, you
could say. A lot of the credit for
this continuing success must go
to the songwriting talents of
Mike Heron and Roger William-
son. For not only did they have
the sensitivity and awareness to
write good words and good
music, but also the deter-
mination to follow the whole
thing through: to record, per-
form and live their songs in the
way they wanted.

Mike Heron’s controlling in-
fluence came to the fore con-
siderably in the way he
produced the band’s last three
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Rick

13 Hosburn

: talks to

= the former
Incredible

albums, and in the closing

stages of their development
together his heritage in early
rock music was making its im-
pression clearly felt in some of
the zippier tracks they laid
down. An attempt was made
with the release of ‘Smiling Men
with Bad Reputations’ in 1971 to
follow an independent course
from within the band, but al-
though this solo album met with
widespread approval both in
this country and in the States, it
was only three years later that
the Incredibles eventually split
up. The creative energy of the
group’s members which had
united them for some thirteen
years was now beginning to
diversify.

"There was no question of
keeping the Incredibles going in
a modified form after the break-
up,” says Heron. “"Nobody
really had their plans worked out
as to what they were going to
do.” In the event, however,
drummer John Gilston and

<« Heron and A the rest of Heron.
vocalist visual artiste Malcolm

Le Maistre re-formed to

establish Mike Heron's
Reputation, from which the
current line-up of Heron is
descended.

Mike Tomich, who had
previously played in a band with
ex-Stones Mick Taylor and

Uriah Heep’s Ken Hensley and
had done session work with
various groups including Picket-
tywitch and the Bonzos, joined
in December, 1974, as bass

guitarist. In  August of the
following vyear lead guitarist
Frank Usher, who had

previously played with John
Gilston, joined them on their ex-
tensive club circuit, as did
keyboards player David Sams in
December.

Punchy

“"We did some marathon
tours at that time,” says Mike,
"trying out new songs and get-
ting things tighter musically.
The direction which the band
took was really just a reflection
of what each member did best.”
In September of 1976 the band
changed over to the Bronze
label under abbreviated name of
Heron, a move which
culminated in the release of an
album earlier this year entitled
‘Diamond of Dreams’. Again
produced by Mike Heron, this
recording says a lot about the
musical direction he is
following. All songs are Heron
compositions, and after the
opening punchy number on side
one, ‘Are You Going To Hear

the Music?’, come two of the
finest tracks on the album:
‘Don’t Kill It Carol’ and ‘Do It
Yourself.

Mike himself is eager to point
out that there is no implied
cynicism in the first track.
""We're not in any way trying to
get in a dig at the audience on
this one. It's not a matter of ‘Are
you going to appreciate what
we're doing?’, but simply ‘Are
you going to be there? Very
much the idea of the basic rock
‘n’ roll band that we are. We've
got it worked out and the music
is tight, and it's really an appeal
to come and listen to the band.”

‘Do It Yourself has been
released as the single from the
album, coupled with ‘Don’t Kiil
It Carol’. The latter is a good,
catchy rock ballad in which the
tight harmony of the band
comes over well, but ‘Do It
Yourself’ has much more of an
immediate impact on the first
hearing. Introduced by a lovely

‘solo guitar piece, the song gen-

tly builds up to a choral finale
that has ciear echoes of earlier
numbers with the Incredibles.
The single of this track is a
slightly am