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Every Yamaha guitar is a thing of beauty and a
classic of its kind. Every model in the Yamaha range is a joy &

to the discerning eye and to the educated ear. i
To see the unstinting attention to detail, the loving .,

workmanship, and the beauty of natural and perfect LAV a

woods—ebony,rosewood, maple, mahogany, spruce—is ., jf

to understand something of the Yamaha magic; to

hear is to understand completely. Brilliant and rich

sounds,delivered over years of hard use, with unfailing

tonal response, are evident in the most modest as

much as in the supreme handmade instruments.
Look, hear. AYamaha is a superb guitar.

YAMAHA

Craftsmen to the worlds
musicians since 1887

Kemble/Yamaha, Mount Avenue, Bletchley, Milton Keynes. Telephone: 0908 71771,
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LIZZY STORM BACK

44 soldier of fortune
A came home from war
— and wondered
what he was fighting for.”” Phyl
Lynott spat the words of the
opening song out into the night
at 30,000 tired, mud-stained
revellers. Lizzy’s triumphant
return to England to top the bill
at Reading, the wettest festival
since the heady days of Lincoln
and Bickershaw way back in
‘71, was a battle in every sense
of the word.

They battled against appalling
sound for the first few numbers;
against the despondency of the
evening that had really posed
the question ‘are festivals
dead?’; against the slick over-
professionalism of Graham
Parker and the Rumour; against
the flash, loud lightning set by
Aerosmith which had had heads
banging against one another all
around the arena as there were’
no walls suitable for the task;
and against accusations that
they, Lizzy, were not big
enough to headline such an im-
portant gathering after rumours
earlier in the summer of some of
America’s  monster bands
thinking of taking the gig. In
many senses Lizzy won the bat-
tle, but it was a mighty close
thing. . . . )

Caravan

A few hours earlier | was wan-
dering around the guest en-
closure — which was almost as
large and as densely- populated
as the other arena — searching
for the Lizzy caravan, muttering
acidly about the arrangements:
meet Lynott a couple of hours
before his most important
British gig for years, he'll talk
boy, it's all right etc. Shit, 1
thought, as the boots stuck in
another-eighteen inch deep mud
hole; give me the luxurious deep
pile carpet in a London hotel
with room service delivering gin
and tonics on Phonogram's ac-
count any day of the bloody
week. Chance meetings with old
buddies delayed the start of my
search. Where would Lizzy hang
out? After tripping over
Aerosmith’s pedal car — ac-
tually a Mercedes 600, about
600 feet long with windows as.
black as some of their music is
brash — panic began to set in.
Entrance to the Phonogram tent
was barred by a veritable army




The windswept, mud-stained plains of Reading saw the return of Thin
Lizzy to their b/ggest British gig yet. Phil Lynott gave a quick interview
on his way to the stage.

of Liggers, queueing for the
freebies and the chance to rub
shoulders with God knows who.
At last, a sighting; Phil dashing
through the mud with the grace
of a ballet dancer, pausing only
to slip his autograph onto a
grubby autograph book. Now
the scent was strong; follow
boy, follow and don't let go.

Not long afterwards |
managed to gain entrance to the
Lizzy castle — a small, two-

roomed caravan with a view
across to John Miles’ look-alike
house, horror visions of a coun-
cil estate for superstars begin-
ning to make the whole evening
take on Tom Wolfe proportions.
Ah well, head down and try and
prizeé Phil away from the crowd
that surrounded Him — a task
which proved easier once Phil
realised | wasn't hustling for his
autograph on a publicity con-
tract — he cleared the room in a
couple of seconds . . . atlast.
Was he really, really looking
fotward to playing that evening?
"Yeah, I'm looking forward to it
— but I’'m looking forward more
to November when we actually
go and play to these kids on a
one to-one basis — we’ll be
going to their towns, as op-
posed to them having to come
and see us at a festival where a
lot of it is down to chance — the
weather and the sound, you
know. I'm looking forward to
when we’re more in control,
when we're indoors, in their
towns, playing. Obviously
though, this is the first chance
we’ve had to play in England for
months, and we've got to dig
that.”” | wondered if those fac-
tors that were out of the bands’
control were really a worry.
“"That's the fun of festivals —
if they do come off which is very
rarely, it's a fantastic feeling. It's
the biggest gig we’ve ever done
in England. It's the first time
we’'ve headlined a gig where
thirty thousand people have
paid to come along, so in that
respect it’s very important to us,
but | do prefer the smaller gig
myself.”” One of the biggest
problems involved in playing out
door gigs is undoubtedly the
sound — yes?
“"Well, we're the first band to
ever actually get a sound check
here in the whole history of the
festival. Like | say, so much is
controlled by fate. We'll be out
there giving it 100% and we

won’t give up until the set is
over. If the wind’'s blowing at
the stage, the P.A. might only
throw out a hundred yards, but
we’ve just not got the control
over the weather. ""Phil spoke
the last few words with a tone of
genuine regret in his voice!

| figured it might not be such
a good idea to press too hard on
the events that were im-
mediately imminent, in view of
the problems of reporting a
retrospective article conceived,
if you like, before the events
about which we were talking, so
I moved on to the new album,
‘Bad Reputation’ which was, at
the point, still unreleased. How
did Phil see the album?

Organization

""We basically approached it
as a three piece with four piece
filling. | think it's the most com-
plete album we’ve done, in that
it's a ‘nice’ album. You can put
it on from start to finish without
it going up and down on you,
you know? | like it . . . we recor-
ded it in Toronto because we
wanted a change of at-
mosphere, We co-produced
with Tony Visconti, which was
another thing we wanted to do
— get into production as a
band.”” | suggested that a lot of
musicians who had expressed
identical sentiments very often
became excessively self-
indulgent once they got to grips
with the faders on the other side
of the glass dividing studio and
control room.

“Well, | had produced the
Fighting album, and I'd done a
lot of stuff before that, you
know? | find it a natural place to
grow — we could have fucked it
up, don’t get me wrong — but
we learned from it.

It's more to do with the band
and our own organisation, than
with the outside. Like, | feel the
Who have the ideal situation.
They just developed into almost
a totally self-sufficient
organisation where they own
studios, they all do solo albums,
you know?"’

Somewhat appalled at this
suggestion, | pointed out that
the one thing the Who do not
appear to take time off to do is
to actually play. Was Phil really
suggesting Lizzy should get into
that same sort of stagnant
existence?

1 think you do get to a stage

where you become stagnant —
and OK, you could go out and
make money, and please the
kids, and make everybody hap-
py: but the last people that are
happy are the individual mem-
bers of the band themselves. |
mean, if your main motive for
doing it is integrity and a belief
in what you're playing, then it
must also be your main reason
for stopping doing it — you see
what | mean? If all of a sudden
you become an Elvis Presley,
where you're just a parody of
yourself — well, | think that is
where Townsend and the Who
pulled out and Presley just kept
right on going.” Isn’t it fair to
say that Lizzy are now on the
same road, | suggested, and
was Phil really aware of the sorts
of problems that face an artist at
*hat level?

“Yes, | know; but you've got
to go and meet your fate, if it
happens. You've got to go for-
ward. You can’t constantly keep
saying ‘we‘had a great time in
the Marquee, let's just keep
playing the Marquee.” You
can’t water things down. | feel
you've got to push things to
their greatest extreme and take
them to their natural con-
clusions — and if that's the con-
clusion, then that's it. There's
no God given right to say ‘| want
things to stay as they are for
ever and I'll use everything in
my power to keep it like that.

At this point Brian Robertson
forced an entry to the room —
Phil had locked the door in a
vain attempt to keep an at-
mosphere of sanity surrounding
the cassette recorder—in search
of his guitars, even though
there were two or three hours to
kill before the set. Undoubtedly
the importance of the event had
got through to Brian and he was
showing it, while Phil remained
relatively calm. Not that blowing
it at Reading could have that
much commercial importance
as there were too many factors
out of the band’'s control for
they, themselves, to be blamed
for any possible disaster, but
more because they wanted so
much to do it right, and sod the
‘factors out of their control’.

Reading this year was im-
portant for another reason —
several new wave bands made
their debuts in front of a
primarily hostile audience and in
the main got away with it — at

least they lett the arena alive!
Lizzy are one of the few
established ’biggies’ that don’t
seem to bear the brunt of new
wave attacks on their '‘BOFness’
— why? “’Difficult for me to an-
swer that,”” Phil replied. '"What
another band does rarely affects
me like that — everyone deser-
ves their success, even the Bay
City Rollers (stretching a point
aren‘t you Phil? . . . Asst. Ed.)

Time was getting on — there
was plenty of it, but it was
becoming obvious that Phil
could think of several other
ways of spending it before hit-
ting the stage. Serious con-
versations shouldn’t really be
required to take place at a time
when all the artist wants to do is
loon about for a couple of hours
and work off the tension that
the roar of 30,000 people can
build up in your guts. One last
try then — thére've been
rumours of a Lynott solo album
flying around for some time.
How are things progressing?
“lI've got the studio time
booked, and I'm lining up the
musicians, and I'm definitely
going to do it this time, in
January. The band will be in it,
but the main difference is that
I'll be telling them what to play
as opposed to a democracy!”’

Why does he want to do it, |
asked, unprepared for the can-
dour of the reply? "“It's a com-
plete ego trip really!’” came the
answer. ‘I've been writing
songs for so long that I'd like to
have total say over how they
turn out. I’d like to put down a
complete set of songs on an
album where | have the com-
plete power. It's totally a per-
sonal ego trip — but now it's
turned into a financially viable
proposition for the record com-
pany, because |'ve written so
many which are classed as ‘hit’
songs, that they're keen to see
what | want to do, and they're
prepared to give me the money
to experiment in any fashion
that | see fit.

My own reasons though are
totally self indulgent. | think |
might self-produce it as well,
but if not then I'll definitely co-

produceit.”’
Honest, if nothing else!
Anyway, at this point, Phil

requested that we should ‘wind
it down and go out and groove’
which we did, speeding away in-
to the mud.
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YOUR LETTERS

G-string bang

Dear Sir,

| recently bought a new An-
toria Precision bass from a mail-
order shop in Surrey. After a
while | found that the G-string
tended to thump, and achieved
very little or no sustain around C
sharp. ! tuned the string up and
down, but the same thing hap-
pened at this particular pitch.
This ruled out any question of a
faulty fret. Next | changed the
string (which was a Rotosound
Swing bass string) but the
problem still occurred.
- | sent the guitar back and
eventually the distributors toid
me that this fault was common
to all guitars of this model sold,
and that they could not change
it since it was up to scratch with
all the others. Please tell me if
this is true, since | have neither

the time nor the money to prove
them wrong. The guitar is still
under guarantee.
Yours Faithfully,
Mark Hammond,
Watford,
Herts.

The distributors, J. T. Coppock
of Leeds, are familiar with the
problem of “dead spots” on
their basses, but stress that a
similar  problem  sometimes
crops up with the Fender
originals. Although in your case
the bum note is C sharp, there
have been others in the same
area on other instruments. So
what causes it? No one seems
entirely sure. It is not likely to be
the Rotosound string, it is
possible that the bridge or the
string saddle may be at fault, in
which case you might be ad-
vised to have them checked
with a repair firm (try Roka’s, 57
Endell St, London WC2). It's

more likely to be a more fun-
damental question — the type
of wood used in the con-
struction of the body, in which
case there isn't a lot you can do
about it.

Volume drop

Dear Sir,

As | have only recently begun
to purchase your magazine, |
find it most refreshing to
discover a journal that does not
indulge in crude put-downs and
vulgar sensationalism.

However, this is not the
reason for my writing to you. |
own a modest CMI Telecaster
Custom and although the bridge
is very satisfactory, | found that
the front pick-up left much to be
desired. Therefore | replaced it
with an Ibanez Super 70, which
was a great improvement.

| would like to know why
there is always a drop in the
volume level when the toggle
switch is in the central position.
Could there be a fault in the
wiring even though the new
pick-up works perfectly on its
own?
Yours Sincerely,
Philip Rice,
Liverpool.

It seems unlikely that the fault
lies in the guitar — your mistake
has prabably been to mismatch
the pick-ups. The answer is
therefore either to buy another
Ibanez p/u, or one of equivalent
output, or else simply put the
original back on and raise it to a
position nearer the strings.
Roger Heathfield at CMI tells us
that if there was something
wrong, your best course in the
first place would have been to
take the guitar back to the shop,
there might have been some

THE ULTIMATE WAH!

THE PWA

Morley

MORLEY Products

are distributed in the U.K. by
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AND QUERIES

kind of fault which you could
have got rectified free, had you
not nullified the guarantee by
trying to fix things yourself!

D.LY.LP.'s

Dear Sirs,

| have read that the growing
trend among folk artists is to
finance and release their own
albums, and 1 would like to
know how one goes about this,
and the approximate cost.

Adrian Smith,

Caerphilly,
Mid-Glamorgan.

The best answer to this is to be
found in this month’s feature on
releasing your records, which
goes through the process step
by step and outlines the pitfalls
you are likely to encounter. Cer-
tainly the trend is a welcome

one, and though it's by no
means easy to do, it's nowhere
near so impossible as it once
.seemed. The finance angle is
perhaps where most people
come unstuck — and borrowing
from relatives or friends is the
inevitable solution in the face of
unsympathetic bank managers.
The cost depends on whether
you record on 24 tracks or 1,
whether you use full-colour
sleeves or none at all . . . and so
on. It's entirely up to you — and
that's the beauty of it.

Studio pool

Dear Sirs,

| have just discovered your
excellent magazine; could you
please give me a little advice on
a problem 1 have? Four friends
and myself wish to pool our
resources to put together a very

small studio in my flat. What we
need on a very limited budget is
a recorder, mixer and probably
dbx as welil | estimate that we
can spend between £1300 and
£1600. We want to try for 4 —
track — is this possible?

What wouid you suggest we
try to buy, taking 2nd hand
possibilities into consideration?
We wish to have reliability and
will probably need it, as the only
thing any of us have mixed
before is a cake!

Yours Truly,

Lou Nisbet,
Edinburgh.

It should be emphasized straight
away that your budget is going
to be stretched to the limit.
You'll really need two tape
recorders — one of them for
mixdown. The 4-track should
probably be the Teac 33408,
which for price and reliability is
the best we know of at about

£840 (new); as for the 2-track
mixdown machine, have a look
at the Akai 4000DS at £145. The
Teac Model 2 mixer is a good
one at a bit under £200.

As you can see, prices are
beginning to scale pretty dizzy
heights already, so if you can
pick up some of these items
second-hand, so much the bet-
ter. Bear in mind that you'll also
be needing a pair of monitors
and some kind of echo. Lock-
wood monitors are probably a
bit expensive, their cheapest
being the Academy Il at £320 a
pair, whilst Tannoy’s cheapest
are £284. But it might be better
to build the cabinets yourself
and save the money for good
drive units — J.B.L. or Gauss,
for example. There is plenty of
choice when it comes to echo —
anything from the inexpensive
tape echo units — HH or WEM
— to the pricier analog delay
units by MXR and others.

Music Man—A new experience

210-65

Model 210-65 is a two channel amplifier. Channel
one has two inputs, volume, treble and bass
controls. Channel two features two inputs, bright
switch, volume, treble, mid-range, bass, reverb,
tremolo intensity and tremolo speed controls.

A deep switch, master gain control and power
reduction switch operate on both channels. A dual
foot switch is supplied for remote control of the
reverb and tremolo functions. The amplifier also has
an impedance switch for selection of either four

or eight OHM loads.

The model 210-65 employs two heavy-duty 10"
speakers with 2 aluminium voice coils and
18 oz. alnico magnets. So great is the magnetic
efficiency of these speakers that the 210-65 can
be shown to perform with many competitive
amplifiers of larger and more cumbersome size.

This outstanding performance
combined with an extremely
compact design has made the
210-65 one of our most
popufar models.

... For the
Music Man
who hears the
difference.
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15" x 243" x 104" — 53 Ibs.

Write enclosing large S.A.E. for colour catalogue to:
MUSIC MAN DIVISION, STRINGS & THINGS LTD.,
20 CHARTWELL ROAD, CHURCHILL INDUSTRIAL ESTATE,
LANCING, W. SUSSEX BN15 8TU.,




BAXTER

Electric and
slide guitar
playing, session
work, solos,
customising,
Presley and

molecular physics
. « « the interview-

shy Doobie gives
Tom Stock the
unabridged life
story

he Doobie Brothers never really hit
T the soft-rock consciousness of
afficianados of the Byrds, Buffalo
Springfield and their later derivatives like
Manassas and the Eagles. Born more out of
the harder, industrial culture of northern,
California than out of the acid-love in-
fluences of San Francisco, the Doobies
owed more to Jefferson Airplane than they
do to other west coast sounds of the time:
indeed, it was Skip Spence, one time Jef-
ferson Airplane drummer and Moby Grape
guitarist, who first introduced the members
of the embryonic Doobies.

The first album, recorded essentially as a
four piece, created the interest —
providing an alternative to the then
stratiqulated death throes of the San Fran-
cigce sound: the subsequent five albums
went gold, During this period — between

8

Aprit “71 and March ‘76 —

the band un-
derwent several changes, the most
significant of which was the inclusion, in
1974, of one of America’a very best
guitarists — Jeff ‘Skunk’ Baxter. Jeff had
made a considerable name for himself as a
session pedal steel player and mainly as the
backbone of the now almost legendary
Steely Dan. His departure from the Dan ex-
posed and exploded the Becker-Fagen
-monopoly, and shortly afterwards Steely
Dan’s keyboard player Michael McDonald
followed Jeff on the same road to the
Doobies. )

‘Takin’ it to the Streets® arrived in March
’76 and it was immediately obvious that
Jeff's more fluid, jazz orientated guitar
work blended successfully with Pat Sim-
‘mons’ {an original Doobie} more
blues/country playing. A new chapter had

opened.

| caught up with the band at the very
end of their European tour at the Rainbow,
where they electrified the majority of the
audience {some well-known freelance jour-
nalist being the odd-man out!) with a thun-
derous set including as much energy as
most bands can muster on the first night of
a two day tour!

The very next day the ankles were
wading through deep pile carpets at one of
London’s most exclusive hotels in search
of Mr. Baxter.

""Actually, | wasn’t going to do any in-
terviews this time — |'ve not had a whole
lot of luck with the English press. They've
been rather displeased with my actions as |
joined different bands and tried different
things. | figured I'd just give up with in-
terviews because |'ve tried three times with,



" three different bands and each time it was
just a disaster.

“The last time was when | came over to
be Eiton John's musical director, and help
put together that thing for the Wembley
Stadium. | had to fight for my lifel One guy
after another kept saying ‘well, why are
you doing this? | told them ‘well, a little bit
of self-improvement and 'd like to have the
prestige of working with E.J." I'd got past
the glasses and high heeled boots thing,
and realised the cat was a fine pianist, a
great musician and a damned fine person,
so | wanted to do it. But they just kept
asking why. Then | tried to defend the fact
that the Doobie Brothers’ music was
changing. Now | have the perfect excuse
— Elvis Presley is dead. And what killed
him was the fact that nobody let him
change, no one let him grow.”’

Wondering now what | had let myself in
for — shock horror headlines ‘Baxter
Bashes Beat’ — in this first Jeffrey Baxter
interview for some time, | suggested that
Presley’s death seemed a pretty neat and
convenient excuse.

| don’t mean it as an excuse at all — |
think that a musician has a duty not only to
entertain; but to grow, to learn to be a bet-
ter player. In my case, | see a guitar player
as being a technician, and improving my
technique is just another way of enlarging
my vocabulary. If | want to communicate
with people, the larger my vocabulary is
and the more precise my musical syn-
tax is, the easier it is for me to com-
municate: in a more complex and
sophisticated manner.”’

Single line

Now I’'m aware that several contentious
statements have already passed by without
comment from: your faithful and trusty
scribe and | figured about there that | ought
to slow things down and get back to the
basics 'before the icing took over com-
pletely. Those of you familiar with Baxter’'s
work will know of his faster picking style —
when he really speeds up he manages to
strum lead riffs at incredible speeds.

“That's the essense of playing within a
chord structure. To play an E major 7th
chord — sometimes you might only want
to hear the major third and the major
seventh and then a fifth interval above
that, so you have to dampen certain
strings. But last night | played a lot of single
notes; | was really trying to execute the
single lines because of the nature of the ex-
citement of the gig, and because the room
was small | didn't want to use as thick an
interval as | would normally use.”

One of the main features of the present-
day Doobies is the band's use of two lead
guitarists — Jeff, and Pat Simmons. The
two guys use different guitars and different
sounds, and also have very different
techniques. How does the marriage of style
and sound work?

"Pat prefers to play a Gibson, and
although my guitar looks like a Fender, |
built it myself with my own pick-ups and
electronics. | prefer to play the longer
scale. He plays with fingerpicks and hum-
bucking pick-ups while | use a flat pick,
fingers and a single coil p/u. Fortunately
we never, ever fight over lead lines. It's

"I dont think
I"ve ever played
the same solo
twice”’

whatever happens to fit. | know 've played
lead on'a certain tune for a year of so, and
then we'll be sitting in rehearsals and Pat
will come up with something great for that
same tune — so he takes over. We try and
encourage each other. If Pat’s going to the
studio, I’ll stay in there with him, and the
same thing with me. If I'm trying to work
on a guitar line | want Pat there to give me
input.

"Pat comes from a finger-picking, folk,
country background where he sees his
music in terms of blocks and pictures, and
he playes the blues a lot — so there's that
side. Then there's my style. I’'m more into
Latin and Jazz which entails a whole other
way of looking at music, so usually I've got
something covered that he hasn’t, and he's
got something that | haven’t. It just hap-
pened to work out that way.”’

The context in which these contrasting
guitar styles work is one of the tightest rock
outfits to hit our shores for a long time.
And yet, within this tightly defined struc-
ture, where solos appear to last precisely
16 bars, there is also an illusion of spon-
taneity. Is this so?

"Well, it's not really an illusion. If | can
get the quote right from Chegal — '‘only
through the fabric of discipline can one at-
tain the spark of creativity.”” The structure
of the band’s music is much like the jazz in
that there is a very strong framework, there
is a very inflexible arrangement; there is a
certain number of bars allocated to each
phrase. There will be sixteen bars of
vocals, and then there will be a sixteen bar
solo for example. But within that tight
framework the soloist has complete
freedom. Like, | could play a solo over
‘Wheels of Fortune’ for instance, and one
night it could be Latin, the next night it
could be classical, or blues: but | know
what the structure is going to be and that
gives me the freedom to improvise. That's
really not an illusion, it's a reality. I'm free.”

But | suggested, only free within strictly
pre-determined limits.

’But those limits don’t mean anything, if
I’'m completely free. Sure, I've only got six-
teen bars to compose a piece of music, but
that's the beauty of it, that gives me the
knowledge of what the changes are going

‘to be: so instead of just playing the blues

and guessing, knowing that the drummer
might decide to fall down, or that the
guitarist might decide to play an E flat
chord instead of an E flat major 7th, —
knowing that that's not going to happen,
I'm already ahead of the game. That's the
ultimate freedom.”’

Has he ever played the same solo twice?

"I don’t think I've ever played the same
solo twice — sometimes |'ve come close to
it: on some songs | try to keep close to the
record because as a composition it

becomes part of thie music, and | want to:
keep it as such. It increases the challenge,
however.”

Speaking of challenges, | remarked that
I'd seen him in the bar backstage at the
Rainbow swigging his way through a glass
of Lowenbrau before the band was
scheduled- to hit the stage. Are there no
nerves anymore?

"I've done so much studio work, and
still do — that’'s where the pressure is.”’

But surely, if you get it wrong you can do
it again and again? No, it seems, wrong
ball-game!

"Yes — but that's only when you're
doing your own records. If your're doing a
session for Joni Mitchell, or Dusty
Springfield, you may only have one or two
times. That's where the pressure really is
— because that becomes for ever."’

Jeff's interest in music is perhaps wider
than. most current rock musicians, and his
knowledge not only of music, but of his
own particular instrument must be unique..
How did he first get interested in playing?

‘I was living in Mexico City as a kid, and
there was nobody there who knew
anything about electric guitars, so | had to
take my own to bits. Then | went to school
on the East coast and instead of going back
to Mexico for vacations | went to New York
and got a little shop with a guy called Dan
Armstrong {yes folks, the Dan Armstrong).

Back then in about ‘64 we were the only
people doing any form of guitar
customising. So we learned from each
other and learned from experimenting, and
began putting together some pretty con-
crete concepts about what we wanted to
do. | moved to Boston, and Danny moved
to England — although now he lives right
down the street from me in California and
he played a fine New York be-bop electric
sitar solo on the new album. But that's
when | first got interested in guitars: When
| moved to Boston, Dave Schecter and | (a
Telecaster customiser now in California)
started building guitars from scratch.

Sessions

The guitar | used at the Rainbow is one of
my own — | like the Telecaster shape, so |
made a Telecaster shape; but | like the
Strat neck, so | made up one of those; |
inlaid a truss rod on the back of the neck,
and | think I've found a way to build pick-
ups that sound like a Fender and a Gibson,
| really like a clean sound though.
Sometimes | use an octave divider for .a
horn line, but not much else My other
guitar is the 001 Dan Armstrong — the first
one he ever made. It's a real maverick in-
strument, | mean it's a block of wood, an
amplified canoe paddle, but boy does it
sound great!”’

Jeff has some rigid theories about guitar
playing, and the practice necessary to keep
on top of his own techniques and
knowiedge. He practices regularly,
although he finds- that scale runs tend to
become boring after a time, but finds the
best teacher is studio session work where
he tries to play up to four sessions a week.

"One minute |'ll be working on the Joni
Mitchell album, with my feet up on the
console, real relaxed, and the next minute

e o o
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JEFF BAXTER

'l be doing a Kojak session with thirty
other guys, and |'ve got one time to get it
right, having to count the film frames. To
me it’'s discipline, it's classroom time, if you
like. | also like to play with other bands on
the road. When | was in Steely Dan | was
also playing with Linda Ronstadt, and
Johny Rodruigez, and as the house player
at the Palamino Club. My idea of a guitar
player is someone who can play everything
well. I'm not saying | can do that, it would
be ridiculous, but that's what I'm shooting
for.”

But, | stuttered, what about the music?
Is Jeff suggesting that you could actually
technically play the guitar without ever
pluggingitin?

““It's true. There're a lot of guys who can
play faster than Charlie Parker, more notes
than Dizzy Gillespie, and louder than Blue
Cheer (?) but it ain’t music. So what it boils
down to is this: if you think you're a good
writer, or a good actor, or a good painter,
you want to have as much technique at
your fingertips, all the things that are
necessary to do your art, and then you just
have to believe that you have something to
say.”

Putting it to him for a time now he's
been emphasising the ability side of
playing, has the technique required more
importance than the music to which the
technique is applied? In doing a Kojak
session he may be required use only 1%
of his technique on music which is,
arguably, of little genuine value. Does he,
in fact, divorce the technique from the
music?

“No, that's not what | mean. There's
definitely a balance to be drawn. Take a
guy like John Lee Hooker. Now there's a
guy you wouldn't call for a Kojak session,
Joni Mitchell would not call up John Lee
Hooker, give him a set of changes, and say
‘play this’. Yet the guy has got something
to say, and we all like the way he says it —
a lot. You'll be a better musician if you're a
better guitar player. You take the guy
who's got X amount of talent and Y
amount of technical ability: if he has Y plus
1 amount of technical ability along with
that X amount of talent—that just takes it
up another notch.

The only time | divorce the two is sitting
at home doing scales — which is no fun.

“But,”” he ran on, '“take last night when |
played that John Coltrane thing, ‘These are
a few of my favourite things.” Now |
couldn’t play that if not only couldn’t
execute the technique, but think in 3/4
against 4/4 — which is all practice — or
doing the Kojak theme which is written in
7/4. But if you know how to play almost
everything the next step is knowing where
not to play. My experience in Los Angeles
has been often to get paid for not doing
things — for using my playing experience
to say whether or not a track needs further
guitar embellishment.”’

Jeff Baxter is as well known for his work
on pedal steel guitar — if not better known
— than he is for ‘regular’ guitar playing.
Strangely enough despite the fact that the
two instruments are really only remotely
related, there are a number of straight
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guitarists who seem able to master the
two. | asked Jeff if he would explain the
differences for us.

""Starting right from the basics you don’t
use the fingers of the left hand — you use a
steel bar. That automatically changes the
way you lock at chords. A lot of guitarists
look at chords in shape form. A D chord,
for example, can either be a D chord or a
triangle; a C chord could be a diagonal line
— | look at the guitar and | see a Cartesian
system of x and y co-ordinates. Now
mathematically, using quadratic equations,
you can plot out every chord because you
plot different co-ordinates on it.

Steel

On the steel, it's very different because
there are more shapes. You have to know a
bit more about music than the simple need
to play triangle, triangle, line, triangle, or
triangle, triangle, square, square, diagonal,
triangle. On the steel you have to think in
terms of chords and what their make up is,
so that's the first thing.

Secondly using fingerpicks is_.a whole
different ball game to flat picking. Plus
you're playing ten strings, and you're
changing the tuning of the instrument as
you play. My steel is tuned to an E9th
which is fairly standard. So if you pick the
third, fifth and sixth strings you get a one,
three, five. But holding the same position
and raising the pedals to bring the third to a
fourth, and the fifth to a sixth you’re going
togetal, 4 6 — so the picture is the
same, but the chord is actually different.

So then, with ten levers on the floor,
four knee levers, and two up — levers —
you can see how you’ve got a really com-
plex instrument. | mean, most steel guitar
players don’t move a muscle!!”

He first got into playing the steel guitar
when he was repairing them in Boston —
he found he mastered the technique long.
before he could afford to buy one, and now
regards it as one of the most versatile in-
struments around, likening its sound
closely to the human voice. He tends to ap-
proach it from a completely different angle
than the regular guitar, and rather than
using it as an escape from the stricter con-
fines of regular guitar, reckons that it com-
plements his other work. In addition to the
steel, Jeff also plays a fair amount of
dobro, loves playing the banjo, and has an
unusual guitar designed by the late Claren-
ce White which has a ""thing that you pull
down on the strap to raise the B string on
the guitar. "I like to play that too, because
it allows me to combine a little of my steel
playing with my guitar playing.”

Having spent rather a long time talking
more about how he plays, | now asked him
to explain what he plays.

"OK — what | play . . . | have a sense of
humour, | think, and | try through my
playing to convey that sense of
humour. | have a basically optimistic

outlook on life. So, last night (the Rainbow
gig) for instance, out of nowhere in the
middle of ‘Wheels of Fortune’ John {onge
of the drummers) starts playing sleigh bells!
So | think to myself, ‘OK, because |I'm
playing in a minor key, | can play in the
dominant seventh, and | can play jingle
Belis in the dominant seventh of the chord,

Simmons (left) and. Jeff — guitar twins

and | can make it work’. So I'm looking at
the audience, and there's some guy
smiling, relating to what I’'m doing — we’'re
kind of together on this. Can you dig the
idea of playing Jingle Bells in the dominant
seventh? | think | can make it work,
because | have the technique, and because
| know musically what key to play itin so as
not to make any dissonant notes, but still,
hey, let's have a good time, not even
thinking about the technique.

Humour

At one point last night one of Patrick’s
guitars went wrong, so we started copping
a Dizzy Gillespie tune — and the audience
thought it was a number; and here was a
sense of humour. And even though | was
playing a lot of 32nd notes which takes
years and years of practice, | was smiling
like crazy, and so was the rest of the band.
We were having a good time. | play to en-
tertain people, and also in a sense to
educated them."”

“Educate them’ | whispered from
behind the security of a large Campari and
Soda — (I don’t go for this Luton Airport
lemonade stuff).

““Take that John Coltrane thing — | play
it because | like John Coltrane. | think he,
Gillespie and Parker freed the musician,
taking the last vestiges of classical musical
philosophy and throwing it out into Seven-
th Avenue. They said you can play
whatever you want, whenever you want
to.

’So when |I'm playing: that, I'm sort of
telling the audience about John Coltrane.
Perhaps one person will go and buy a
Coltrane record and go out and turn on a
whole new world of music.”’

But surely, it's not all fun and education?

"“Yeah — |I'm only saying that you should
play according to the feeling of the music,
if you like. Like Tiran Porter's tune when
he's describing why Tommy isn’t with us
anymore, | play the theme from Stravin-
sky’s Rite of Spring — and there’s nothing
funny about that.

Stravinsky’s Rite of Spring is a piece of
music that stirs the most deepest, blackest
feelings in your psyche. That's another
message |I'm trying to play — if you're
familiar with Stravinsky then you know
that the man was a tortured human being:
well, this song is about our relationship
with Tommy and what went down, and
this is the way | can express my sadness
that | have about him not being with us at
the moment.”

Jeff listens to, and draws a lot of
knowledge from classical composers, hav-
ing studied classical music on the piano



for some fifteen years, but pinpoints his in-
terest in the guitar to the time that he first
heard Django Rheinhardt. He feels his in-
struction on the piano, was not totally
wasted as he’s found a lot of classical
piano theory is applicable to steel guitar
playing.

Despite his very comprehensive
knowiledge of both the theory and the prac-
tical application of music, Jeff confesses to
being ''not much of a songwriter’”. Of Pat
Simmons’ work he gets pretty deep into
some - physics — orientated metaphors
when describing the way he writes, so
those of you who passed sociology exams
but couldn’t turn on to nuclear theory had
better skip the next section!

“’Pat has a really unique way of writing
songs — he’s not a verse, chorus, verse,
chorus, out man. He thinks in terms of
blocks — he will write phrases; He'll play
three different eight bar phrases and I’ll see
the quanta in a sense, and I'll look for the
way to join them together. It’'s like making
a water molecule. The oxygen atom needs
two electrons to be complete and it has a
certain quanta of energy; and the hydrogen
atoms each have one electron — so you
have taken two or three different things
and joined them, even though they are very
different — and yet together they make
something tangible. So somebody’s got to
think of the building blocks, and
somebody’s got to think of energy transfer
— and that’s music.

| mean, when you vibrate a string at 440
times a second to get an ‘A’ note, there’s
not much difference between that and tur-
ning on an electric light. The only dif-

“A lot of guitarists
look at chords in
shape form”

ference is the speed of the vibration. It's
the same with absolutely everything —
hearing, light, vibration, energy; right
down to the very basics of the universe —
the atomic and sub-atomic particles.
They’re all vibrating — they all play a note,
and it's all ‘one huge scale starting from
zero to infinity. Yeah, | know it sounds kind
of nuts...”

| promise | didn’t say a word, for a num-
ber of reasons, one of which is that at the
time it didn’t sound like pseudo-intellectual
bull-shit, and even though it may appear
that way now it's down in print, if | listen to
the tape again, there is a strong element of
sincerity.

We discussed at greater length some of
his theories but | feel it would complicate
the telling, and eventually he wound back
to playing.

’So, getting back to what | play — I'm
trying to be in harmony, and non-dissonant
with my surroundings. It's like being a
priest. You sitin a room and practice scales
for hours so when you go to play you can
execute something; just like, if you're a
priest you sit and study scriptures for
hours so if someone comes to you with a
question, you're able to enlighten them. Is

that too crazy? There's only one way to
make up a water molecule, and it happens
to be the simplest way; so, to get back to
the idea of why learn all the technique
when you’re gonna try and play as few
notes as possible, the only way to know
what the simplest way is is to know all the
combinations, as much as you can.”
Having heard all this and listened, | won-
dered if he thought his audiences would
think that any of what he had just told me
was in any way relevant and important to
their enjoyment of hearing him.play.
"Yeah, because | get a lot of feed-
back from the magazine (he is a regular
contributor to an excellent American
publication, ‘Guitar Player’) and | talk
about the philosophy of music in my
column. | give the audience credit. | think
that everybody has got it together enough
to at least grasp the basics. | don’t think
that | have to go out and pander to an
audience by dressing up in my electric
shoes, and bashing the guitar around the
stage and playing the same old riff for five
minutes. | don’t think that deep down in-
side that's what anybody wants — not that
that's really wrong, but not all the time.
Audience is just another person —
you're the audience. That's not to say that
what I’'m doing is right. Please reserve the
right to tell me I'm full of shit and | expect it
— because nobody’s perfect and I’'m not
even close. The more | learn the more
realise there’s so far to go. You know I'd
work on a classical piece and record it and
say ‘hey, that's pretty nice’; but | listen to
Andres Segovia and | may as well go and

. sell shoes.””

RUGGED AND RELIABLE CONSTRUCTION * MODULAR CONSTRUCTION ON ALL 700 SERIES AMPLIFIERS
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GUSTOM SDUMNE

MODERN LOGICAL STYLING * MIXERS

INTRODUCING THE

MOON BIN

A great improvement over the old Folded Horn type designs
producing a more even frequency response, no more
““missing middle” yet superb bass response is retained. Two
broad range, wide dispersal H.F. horns to handle the very top
frequencies down to the upper mid range complete the
cabinet for full range performance.

15"' 100w Driver Unit at high efficiency

Compact and robust
Two large grab handles

Twin jack sockets for linking in further cabinets
Full range PA/Disco cabinet yet basis of

excellent stack
Twin H.F. Horns

Custom Sound (Solid State
Technology) Ltd.

|CUSTOM HOUSE ARTHUR STREET
OSWESTRY, SALOP SY11 1N
UNITED KINGDOM
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We are

Free *n° Easy Music
100 HIGH STREET, AYLESBURY, BUCKS. — Tel: 0296 86913

WE HAVE AMAZING DISCOUNTS ! !

Yamaha SG2000 . . . .. wuovn.. £475 H H .

Yamaha Sg}% ............ Eg ALL PROD D
Yamaha S JOE - IS [

YamahaSG700 .. ........... £395 UCTS STOCKE
YamahaSG500 .. ... ........ £350

Effects units:

Roland AP2 Phaser . ... ... e e . £38
Roland AP7 JetPhaser . ...................... f69
Roland SpaceEcho .. .. ..o viin i £300
Carisboro Mantis . .. ... e [ TN = WA £140
MXRPhaser100 .. ......cooiiiiuivinaimenennns £98
MXRPhase90 ... . .octie e inenenn, . f84
MXRPhasedb ... . ... .iinininnmune . nn o £47
MXRBIUEBOX . .. .o i v i o . £69
MXR DistortionPlus ........... ........ e £39
MXR Ten Band Graphic Equaliser .......... e .- 4 £90
MXRFlanger . . ....... 0o i iniiinnnsans . £220
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FENDER RHODES 73
— ONE ONLY, £555

Peavey Classic .. . SRS, - S o< )
PeaveyDeuce . ......... PTRRSAEPRS o }
Peavey Musician .. .. ..c....... ... £265
PeaveyPacer . ... .. ..c.voeoin.. £160
Peavey4x12cab ........ ... ...... £185
Peavey 8 channelmixer ... ......... £400
Peavey 12 channel mixer . ............ £595
Fender TwinReverb ................ £295
Fender Twin Réverb with JBLs .. . , .. ... £399
Guitars:

One only s/h Fender Telecaster ....... £385
Ovation Glen Campbell . ............. £385
Ovation Electric Country Artist . .. ..... £400
Ovation Electric Glen Campbell . ... .... £444
Ovation Balladeer . ........... 130 off £320
Ovation Legend ... .... N = . £375
Ovation Customlegend ........... .. £700
OvationMatrix .......... ... ....... £200
Fender Strat{new) ............. from £210
Fender Tele(new) ....... ..... from £190
Gibson Les Paul Custom Ebony ....... £499

MAIL ORDER ANYWHERE Lo
IN UK. ADDITIONAL £10 AN
TO COVER PACKAGING AND /S0 B
| SECURITY DELIVERY /8P
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ith Genesis in rehearsal

at Shepperton prior to set-
ting off for Relight Studios in
Holland to record their new
album, we prevailed upon the
courteous Tony Banks to review
the Skywave synthesizer for us.
This he did — as follows:

The first thing that strikes
me about the instrument
is the simplicity and clarity
of the controls on the main
panel. This is probably due
to a complete absence of patch
cords and the use of reasonably
sized knobs and switches.
However, the range of the in-
strument seems in no way
limited by this — on the con-
trary; for its price it seems very

versatile.

The instrument has two
VCOQ’s each with slider controls
for four basic waveforms. Using
the sliders it is possible to build
up a great variety of waveforms.
There is another oscillator used
to modulate the width of the
pulse in the square waves.

These oscillators are mixed

through one fader for any com-
bination of the two. There is
also the facility to mix in noise at
this stage, also a constant
frequency oscillator to tune to.

{lluminated

It then has four distinct func-
tions that can be switched in or
out by using illuminated touch
sensitive switches. These func-
tions are a VCF, a VCA, a ring
modulator and a phaser. The

.controls on the VCF and VCA

are standard apart from a ‘time’
control which operates the
machine for a set time regar-

dless of how long one leaves

one’s hands on the keyboard.

Distinctive

The controls on the keyboard
part of the synthesizer are more

complex, though easy to
operate once one is familiar with
them. This is probably the area
which gives the synthesizer its
more distinctive sounds. The
main keyboard functions are
controlled by a joystick which
moves in three distinct ways.
First, left to right movement
changes the pitch — there is a
spring return which brings the
stick back to the standard pitch
when not in use. Forwards
motion of the stick produces
increasing vibratos and
modulations. There are three
switches to control these: one
gives a shallow or deep
modulation, the sécond gives a
choice of modulating either the
keyboard pitch or the filter
frequency and the third controls
either the VCA gain or its en-
velope generator. The third fun-
ction of the joystick is controlled
by its rotation. This either con-
trols the volume or the speed of
the vibrato (switchable). This
speed control is somewhat over-
sensitive, but | gather this will be

changed in the production
model. The modulating
oscillator has four waveform
settings.

There is a sample and hold
which can control any or all the
functions of the synthesizer.

Other keyboard controls are
rmaster tune, span and glide.

Expression

Because of its range and sim-
plicity this synthesizer could be
good live. However, because of
the need to use the joystick for
expression, two hands will nor-
mally be needed on the inst-
trument which will be a restric-
tion for multikeyboard players. it
is definitely one of those syn-

thesizers that is best at
producing distinctive syn-
thesizer tones rather than

mimicking other instruments.
Experience

The case is excellent except |
think even a recessed panel for
inputs and outputs should not
be exposed to the wrath of
airline workers. Also, bulging
connectors have never been
known to last very long. | must
add that my experience in the
synthesizer field is limited only
to the ones | now have and even
towards these | have a love/
hate relationship because being
primarily a pianist | must admit a
preference for acoustic in-
struments.

by Tony Banks




INSTRUMENT REVIEW 2

HAMER

SUNBURST GUITAR

lt may seem a little unusual
for us to review two products
from this relatively small com-
pany within a year of each other
(the Explorer-shaped model was
examined last December), but
there is a good reason for this —
namely that Hamer now have a
European distributor, based in
Holland and headed by one
Peter Strager. This new model,
the Sunburst, arrived from the
States just before the Trade
Show, and we thought it would
be a good idea to check one out
before Peter returned to the
Netherlands with it.

Now a small hotel room is not
the ideal place for conducting an
instrument test, and especially
not for testing a quality guitar
like the Hamer. So apologies for
any minor points which may
have escaped notice.

First, a bit of background:
Paul Hamer started out as a
repairer and customizer of
guitars. His original Explorer-
type axe was a successful at-
tempt to create his own
“dream’’ guitar, complete with
every specification that he
desired. This model is currently
in production, but we have
heard that it is so expensive to
produce — despite its cost of
well over £1,000 in this country
— that it is rapidly becoming a
bit of a collector's item, and
Hamer are slowing down the
number they actuaily make.

This new Sunburst model
retains a lot of the simplicity of
design that characterized the
original. Its appearance, though
not so radical in shape, is
striking; the sunburst job is
beautifully done, and this finish
is the first indication that
Hamers are actually hand-made.
The wood used is British Hon-
duras mahogany, and the guitar
is constructed from two pieces
of this, the neck being glued on

separately. An ivory nut,
rosewood fingerboard  with
mother-of-pearl  inlays, big

chunky Grover machines . . . all
these expensive and attractive
features add up to slot it into the
very top category of in-
struments. The bridge is based
on the Stratocaster design, and
is constructed from six ounces
of chrome-plated brass. The in-
dividually adjustable strings pass
through the body of the guitar,
thus increasing the likelihood of
getting natural sustain. The
strings on the one | played were
Hamer’'s own and for me were a
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little too heavy; on the other
hand, it soon became apparent
that the speed of the finger-
board would make nothing im-
possible in terms of playing.

The frets are high and wide,
and slightly arched, generally
%iving the impression of an older

ibson guitar. At the edge of
the fingerboard, the frets are not
filed down filat as with the
majority of modern instruments;
instead the binding is built up to
cover the squared-off ends. This
means that you a) don’t get your
E-string snagged, and b) get the
same ““feel”” for every string. A
good idea.

The width of the neck will be
welcomed by many players who
either suffer from enormous
hands or who were brought up
on a classical guitar. 1t in.no way
inhibits riffing speed: on the
contrary, | would say that the
neck, which is also fairly thick,
offers the player a degree of
“substance’” which encourages
him to respect it, and hence im-
prove his performance. This is
the point that ultimately

separates a good guitar from a
bad one. Any instrument that
prevents you from realizing the
full extent of your own ability is
just not good enough.

Simplicity is the theme
throughout: there are just three
rotary controls (for bass p/u,
treble p/u and tone) and a selec-
tor toggle.

The latter is situated where it
should be on every electric
guitar — just behind the bridge,
above the other controls. The
tradition of siting this toggle at
the top, as on the Les Paul or
Telecaster, or low down below
the bridge, as on the SG, is one
that has always puzzled me. It
never allows the player to make
that split-second movement
which is normally all he has time
for when switching from one
pick-up to the other. A short
sideways movement is a lot
quicker to make. Similarly, the
rotary controls are
nice’n’chunky, and very smooth
to operate.

Moving to the other end of
the guitar, the machines are, for

my money, rather too low-
geared for quick tuning. And in-
deed it is possible that Hamer
will switch to Schaller (or Kolb?)
at some stage. The truss-rod is
adjustable by means of a brass
nut, but | would always maintain
that it should not be necessary
to adjust the rod, except
perhaps in circumstances of
severe climatic change.

The double cutaway is deep,
so that the neck joins the body
at the 21st of its 22 frets. Snug
against the end of the fretboard
is the specially-designed Di Mar-
zZio bass pick-up; the treble pick-
up is the original P.A.F. design
which Gibson stopped using in
the early sixties. The trade mark
for these is now owned by
Di Marzio, in fact, who started
making them for Hamer a few
years ago when the supply of
Gibson pick-ups ran out.

As you might expect, the
sound is bright and metallic and
very “‘hard’’. Even the bass pick-
up with a fairly bassy tone on it
retains a sharp bite. With this in
mind, it is advisable to plug the
axe into a low level amp input.
Because of the particular sound
characteristics of the Hamer
Sunburst, it is to be recom-
mended only to those who seek
a fairly uncompromising degree
of attack. Inotherwordsdon’tex-
pect it to be something itisn’t: it
is designed for a specific kind of
musician. And | don’t mean the
legs-apart head-down wall-of-
bobgie kind; more perhaps the
kind of player whose forté is in-
telligent hard rock. It's feel is in-
stantly likeable and easy to get
to know, aided by the
knowledge that there aren’t
masses of knobs, switches and
built-in gadgets to put you off. It
balances very nicely on the
shoulder too.

It is an instrument which has
been designed and built by
craftsmen, and one which will
continue to be a source of
delight to its owner after many
years. The wood will gradually
age, because the lacquer used
has a celluloid rather than a
plastic base, and allows the
wood to “‘breathe” through it.
Eventually the finish will become
duller as the celluloid sinks into
the wood, and the sound
matures into ripe and active old
age.

Tested P.D. with Maine
amplifier. R.R.P. £642 incl.
VAT.



TEAG A-150/103:

A PAIR OF WINNERS

-
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TEAC has long been dedicated to
providing fine quality throughout our
line (one reason why we’re known as
the leader in the tape deck field), and
now with the A-150 and A-103 we
offer two truly excellent values.

Both of these cassette decks benefit
from TEAC’s long experience in the
development of a wide variety of
sound reproduction equipment,
including many professional models.

TEAC

*Where art and technology meet’

Cutting costs by using inferior com-
ponents or otherwise reducing quality
has never been a TEAC policy, and it
has not been used in the construction
of the A150/A-103.

The proven advantages of Dolby
noise reduction are yours in both

the A-150 and A-103. Switching the
Dolby circuit in will cut tape hiss

and reduce noise by as much as

10 dB over 5 kHz. No high-quality

tape deck should be without Dolby,
and these two models provide it
without the extra costs you usually
e€xpect to pay.

Two separate switches are provided
to allow you to adjust precisely for
maximum performance from the
type of tape you are using. This is
also a requirement for a high-quality
cassette deck, although many models
in this class provide only one.

PLEASE SEND DETAILS TO:

B ~avie

l ADDRESS.

“"TELEDYNE ACOUSTIC RESEARCH

HIGH STREET, HOUGHTON REGIS
DUNSTABLE, BEDS. LUS5 5QJ
ENGLAND TEL. (0582) 603151



one of the worlds
great guitars

-a legend in the making;

Join the exclusive
band who are changing
to:

guitars

and you'll discover
'the original KTAMA
sound yourself

Contact your local
music shop
for more
information
or write to:

" i

JAMES T COPPOCK (LEEDS)LTD Highfield House Royds Lane LeedsS12 6L




INSTRUMENT REVIEW 3

GIBSON

n fairness to. Beat readers,

| should really explain that |
have something of a prejudice
about Gibson’s Thunderbird
basses. Pretty soon after | star-
ted playing bass myself | saw
my first Firebird (the six string
version of this axe) and it was
love ({or rather. lust!) at fitst
sight. The bass - /looked better
than anything else on the
market — and boy did | want
one! '

From there on | had to wait a
bit to get my hands on a Thun-
derbird. Gibson had a short
production run during the very
early sixties on Firebirds and
Thunderbirds but the weird
design didn’t set the world on
fire and so they dropped it. Of

course, discerning musicians
got their hands on these
beautiful guitars and have

cherished them while those who
didn’'t get one (like me) have
merely pressurised Gibson and
Norlin to re-introduce them.
Over a year ago someone at
Norlin slipped me a Thunderbird
T shirt transfer and whispered in
my ear that they were about to
be put on the market again.
Now, after all this time, they're
available at £625 (cheaper in
some places) and {'ve had one
to evaluate for the past few
weeks.

Right, let's get down to
basics. Uniike Gibson’s only
other massive selling bass (the
EBO/3 design) the Thunderbirds
are long scale monsters and |
‘mean long scale. The strangely
off-set waist throws the head
away from you making you feel
as if you're tackling something
even worse than a Ricken-
backer. In fact, if anything, it's

more like a Fender. The string.

spacing ({that vital area which
the Japs almost always get
wrong on copies) is & la brand F
and is perfect. The neck is quite
wide but one of the thinnest and
fastest |'ve ever played and
comes with 20 frets — nice
ones! In fact the fretting job on
my Thunderbird was the best
I've "ever seen on a bass; flat,
low and eminently comfortable.

The bridge is covered with
your average lump of chrome
and | removed. it instantly {| of-
ten use a pick for extra treble
and any. obstruction is a bore).
Once that's out of the way you
find a very heavy duty bridge
which has all the adjustments
you'd ever need and which also
looks like it'll be dug up by

archaeologists in about 2,000

years time.
Another great lump of
chrome obstructs the bass

pickup {there are two, but more
of them later) and that is a rea/
pest. Again, two screws and a

sliver of plastic got removed and

| could pick or pluck away with
no problems. | suppose that it's
fair enough for manufacturers to
instal these items but covers like
these are rarely any use and |
could do without them as couid
most players.

While  on constructional
details, let’s talk about the body.
To start with it's a one-piece job
of extremely well laquered
mahogany (natrual in this case
although they do two other
finishes | believe). The neck has
specially made laminate insets
put into-it, cut with a different
grain, to increase strength and
rigidity {owners of other one-
piece long-scale basses with
warped necks please note!). Ad-
ded to. these Norlin say they
have a truss rod (I didn’t check

it) to correct any warps which
the laminates might not stop
and can even fit a new finger-
board should problems beyond
the cure of a truss rod occur.
Remember that one piece axes
can’t have new necks so this is
just as well.

What really surprised me
about the Thunderbird was the
phenomenal quality of the
woodwork. It's very fashionable
to slag Gibson for their quality.
Let me put your mind at rest.
This, if it's an example of
current production standards,
puts Gibson right back at the
top of the tree. |1 have never
seen a more carefully finished
duitar and rarely such good
wood — it looks amazing.

Pickups are twin humbuckers
with no pole pieces, using an
Alnico magnet and vertical coil
configuration. The tone is, as
Gibson designed it to be, bright.
I'd put this up against any Fen-
der any day and put money on
the result. There's a Fender
sound there if you want itand a

THUNDERBIRD BASS

lot more besides. What was par-
ticularly interesting was trying to
overload a Marshall 100 bass.
You can and it sounds ab-
solutely marvellous — well on a
par with Squire’'s Ricken-
backer/Sunn combination.

You get no switches to bother
you with the Thunderbird, just
two volumes and a very ef-
fective tone control; the range
of the sound is as amazing as
the power, long sustaining open
notes come out ringing and
woody and a quick twist of the
control can give blistering dirty
bass runs — it's a bass for all
styles. My final points must con-
cern the playability of this in-
strument. Although it came with
flatwound strings {which | hap-
pen to like despite their un-
fashionability) 1I'm personally
used to a much shorter scale but
still 1 found this guitar fast and
fluid. It tempted me to do things
that I'd never normally try — lit-
tle flash scales with pinged har-
monics chucked in for fun and
ringing open string notes
coupled with contrasting high
up the neck runs. Finger style,
pick-it doesn’t matter, this bass
will play it any way you want.

The neck is the best I've ever
tried and, even the fairly high
action mine had didn’t slow mé
down — in fact someone who
has played with me for the past
eight years commented that
he'd never heard me play better.
I'd not really improved, it's just
that the Thunderbird- had made
me play. more adventurously
than ever before,

Of course this is a rich man's
axe. At over £600 it's more than
a Fender or even a Ricky (they
always wused to seem ex-
pensive!) but the quality is there
and you’ll never need to buy
another bass unless it's ripped
off or you lose your fingers. |
have never seen a better bass
and | have never played a better
bass. If there were any doubts
about Gibson’s ability to break
into the bass guitar market in a
big way, forget them. The
Thunderbird is quite
staggeringly good in all depart-
ments. Quite frankly, I’'d advise
you to buy no other long scale
bass. To get this one back from
me, Norlin are going to have to
send the Mafia round — | want
one and I’'m not joking!

Tested G.R.C. with Marshall
100 Super Bass and Celestion G
12" speakers, also Vox ACS50
and 2 x 15" Celestion speakers.

17



INSTRUMENT REVIEW 4

HOFNER

VIOLIN BASS

I suppose the most obvious
thing about the guitar is its
finish. Some people may say it
looks a little flashy, and while |
can understand that opinion, |
don’t hold it myself. It’s finished
with a natural blonde wood
face, and the sides and back are
slightly darker. There’s a dark
brown marble type edging that
runs around the side and up the
sides of the neck and onto the
head. On the head | don't like
the inlaid block face, and would
‘have preferred the old style Hof-
ner script.

The machine heads and all
the metal on the guitar are
finished in a gold-type finish
which | think may wear a little
thin; in fact the gold was peeling
on one of the pick-up tops
already so it means you’'d have
to give the guitar a good wipe
down befare putting it away.

| found the machine heads
fairly tight for a bass, which is a
good thing because there’'s no
tendency to slip at all, and | liked
the fact that they were all metal.
On the old versions the button
on the end of the shank was

plastic, and i've known the old’
plastic ones to come off of their
own accord.

The neck on this particular
guitar was as straight as a die
and it was very accurate. |
checked on an electronic
strobotune, right the way up the
last fret and it was spot on all
the way up. It's slightly con-
fusing that Hofner use doubie
dots for position frets all the way
up — 3,5,7,9, 12,15, 17 it's
only a minor point but it is
something you've got to get
used to.

The guitar has two pick-ups,
like the old violin bass, in the
normal positions. Just above
the bass pick up there’s a three
position toggle switch, marked,
bass, rhythm, and the middie
position is @ combination of the
two.

In any case there’s an overall
vulume and tone control, so in
any case it's easy to change
tones while playing. On the old
violin bass there were smaller
slider switches which were
relatively difficult to operate in a
hurry, and nine times out of ten

you had to look down to see
what you were doing.

A new feature is a bass boost
control — there’s a push button
on/off switch and a bass boost
tone control. When you turn the
switch on, according to the
position of the tone control,
theré’s quite a considerable
amount of boost. | direct in-
jected the bass into my own
mixing desk in my studio and |
found the tones were excelient
for recording, ranging from a
very Fender Jazz Bass type
clicky sound through to a very,
very dull, deep Gibson type fuli
bass sound. Quite honestly it
has to be heard to be ap-
preciated as | was quite
astonished at the variations
available.

There was no microphonic
tendency from the pu’s and the
neck is great. My old violin bass
is easy to play, and this one was
even nicer. Both my old and this
one have a tendency to tip for-
ward away from you.

by Ray Stiles

sup INTO OVERDRIVE
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The OVERDRIVE is the latest addition to the ORANGE range.

) é i It is based on the ever popular, well
proven, reliable Graphic amplifier with the extra feature of a pre-amplifier gain control, as well as
a master volume. The combined effect of these two controls can produce sounds in varying
degre'es of sustain at ANY volume level. This sound is not artificially created by "“squaring
off’ the signal as in most pedal units and transistor amplifiers but is the true OVERDRIVE

valve sound, rich in harmonics that no amount of transistor circuitry can accurately

imitate.

Tel: 01-304 6717 (4

lines)

ORANGE MUSICAL INDUSTRIES LTD., 177 UPLAND ROAD, BEXLEYHEATH, KENT.







Intermursic

words have yet to be
invented to describe this,

. . .Say no more.

PA:CE Ltd. KNEESWORTH STREET, ROYSTON, HERTS. tel ROYSTON (0763] 45214.
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INTERMUSIC

Flrst unveiled at the
AMII  Trade Fair, to
which it was rushed virtuaily
half-built, the Intermusic is now
past the prototype stage and
may begin its assault on the
combo amp market — a market
so crowded these days that ali
the weaklings are going to the
wall with alarming rapidity.
Combos today must either be
cheap or wear the endorsement
of a “star’” or two, otherwise
sales must remain localized, and
perhaps slump altogether.

That's why it's all the more
refreshing to find a number of
British manufacturers respon-
ding to the challenge with
gusto: good, inexpensive little
amps that have come our way
over the last vyear include
Custom Sound’s Trucker and
Carlsbro’s Wasp and Hornet.
Meanwhile, MM Electronics in
Cambridge have been con-
centrating on bigger, more up-
market products with a good
deal of research and innovation
going into them. The Redmere
range is a typical example.

The Intermusic is a by-
product of the development that
went into Redmere. Whilst its
range of functions is smaller, it
does provide that same classy
feel at a reasonable price. It has
an all solid-state 100 watt am-
plifier and a pair of 12'" Celestion
speakers. The whole thing is
built into a flight case that
makes- Fort Knox look like a
blancmange — there’s a big
hinged ‘“‘door” that locks over
the front, and a lockable flap
that can be fastened over the
back panel. Everywhere else the
cabinet is immensely strong — it
virtually asks to be thrown off
the top of a fire-escape, just by
way of more graphic proof that
nothing can damage it. It's
protected all round with giant
steel corners, and heavy-duty
plastic edging runs down all
sides. Thankfully, the In-
termusic is also provided with a
set of castors.

The operational facilities (or
""controls’’, as we scientists call
them) are as follows: there are
two channels, normal and
“lead’’, each with two inputs.
The latter has a nice bit of poke
to it, and is thus the one most
people will want to use. The
normal channel has gain, treble,

middle, bass and a brilliance
switch; the lead channel has
these too, and in addition,

reverb and phasing. The reverb,

is graduated from 0 to 10, and is
off in the "’0" position; phasing
has an on-off switch, and speed
a. 4 depth controls. Finally, the
master section includes volume
and presence plus a red neon in-
dicator which doubles as the on-
off switch.

| was given two versions of
the Intermusic. The first came
hot-foot from the trade show,
and to be honest, it didn't
measure up. The phasing soun-
ded distorted, and made a loud
rushing noise, like a car on a wet
road; the treble somehow
managed to feed back on itself,
and the tone in general was a
soggy mess. Butit was, after all,
a prototype rather than a
production model, and | had
been warned beforehand to ex-
pect several kinds of trouble. In
the end there were so many kin-
ds that | asked for another amp.

Bass model

And what a difference! The
new amp had been properly
tested, and though it lacked the
“front door’’, everything else
was as all future production
models will be. The tone had ex-
ceptional clarity and variation;
the volume was menacing, with
plenty of power in reserve. |
discovered something very
close to the much-vaunted
"valve sound’’ simply by putting
the tone controls on flat (as op-
posed to flat out) and whipping
the gain up to maximum. It was
hard rather than harsh, at-
tacking rather than fuzzy, and
the sustain was very good in-
deed, warmer in tone than the
majority of transistor amps |'ve
heard — warmer,.in fact, even
than some -valve models. The
bass is best described as ‘full’”’,
and although MM will be
bringing out a bass model of the
Intermusic soon, | suggest that
this one is well equipped to han-
dle the 4-string: the cabinet is so
strong that there's no rattle or
unwanted resonance.

There are still a couple of
bugs, however, which can
probably be squeezed out
without much trouble. The first
concerns the reverb, which isn’t
truly effective until almost full
on; even then it could do with
more depth. It should not be dif-
ficult to improve its sensitivity.
Then there’s the phase — ad-
mirable for a built-in effect, with
a splendid welling-up, washy
sort of sound when at full depth

at a slow speed.

If put to
minimum speed and depth, the
effect is simply to warble the pit-
ch of the note, as it might sound
on a tape recorder with a wonky

motor; this is an interesting
sound, though one to use
sparingly. The main problem
with the phase is its rather
monotonous regularity of beat.
And this is why phasing is
nowadays being rejected in
favour of flanging, a more com-
plex process, closer to genuine
tape phasing. 1 also found that
at pretty high volume levels, the
"beat’” of the phase became
audible, until at flat out it made
a regular bumping noise, even
when not switched on.

But there were several
praiseworthy features of this ef-
fect, the main ones being that
the tone was good, that there
was little or no drop in volume
as phasing was switched in, nor
was there any more hiss than at
other times.

Other minor criticisms: the
signal-to-noise  ration might
perhaps be improved slightly.
It's not by any means bad, but
the hiss from the treble section
is fiercer than it should be. And
whilst on the subject of un-
wanted noise, the on-off switch
tended to make a loud ‘‘snap’”
as it went on; when turned off
(though this was  more
noticeable at high volume) the

snap was followed by the sound
of a small motor bike
somewhere inside the amplifier
starting up and then roaring
away into the distance. Quite
amusing as a novelty, | suppose.
If anything should go wrong,
it is the work of two minutes to
remove the amplifier from the
case. The speakers can be got
at by removing the front screws.
The power cable goes in via a
"Euroconnector’’, which means
in plain language that you can
unplug it and stow it separately
after each gig — always better
than the cable that trails around
on the floor, getting in the way.
The criticisms are, as you will
have noticed, generally trivial
ones. At the time of writing,
MM had not yet got the in-
termusic into full scale produc-
tion, so there’s still time to rec-
tify these smail problems before
the amps start to appear in retail
outlets {(or ‘'shops’’, as we
scientists call them). The
facilities are many, the sound is
great, the cabinet is the
toughest. that | have ever seen.
And the price is ridiculous. Plain
silly. You can pay literally three
times as much for an American
combo of equivalent power.

What more is there to say
than: Tested P.D. with John
Birch & CSL guitars. R.R.P.
£209 including VAT.
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Paul Gill of Rio —
the beat behind ALVIN STARDUST

PAUL GILL is the featured drummer with make of drum. The quality of construction also
“Rio”, the band currently backing Alvin has to be seen to be believed”. Paul is only one
Stardust on his concert tours and recording of the many top drummers in the U.S.A. and
dates. Paul discovered TAMA only a few months  Britain who have changed to TAMA. See the
ago and now plays them exclusively. Paul told us  new TAMA range at your local drum dealer now
“I am totally knocked out by TAMA. I have and we know that like Paul, you too will be
never heard such a good sound from any other knocked out by TAMA sound and quality.

___________________________________________ X e

TO: U.K. TAMA DRUM DISTRIBUTORS—SUMMERFIELD, SALTMEADOWS ROAD, GATESHEAD NE8 3AJ

Please send me the latest information ou  Name
TAMA drums I enclose 10p for postage

TAMA [ ... |
DISTRIBUTION




|t isn‘t often that an

amplifier genuinely causes
what might be described as “‘ex-
citement’’, but the Mesa Boogie
has probably got as near to it as
an amp can. Carlos Santana
has been using one in the States
for some time, and resclutely
refuses to use any other. In this
country, the Stones, The Who
and the Kiki Dee Band own
Boogie amps, and they are
now available from Musical
Sounds of Sheffield, who claim
to have recently sold one to a
man in New York, because they
are cheaper here than they are
there! That doesn’t, however,
mean they’re cheap, as you will
see by glancing at the foot of
this review. The reason for the
high price is that each one is in-
dividually hand-buiit.

Each Boogie comes with
various optional extras, such as
reverb, 5-band graphic
equalizer, overdrive/ graphic
switch and flightcase. Potential
buyers should specify which of
these features they require, and
the price will vary accordingly.

We asked Geoff Whitehorn of
Crawler {see last month’s Player
of the Month piece) to take one
into rehearsal, which he did, and

emerged some while later with
the following remarks.

“The main thing about the
Boogie amp is that it has a big
sound like a Marshall in a
package about the size of a Fen-
der Princeton. With various tone
settings the Boogie is capable of
very bright, clean sounds for
rhythm and country style
playing, as well as more meliow
tones suitable for jazz. But with
a few adjustments to the con-
trols it can be made to sound
like a 100 watt Marshall cranked
right open.

Gain boost

It is a valve amp, equipped
with two pre-amps, along with
master volume and these are
standard features, as are the pr-
sense, bass, treble and middle
controls, and also a gain/bright
switch on channels one and
two. It comes with a standard
12" speaker (JBL) and has the
following optional extras: a
60/100 watt switch at the back
of the amplifier (but when using
just the basic speaker already in
the combo, the 60 watt option is
advisable; when switched to the
100 watt setting the amp should

INSTRUMENT REVIEW 6

really be coupled with a slave
cabinet, otherwise there is too
much power, and this is likely to
blow the single speaker even-
tually), and also-reverb and a 5-
band graphic equalizer are
available, as they were on mine.
For playing, everything
depends on the size of the room
or the hall. For quiet practice,
the setting | would advise is:
volume on 7, master volume on
Y. This produces screaming
sustain at low volume. In a hall
of up to 2000 seats, the volume
control should be set at 7, with
master on 5. For a large
(2000 +) hall, the wattage
should be changed to 100, and
the master volume put on 7.
Add an extension cabinet, and
the whole set-up is likely to need
miking through the PA.
Primarily, though, the most
impressive thing is the sustain
which can be got out of the
Boogie, even at levels as low as
one watt. This is helped con-
siderably by the gain boost swit-
ch, which throws the amp into
overdrive, by-passing all the
tone circuitry except that on the
graphic equalizer, arid thus get-
ting an extra fat sound. This
may also explain why the tone

BOOGIE

AMPLIFIER

remain
throughout a wide range of
volume levels.

The reverb is 8 Hammond Ac-
cutronics double length spring,
and gives the maximum possible

tends to constant

decay time to the notes.
Something | liked about the way
the spring is mounted is that the
pan runs across the back,
minimizing interference, and the
way that you can lock it in place
for transit. This is a nice touch,
and the kind of thoughtfuiness
which is all to rare on most com-
bos.

Equalizer

Thé grdphic equalizer cuts or
boosts by 12 dB at 80, 240, 750,
2200 and 6600 Hz. When used in
combination with the ordinary
tone controls, the tone settings
are very precise, and an enor-
mous variety of sounds can be
obtained. The equalizér is swit-
ched in or out from a foot-
switch, or from the amp itself.
The gain boost switch | men-
tioned earlier has two outputs,
s0 it can enter the amp either at
the pre-amp or the mid-amp
stage, altering the tone to clean
or dirty at the press of a button.

The speaker in the amp | was
given had a 127 JBL K120
speaker, but | believe Carlos
Santana uses an Altec 417 8H in
his; there’s also a choice of a

Vega G12 or a specially
designed 100 watt Eminencé
speakef.

Allin all, you have to play the
Boogie to realize its capabilities.
In my opinion, not only is it the
best amp for the money, but its
performance is unbeatable at
any price.”

Basic combo RRP — £460,
Reverb £75 extra, graphic £75
extra, overdrive switch £15 ex-
tra.

by Geoff Whitehorn
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STRANGLED!

Former schoolteacher Hugh Cornwell Ti.. & ™

é along. hThv;:ugh Iogsely in-
succumbs to a brief attack of voled with the- punk move-
some of the more die-hard ele-

intellectual paranoia. Peter Douglas ment a3 100 o, oo tunsiul, and

o . too su(;:cgssful.J Hugh BCorn-I
Il ean Jacques Burne

eases him through the crisis . . . v bt ormar Semirmics, now
in their mid-twenties. Their first

album, Rattus Norvegicus, has
been amongst the top 20 albums

L= (s LR

N \ 1 for the last five months.
L

. It began around the end of
1974 with a band from Sweden
called Johnny Sox, of which
Hugh Cornwell was a member.
“We used to write loads of
songs — we had about fifty —
all about three minutes long, but
strong melodies. And this
material got carried over. One
by one the members left and the
band transformed into the
Stranglers.” The reason for
writing short but powerful songs
was that they felt no-one else
was doing it at the time. “|t was
the death of the song. It was
such a shame.” Short songs
also mean that you can inject
maximum energy into each one,
make a brief, simple statement
and then move on to the next;
the young rock audience that
has appeared during the last
year isn’t interested in albums
devoted to the inner agonies
and tax problems of stars who
live in Los Angeles and visit
England once a year. They need
their own, more accessible
music, and musicians to go with
it.

Sneered

“What sort of things do your
readers want to  know?
Technical stuff, like what sort of
shoe polish we use?’’ Cornwell
sneered at the beginning of the
interview. The Stranglers don’t
take much interest in their in-
struments and equipment. “We
just use it, as long as it works.”’
Does this mean they would be
prepared to play using anything?
""No. Obviously not. We've all
got set-ups that we've looked
for — ones that suit us best.” In
other words, they do
discriminate after all.

Though they consistently
fight shy of anything
"technical” or “inteliectual”’,




they know about music, as the
occasional remark let slip.
"“What we've got is a good line-
up. It's one of each — one bass
instrument, one keyboard in-
strument, one guitar and one
percussion. | think four is a
. 2ally great number, like the four
sides of a square. It's a very
stable structure.”’

Nevertheless they did once
have a sax player. “We found
this guy from Lancashire,”
keyboardist Dave Greenfield
recalled, ““who joined at the
same time as | did and lasted
about three or four days. He
fancied himself as a lead singer
— front man, he used to say. He
was a terrible singer, though.
Terrible sax player as well."”’

Menace

Sax players aside, the
Stranglers have often been
compared with the Doors: Cor-
nwell's voice has the same
sullen menace that Morrison’s
had, and his guitar playing ap-
proaches the weirdness of Rob-
bie Krieger. In the same way,
Dave's Hammond sound is
remarkably un-Hammond-like
— closer in fact to Ray Man-
zarek’s. They don’t deny the in-
fluence, but then they don’t ac-
cept it all that wholeheartedly
either. Fair enough. Their more
recent music has been showing
greater reliance on their own
style, their own sound. | was
played a tape of a new B side
they’'d just recorded called (i
think) Walking Through the
Streets at Night. Its main
feature is a sense of obsessive
lurking fear (“What's that in the
shadows? Is it a dog ... ?"),
and it scared the record com-
pany so much that they are
reluctant to put it out.

“It's so different from the
usual Stranglers. They’d be hap-
py for us just to write neat little
songs for the next eight years,
keep churning them out with
exactly the same sound all the
time. And they'd be perfectly
happy, ’‘cos when they've
already got a winning formula
they don’t look any further.
They have got no idea of what's
commercial. Commercial to
them is what our first album
sounded like. So if we come out
with something totally different,
maybe we can make it com-
mercial, but they can’t see
that.”

Perhaps it sounds as if Hugh
is unhappy with United Artists.
But he isn't; he merely un-
derstands the attitude of record
companies who by their very
nature are in the business to
make money. On the other
hand, the Stranglers hold the

“There’s only
four or five
chords in each
song at
the most”

whip hand, for they represent
Product.

Rubbish
"We've got the ultimate
weapon, which is strike. All

workers, whatever level they're
on, can strike if they don’t agree
with things. So if ever the
record company did anything
we don’t agree with, they know
that we’d just split, because it's
worth more to us that it comes
out as we want it.”” This makes
one wonder why more bands
don’t follow their example. Too
many apparently allow them-
selves to be bullied by ‘‘the
label’ into playing rubbish in the
hope that it will sell. You can get
round this, of course, by star-
ting your own label or by using a
minimum amount of intelligence
when signing the contract, or by
not playing rubbish in the first
place! The new album is similar
in many ways to the last, but
there are more songs on it, shor-
ter ones, which Cornwell
describes as ‘“more exact
statements”’. One of them is
called Bring On The Nubiles.

""The record company com-
plained we wrote bad lyrics, so
we wrote a love song, and
everyone says "it's terrible”.
You can’t win. But you see, all
the kids are going back to
school now, so it’s very much a
school-time album. There’s lots
of references to school on it. All
the little boys and girls . . ."”.
Another song that has attracted
its share of criticism is ‘| Feel
Like A Wog’ — about a charac-
ter called Dagenham Dave, who
died. This one has offended a
different set of people — those
who object more strongly to
words like wog and jew than to
the traditional expletives. But |
somehow doubt whether the
band is worried about which
people they offend and which
they keep happy.”’

The same applies to the
music. A recent Stiff Records
publicity campaign for

The

Damned and The Adverts made
much of the ‘’fact’’ that the for-
mer had now mastered three
chords, whilst the latter could
play one. The implication was
that The Adverts were even bet-
ter because they were even
more incompetent. .

Countered

“We don’t necessarily com-
plicate matters,” Hugh sighed.
“In all our sheet music there's
only about four or five chords in
each song at the most. Some of
them have only got one in.” But
surely, | countered, alot of them
are more riff-based? He shook
his head sadly. “All this
technical stuff. You end up split-
ting hairs that you can’t even
see. | mean, if young kids don’t
want to listen to us, that’s fine
by me. | don’t give a shit. Cos
we're not gonna pander to
anyone. We’re just gonna do
what we want. We started off
playing simple music, and
everyone caught on to that, and
now we're gonna continue our
ideas. Like, it would be nice to
rea”; fuck peopl’'es heads up
with what they think a song
should be.” This took us back to
the feeling that too many bands
sound like The Ramones; but
they refused to be drawn any
further on the subject. /| don't
like any other band,” was the
reply.

A different tack was at-
tempted.” What kinds of music
do they listen to in the privacy of
their own homes?  This
produced: “All kinds. Totally
varied (long pause) ... every
musician or band at some stage
has done something that's
good. It's too easy to say, oh,
they're shit, | don’t like anything
they’'ve done. | mean, there’s
some good stuff on all the recor-
ds I've got”’. Dave elaborated:
"When we were formed we had
different tastes, so you couidn’t
really point the finger at one
definite influence and say, that
or that.” Hugh: ‘‘Dave was

really into early Yes and stuff
like that, and Jet had been
playing in sort of cocktail bar
bands for about fifteen years.
Jean and me had been through
college, and been exposed to
the syndrome of sitting till four
o’clock in the morning, listening
to records. So we've all brought
something into The Stranglers,
and we've all supplied one piece
of a four-piece jigsaw puzzie.”

The next venture will be a
European tour, their first real trip
to the continent (uniess you
count the non-gig which took
place in a new and unadvertised
venue in Germany, with three
other gigs in the same town on
the same night). Were they
worried that some of our young
EEC partners have heard about
“’gobbing’’ as a sign of approval
and decided to go one better
and throw beer cans at the
band. . . ?

“No way,”” Hugh said with
deliberation "‘am | going to ac-
cept the fact that someone’s
throwing a large heavy object at
me because they like me.”” Dave
guffawed with mirth. ‘'Just
imagine,”” Hugh went on,
“before | hit you, I'd just like to
tell you | think you're great.
WHAM!"

Reputations

Throughout the interview the
Stranglers seemed to check
themselves whenever they feit
they were doing too much ex-
plaining, or becoming too
analytical about their work. But
it isn‘t really enough to say "‘we
just do it"”. Like many rock
musicians who are “‘difficult’” in
interviews, and some of whom
get nasty reputations amongst
the press, they object to the
inevitable falseness of sitting in
a room answering questions into
a tape recorder.

Ask them something casuali,
catch them unawares, and
that's when the truth will out. It
does seem something of a
paradox though that someone
as obviously articulate (? . . Ed.)
as Hugh Cornwell should appear
to have difficuity when faced
with a straightforward query
about his music. Afraid of being
misquoted, perhaps. In any
case, you can’t really describe
music that’s original. "We get
compared with so many things
now, but | don’t really mind, coz
when you think about it, in ten
years time they’ll be saying, Oh
they sound like The Stranglers.”’

“Depends what they’re like,”’
said Dave, ‘‘doesn’t it? If they're
crazy enough to want to sound
likeus.. .."”
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At 63 degrees below zero my amps

aaaaa

“Like most bands, Thin Lizzy earned its reputation
playing on the road.

This particular night, we were booked to play the Chicago
Stadium. During the night the Alaskan weather had come down
into the United States.

The temperature was 63 degrees below zero.

None of us had been through anything like it before.

The city was completely trapped. There were accidents
and ambulances were stuck three miles away trying to get through.

They blasted out warnings on the radio that no one should
go out with any skin exposed, because it'd turn to frost-bite in
three minutes.

Of course we were all worried how the amps would play.

We'd got all the stuff outside in the truck. And it all started
freezing over.

Thenaroadie got frostbite on one of his legs trying to get
the gear out.

Well, the amps were perfect and 20,000 people managed
to see us. Crazy!

T use the Marshall 50 Watt combo and that little thing
gives me every single sound I ever wanted.

I'd seen other bands using them but now I'm calling the
Marshall 50 Watt combo my sound.

It’s the sound I've been looking for

Dear Rose-Morris, please tell me more about Marshall products.
Name __

Besides Scott Gorham on lead guitar, Thin Lizzy
. comprises Phil Lynott, Brian Robertson and
~ Brian Downey.
: They've had a string of LP successes from
 “Vagabond of the Western World' to their latest,
~ ‘Bad Reputation!
The albums of the last few years have benefited
from the gutsy Marshall sound.
[ Scott Gorham uses five 50 Watt Marshall Valve
Combos. Four are stacked up for his guitar and a fifth is
used as a cross-stage monitor for Brian’s guitar.

The Marshall range now includes two new
Master Volume Valve Combos. The 2103 100 Watt and
. the 2104 50 Watt Master Volume Combos.

The 2103 100 Watt Master Volume Combo is
compact but powerful, with a valve heart giving out
over 100 Watts RMS of pure Marshall sound, with the
| full range of tone controls.

The combo has two specially designed 12” 60 Watt
speakers fully capable of handling the output and the
sound is warm and penetrating whilst the open back
givesspread.

A Master Volume Control allows the musician
to control the overall output volume, and the Marshall
overload sound is created by utilising the pre-amp
volume control. Two sensitivities of inputs allow match-
ing to all pick-ups.

The 2104 50 Watt Master Volume Combo is a
strong and compact combo containing a powerful
Marshall 50 Watt valve amp driving two twelve inch
Celestion G12M speakers.

The 50 Watt Marshall valve amp is perhaps the classic
ampand this combo allows the musician to take his
sound into the smallest venue or studio whilst still providing
plenty of volume for a big gig. The Master Volume Control
allows the musician to regulate the overall volume whilst the
pre-amp volume control produces the warm overload or clean
biting sound as required, making this 50 Watt combo
exceptionally versatile. The full Marshall tone equalisation is
provided with Presence, Bass, Middle and Treble controls. A
standby switch is provided to keep the amp in constant
readiness.

If you'd like to know more about these and other
Marshall products, simply fill in the coupon below.

‘never sounded better.

Address

Marshatt

)

Rose-Morris & Co. Ltd., 32-34 Gordon House Road, London NW5 INE. Tel: 01-267 5151
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Tony Meehan
and David
Courtney
explain the
aims of their
nationwide
search for
new acts

SCOUTING
TALENT

xtensive  publicity  has
E been given in recent

weeks to the nationwide
talent spotting mission of Tony
Meehan and David Courtney.
These two have set up their own
production company, and,
backed by one and a half million
pounds from Ariola Records,
have been authorized to spend it
“to discover and produce new
British talent, which Countney
and Meehan still believe to be
the best in the world.”’

The quote is taken from a
press release issued by their
publicist and since the whole
thing sounded intriguing we
decided it would be a good idea

. economic

to have a word with one of them
in person. This is how | found
myself reclining in an armchair
in Tony Meehan’s sitting room

He was reluctant to discuss
the business aspects of the
project; it quickly became clear
that his interests lie not in all the
wheeling and dealing that must
inevitably go on before anything
tangible can emerge, but in the
music he hopes to find during
the next two years. In fact, itis
precisely his belief that music is
currently being stifled by
bureaucratic record companies
that has led him to undertake
this crusade.

Reaction

It really started when he and
David Courtney discovered an
18-year-old girl singer in
Brighton whom they rated very
highly, recorded, and tried to in-
troduce to various record labels.
"The reaction we got from most
of the people was so
discouraging — this is the truth
— we were so discouraged by
the whole mentality that we ran
up against that we just sat down
and thought, Christ, if this is the
way it is for people like us, who
are established, or at least
known, what must it be like for
someone who doesn’t know
anybody? | shouldn’t think they
get past the secretary at the
door.”

It's fashionable at the
moment to talk about the sixties
as if that decade was some kind
of golden age, when the sun
shone every day and the music
biz was just a jolly way of
spreading wonderful music all
over the world. But to a certain
extent there was a greater
degree of give and take, a more
relaxed attitude, a more positive
approach then than there seems
to be now. A lot of this, of cour-
se, is to do with tighter budgets,
recession, etc. I
think it's basically that people
don’t have a clear direction of
where things are going. As to
why itisn't sure, | couldn’t really
answer."”

Yet answer he did, and very
pertinently. “’| think a great deal
of our product has been taken
from America. That's one thing.
They make their bread and but-
ter from that. And furthermore |
think a lot of them are reticent
about going out and looking in
this country for fresh talent,
when they can get it packaged,
recorded, and sent to them from
America. So  consequently
there’s no pressure on them to
change — as long as they show
a profit at the end of the day,
that's really the bottom line as

far as they're concerned.”

Tony went on to tell the story
of Mike Oldfield, who hawked
his Tubular Bells tapes around
many a record company before
they were eventually snapped
up by Virgin. ""One person said
they'd take it, provided he put
words to it!"”” Tony's amiable
features cracked into an in-
credulous laugh — ""Does that
answer the question?”’

After this the conversation
meandered in many directions
until — inevitably — we got
round to the subject of
producing. Meehan and Court-
ney have made their mark in a
big way with the Roger Daltrey
solo album One Of The Boys,
which was a big critical and
commercial success. Obviously
there is a huge difference bet-
ween working with someone
like Daltrey, and someone who
might be making their first
record. ‘‘He's so professional
that he’ll come in and say to
you, There's static on the tape,
and you’ve got to listen for it.
Maybe you missed it. Also you
don’t need to explain everything
to him. He doesn't ask
questions, and you can work
quicker that way."”’

Sensitive

With a new artist, it's often a
different story. "“You say, Now
we're gonna do this, and it takes
ten minutes to explain what
you're going to do. But if
someone asks you a question
you can’t just say Shut up. It's
an intangible thing — the person
either trusts you or they don't.
You can be lucky and get a new
artist who's just very receptive,
but you do get people who are
very sensitive about maybe that
you're mucking about with their
stuff too much.

"l always think of record
production as very much like
film directing. Some directors
can get performances out of ac-
tors, even unknown actors,
which are quite remarkable. The
same actor with another director
is as flat as a pancake. | think
that's the best way of putting it
— the guy doesn’t have to know
how the camera works. He just
has to have a certain type of
personality. And | don’t think
you need to know exactly how
the board works to get really
good stuff.”’

Iin general, David Courtney is
the technical man of the pair.
Meehan provides the musicianly
approach. He describes himself
as '‘a person person’’ — a
psychologist, able to deal with
perhaps ten conflicting egos and
make them all work for the good
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TONY
MEEHAN . ..

of the project in hand — a
juggling act which can leave
even the best men drained of all
emotion at the end of the long
day. What, then, are the essen-
tial qualities required in a suc-
cessful producer, whether he's
working with Daltrey or with,
say, a bunch of nervous
adolescents calling themselves
Strawberry Police Helmet!

"Number one: sensitivity to
the person you’re dealing with;
secondly, some sort of inner
balance or equilibrium; thirdly,
to be able to command respect,
and at the same time not be a
dictator towards musicians,
engineers, artists, et cetera;
fourthly — that low down on the
list — some idea of what goes
on on the board. These days,
engineers are such experts —
99% of the time the guy is
right. He knows what he's doing
—that'’s his gig.”’

Despite the almost universal
praise meted out to the Daltrey
album — for its production no
less than for the quality of the
songs and the performance of
Roger himself — it received very
little airplay. "“"There’s no room
for it. There's no area on radio

or television where it can be
played. You've got to sit back
and think, what is going on?
Who's in charge? It's very
strange. Now | know people get
paranoid, and there’s this thing
about a conspiracy. | don’t think
it's that, but | don’t know what
itis.”

Tony followed this by relating
an extraordinary story about
what happened when he was in-
terviewed on BBC radio about
the talent-spotting venture.
“The guy said, ‘I want some
music to go at the end of the
programme — | though maybe
Diamonds or Scarlett O’'Hara.’
So | said, ‘Oh come on! That

was about fifteen years ago.
Why don’t you play something
off the album? Better still, why
not play his latest single? There
it is — there’s a copy of it over
there.” And he took it away with
him, rushed off and chopped
the tape up. | was sitting
listening that evening when' it
came out, and what do they
play? Fucking Diamonds! So |
rang Roger up and said, ‘What's
going on? They won’t play One
Of The Boys.” He said, ‘No. it's
been banned.’ | said, ‘'Why has

it been banned?” He said
‘Because the F-f-f-
frustration,” "’

As every rock fan knows, My

Generation incorporated the
famous line "Why doncha all f-f-
f-fade away The BBC
didn’t see f-f-fit to ban that back
in nineteen sixty f-f-five, so why
should they silently omit it from
their play list in the emancipated
f-f-f-seventies?

""People are more uptight
now. | mean, the shops may be
flooded with pornography and
everything else, but a guy can’t
sing F-f-f-frustration. It's crazy.
| don’t understand it. They say
they don’t ban records — but
they just don’t play them!” For
this reason, Tony believes
(along with your humble in-
terviewer) that things are ac-
tually worse now than they were
ten or fifteen years ago. The
‘Whitehouse brigade are not just
a threat, they are a reality — and
they seem to be in charge at the
BBC. This downward trend has
restricted the coverage of rock
on radio and TV, when back in
the fifties and sixties there were
shows like Oh Boy and Ready
Steady Go which at least made
an attempt to be exciting. The
audience mingled with the pop
stars, the cameras zoomed in
and out, and there was a
minimum of deejay interference
with -the flow of music. The
nearest equivalent recently has
been Mike Mansfield’s Super-
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Born out
of rock...

PianetT is the
newest wave of electric
keyboards, giving out the same
tough funk that characterises
the impressive history

of Hohner keyboards.

...and as portableas aguitar.

Go see your local dealer for full details.
Another great keyboard from Hohner.

X HOHNER

39-45 Coldharbour Lane London SE5 9NR Telephone 01-733 4411/4
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sonic, with the audience firmly
in their seats behind bars, and
the stars up on their pedestals
way out of touch.

Ah well, perhaps it would be
more fruitful to ignore radio and
TV as completely as they ignore:
us, the punters. At least Court-
ney and Meehan are doing
something to stir up the pook of
stagnation. The auditions at
Brighton — the first centre in
which they have been held —
had to be extended by two. extra.
days to cope with the response,
as Tony told me over the phone
about a week later. What had
the generali standard been like?

“It was absolutely incredible.
The standard was so-good, just
couldn’t believe it. We saw just
under two hundred acts, and
only about two of them were
no-hopers. We've got it down to

a list of twelve — which includes

a couple of very good punk ban- |

ds — and out of those we'll
probably record four. We'li
video them first, and then do
some demo’s.”

A heartening response indeed
to a single ad. placed ir the |
Brighion Argus. What wasn'tso |
heartening was the fact that not |
one manager or agent bothered | |

to turn up. No wonder the pun-
ters and the musicians are suf-
fering from f-f-f-frustration. If
you or your band are interested
in being “discovered™, watch

Wasn't
unlikely?

“No, not at all. If it's.anything |
like Brighton, the talent is there. |

We're' just hoping we can bring

it out. It's just the place to come |

across some good. reggae ban-
ds....”

NEXT MONTH:

17 floors up
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your local papers during the |
next couple of years. The venue |
for the next set of auditions may |
well be Brixton (of all places). |
Brixton a bit, er, |

Sole distributors of the
Hofner Violin Bass
— See the review in this issue
of Beatp. 18
652 Chester Road,
Old Trafford,
Manchester.
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WHATA SUMMER.

DOWN AT BASING STREETSTUD\OS \& BLE
AT CAPACITY TO COPE WITH MAURICE DY 5
FAMOUS ADMIRERS. k

HE WAS SENSATIONAL WITH ALEX HARVEY
CROWNED QUEEN"S PERFORMANCES
AND JAMMED WITH THE JAMV

HE WAS RUMOURED TO BE BACKING GRAWAM PARNER

AND HARMONIZING WITH THE HOLLIES.

HE SPLIT HIS GUTS FOR MICK TAYLOR
PURRDUCED STEVE WINWOOD'S ALBUM
AND WAS THE ONLY CAT THAT WASN'T BLACK
WITH BOB MARLEY AND THE WAILERS.

YOU TOO CAN HAVE MAURICE DOLBIE SUPERVISING
YOUR SESSIONS, BUT PLEASE BOOK WELL IN ADVANCE
BASING STREET STUDIOS & THE ISLAND MOBILE 01-229 1229
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This Avedis Zildjian cymbal kit has a pair of 15" hi-hats, 16" crash, 18" crash,
20" mini cup ride, 20” heavy ping ride and is worth around £330 + VAT

The lifelong protection is by Rainbow, it costs £55.50 + VAT

A Rainbow Case gives your cymbals the finest protection available at the best price possible. Rainbow Cases
are backed by six years experience in designing and building light. but incredibly strong flight cases for the
world’s toprock artists.

The unique Rainbow cymbal case is now available, as are cases for drums, solid 6 string and bass guitars,
combination amps. amp tops, keyboards. tape recorders and even records. In any case, Rainbow is the best.

Give your investment the protection it deserves. From your Rainbow stockist or direct from:

Rainbow Cases, Pier House, Strand-on-the-Green,
Chiswick, London W4 3NN; Tel: 01-994 7135/6
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“"GUITAR SYNTHESIZER SYN-2  <]4120 Stereo Combo Amp A Guitar Synthesizer SYN-2
Synthesizer for guitar, microphones, organs or any other source. The SYN-2 produces a complete new tone
scale quite different from the original source.

SPECIFICATIONS: Voltage controlled filter (VCO) producing pulse wave form with variable pulse
width, voltage controtled amplifier (VCA), temperature compensated frequency follower and

tune osciliator changing pitch into voltage. Low frequency oscillator (LFO) for modulation,
envelope generator and source generator.

4120 STEREO COMBO AMP

Stereo pre-amp with 80W. docking unit. Developed for highest professional standard,

for use on stage and in studios. Two complete separate pre-amps to select pre-set

sounds by foot-pedal between channel 1+2.7-band active Equalizer cross-fade

possibilities. Built into a rugged aluminum flight case.

Send for details to: , .

PETER STRUVEN GMBH ' . -
D-2000 HAMBURG 53. & 5
BORNHEIDE 19 ‘
Tel: 0-040/80 1028




espite a succession
D of autumnal albums
stretching back over the
last decade and an annual
pilgrimage to packed provincial
venues, it's been a good five
years or more since Beat last
talked to Barclay James Har-
vest. Some more unkind ob-
servers may wish to stress the
‘good” in ‘good five years’, but it
should have been hard to ignore
a band whose progress has been
remarkably static in one sense,
and whose personnel has
remained unchanged in the
eleven years of its existence.
BJH first appeared on the
scene in ‘66, '67 (and what a
scene it was . . . BOF), and put
down a brand of (for that time)
progressive music which relied

heavily on Wooly
‘Wolstenholme's overall
keyboard domination. Wooly

came to be identified as one of
the foremost exponents of the
mellotron using it more as a
mainliner than the more com-
mon background filler. Around
the same time the Moody Blues
pulled themselves out of the
doldrums, hit the world with a
symphony orchestra, then ped-
dled around in search of a D-1-Y
orchestra — the mellotron.

To many ears the similarities
between the two bands are very
obvious — even John Lees’
guitar can sound as fat, chunky
and soaring as Hayward’'s own
stereo 335 — and it was only the
differences in bank balances
that really told the bands apart.
The Moodies capped the Num-
ber One album position around

BARCLAYS
BANK ON

BALANCE

BJH — but have
they done more
albums than
interviews?

the world, year after year, and
nearly sank the trans-Atlantic
bank vault as the majority of
them headed for the cattle
country, while the Barclays had
to content themselves with top
thirty British showings, a mor-
tgage in Lancashire and a useful
following in America.

More observant observers,
however, will agree that the two
bands are distinctly dissimilar,
for when the Moodies part-
nership dissolved the Barclays
apparently failed to capture the

huge pocket of distraught hip-
pies left with no genuine alter-
native fave-rave.

Enough of this conjecture. |
met John Lees and bass player
Les Holroyd at the Pimlico of-
fices of their agents and started
off talking about one of the
band’s more distinctive
trademarks — production. The
Barclays have always tended to
go for a very full, classy sound
on their albums, and Octoberon
— their last record, released in
October of ‘76, — was a self-

produced effort. | put it to John
that the album in general and
one track — May Day — in par-
ticular appeared to be rather
self-indulgent.

"Yes, that was one hell of a
mistake on my part,” he openly
admitted. ‘| had an idea — |
wondered what the reaction of
the British people would be to a
takeover by a totalitarian
regime, and | had a funny idea
that everyone reverted back to
the wartime songs — White Clif-
fs of Dover, Tipperary, you
know, We'll Meet Again; but in-
stead of doing the arrangements
myself, | let somebody else do
it, and they did this really big
choir thing and it got totally out
of hand.

"1f | had the experience of self-
production then which we have
now | would have nipped it in
the bud. As it is it's ruined the
song, because basically it is a
great song. Again, that track
‘Suicide’ was ruined by self-
indulgence. The effects, | must
admit, do rather detract from
the song itself."”’

Experience

Both John and Les were cer-
tain that their next effort at self-
production would be more ob-
jective, utilising the experience
they gained during the Oc-
toberon recording and mixing
sessions. As appears obvious in
some of the undoubtedly ex-
cellent compositions on that
album, their production
techniques relied rather too
heavily on an enthusiasm for the
task in hand, and rather too little
on their experience as
songwriters and performers
which perhaps should have
rushed to the defence of some
of the better songs on the
album.

A question which must be
asked of musicians of the Bar-
clays ilk is regards their attitude
to the new wave. Has the
current interest in a minimalistic
approach polarised their own
feelings towards their music at
all?

Les seemed uncertain of his
answer at first, but then told
me: "Whether we like it or not,
we're in a different generation
and we are growing old, and
whether we like it or not again,
we're getting the same sort of
ideas as the generation above us
had when the Beatles came out.
As you get older your ability to
accept things like this, no matter
how much you wish otherwise,
becomes more and more dif-
ficult. Similarly, our audiences
have grown older with us."’

Some of the points they
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raised included several clichés
currently in vogue concerning
the New Wave — that the punk
bands are striving for an ac-
cepted. respectability, that the
Stranglers are “exactly like the
Doors really’”’, that once the
“whole thing has died down a
handful of them will be left there
as highly respected musicians’’
but it did become obvious that
they knew very little about the
issues and opinions at stake,
and perhaps more importantly,
did not care too much. Barclay
James Harvest’'s music indeed
has very little to do with the
New Wave, and similarly its
creators appear to make a con-
scious effort to remain out of
the argument.

Did they believe their music is
relevant to 1977? “iIt's relevant if
people buy it,”" Les replied. “if
people aren’t buying it then it's
totally irrelevant except to our-
selves. You've got to remember
that we're talking about 16, 17
and 18 year old kids when we
discuss the new wave and its at-
titudes. Well, we're 29 and 30
and the time when we were
coming out was the time when
everything was free and easy -
it's a different thing O.K., but
there are still those people
around who want to forget all
the rubbish that's going on in

there and listen to some music,
want to listen to concerts and
have this feeling of togetherness
— which is great.”

On a different tack (smacks of
Our Man in Atlanta . .. Asst.
Ed.) one of the more unusual
factors in BJH's existence is the
fact that the original line-up
remains unaltered in eleven
years. Why? John answered in a
roundabout manner.

A lot of people thought we
| were really affluent — well, we
- weren't — we were very poor,

and we had to work, literally, to
make ends meet. Fortunately
we had a rich backer who
bought us alt our gear to start
off with, but eventually he wan-
ted paying back. When we par-
ted company we were very, very
poor, and we'd had that or-
chestral thing which had left us
in really deep debt, and we had
to work all the time.

““We were going round the
universities and colleges non-
stop, and we just didn’t have the
time to be bitchy with one

' another, or fall out with one
another. There just wasn’'t time:
our backs were against the wall
the whole time. . . . “They still
are — we still have to work to
keep things going. OK, we get
silver discs and we're
maoderately  successful, but
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the streets, that want to get up

we're not massively successful.
When we tour America and
Europe it's always on a make or
break basis — whatever money
we make in this country pays for
us to tour in Europe or the
States. But the thing is, we've
never been in a rich enough
position to turn round and get
bored with it — it's been a case
of having to stick together.”

At this point Les had to depart

. to take a telephone interview

and | figured now the odds were
down to even I'd ask about the
old ghost — the Moodies.
"“There's a very nasty shock on
the: new album’” John started.
“We've always been accused of
being like the Moodies — but
we started off at a similar time,

| had the mellotron around the

same time, and perhaps we did
progress on parallel lines
although we weren’t aware of it.
But last year someone in the
press actually called us a ‘Poor
Man’s Moody Blues’ and | got a
bit aggro-ed about this.

"l wondered how | could an-
swer it back, and decided to do
it musically, and I've written a
song entited Poor Man’'s
Moody Blues. | took the
skeleton structure of Nights in
White Satin — just that drum
beat, put a new melody to it —
you listen to it and you think
you're listening to Nights in
White Satin, with the same

- breaks and everything, but the

moment you try singing that
melody you'll find it doesn’t
work at all. OK, a lot of people
may be upset by it, but we were
also upset at that kind of ac-
cusation.”’

John is aware that one of the
drawbacks of writing lyrics with
social comments and then
treating the song to the overall
BJH sound production is that
the message gets lost oc-
casionally, but accepts that as
being a part of BJH itself.
Somehow the conversation drif-
ted over to John's attitude to
the music press about which he
holds pretty definite views,
some of which out of deference
to himself, | won’t reproduce
here.

However one of the issues
that appears to get up his nose,
so to speak, is the arbitrary man-
ner in which BJH and bands of
their generation if you like, can
be treated without recourse to
reply. "I don’t mind con-
structive criticism. If | read a
well constructed review pointing
out my mistakes then 'l listen
tong and hard and acceptiit.

“But when it's destructive
criticism — like last year they
were even calling the people
who came to see our concerts
idiots, virtually calling us a pile

of shit, and why in hell do these
people even bother to go and
see us. That really rankles me.

" Strong words and,

i érguably, fully justified ones at

that. Reverting back closer to
Beat’'s own territory | asked
John about his guitars, for
although he may not be known
as a virtuoso one of the most
distinctive single sounds in the
overall BJH framework is his
guitar work — long sustains,
echoes, melodic riffs in coun-
terpart to the melodies.

“I've got two basic guitars at |

the moment. | use a Fender
Strat with an Alembic pre-amp
in it and a Gibson Humbucker.
There's a switch which allows
me to use that as a normal hum-
bucker or bring it to the level of
the normal Strat pickups. It's a
five way switch that also
changes the selection of the
Fender pick-ups. I've just had
another Strat made and that's
got a complete Stratocaster set-
up and a complete Gibson SG
set-up and the two are com-
pletely separate. | haven't tried

it out yetso I don’t know for cer- |

tain what it's going to be like. In
between the Strat pickups are
two Humbucker pickups and
I've had Gibson wiring put in to
prevent the humbuckers using
the Fender tone circuitry. | use a
tremolo block a lot, palming the

tremolo block, so I'm stuck with
Strats and can’t use an SG other
than for recording.”’

Time had run out on both of
us at this juncture — John off to

- be interviewed elsewhere and |

off to interview elsewhere again.
BJH left me with the distinct im-
pression that they honestly
believe themselves to be beyond
becoming embroiled in the more
apparently relevant issues of the
current music scene, and that
they are primarily interested in
continuing to turn out
sophisticated music at their own
pace for themselves and their
body of fans, without making
concessions to attract a majority
younger audience.

While this attitude is unlikely
now to create a universal
demand for their style, allowing
them to take that legendary tax
exile route, it does give them a

“rigid framework in which to ex-

periment and write their kind of
‘rock’n’roll"; that it may be a soft
rock with a softer roll is
irrelevant.

The fact they play and write
with care must demand respect
— what you think about the
music itself must remain an

‘opinion, and, having spoken to

them personally, they hold some
pretty strong ones of their own
but find it unnecessary to air

them.
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MESA /Boogie

Hundred wott
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Hunared wait with Graphic Roa Cabinet.
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AVAILABLE ONLY FROM Retail enquiries
MUSICAL SOUNDS, 274 London Road, Sheffield S2 4NA. Trade enquiries

MESA BOOGIE AMPS

Boogie Amps feature an unusual pre.amp with volume, bass,
treble and middie controls which may be used by plugging

the guitar into input no. 2. If input no. 1 1s used, however,
signal from the guitar will pass through an additional stage of
amplification with its own volume control. To top it off

there 1s a master volume control at the output of the pre-amp
By choosing inputs and jugghing the settings of the three
volume gontrols, a wide range of tones may be produced,
ranging from clean to ‘normal’. overdrive-distorted, to extr
overdnve-distorted, all at any volume level

Carlos Santana: “'It gives you three volume controls. The first
one on the left | crank to 7 and then | put the master
volume control on § and | can play like n a hote!, but it's
screaming But if | want to play at a bigger hall, | just
turn the master up to 5 and | can project; and « ! want to play
some place bigger, | just turn 1t up to 7. | never use sustain
devices at all. | just do 1t the oid-fashioned way — just get
close (o the amp |'m going to turn Mahavishnu onto it

and st'il just fip ham right out — there’s nothing hke 1t on
the market

Guitar Player November 1974

John Mctoughlin: “"This amp has three volume controls for
the pre-amp, the mid-amp and output amp_ Each one 15 very
sensitive. The thing that 1s so beautiful is that |1 could

sit nght 1n a hotel room and have low volume, but still

get heavy sustain, just by altering the voluines, | would say
it"s the best guitar amp in the world and I've tried quite

a few

Guitar Player February 1975

Super Boogie Amp: Valve amp (tubes) 12" JBL speaker
Optional reverb and graphic equaliser — 5 band with bypass.
Also available 100W version <+ 15" JBL speaker.

to 0742 50445 SOLE AGENTS

to 01-589 4200

76 LYNDHURST GARDENS, FINCHLEY N3. Tel: 01-349 1975/6

FOR THE No. 1 IN STUDIO EQUIPMENT

- TEAC a-33403

* 4 channel simul sync
* 2 speeds i.e. 7%, 15 ips
* Mic/line mixing

* 4 independent channels
* Full soleniod operation
* 101" reel capacity

REVOX A77
Selective speed i.e.

33/7%, 73/15 ips

3 heads

2 or 4 track

Servo control motor
Track to track dubbing

>

* % %

Full range of Mixers, Amps, DI boxes, Speakers, Microphones and Recorders, Also a fully comprehensive selection of

spares and accessories. Hire service available.
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The Doobic Brothers

Livin OnThe lault Line

THE DOOBIE BROTHERS
LIVIN° ON THE FAULT LINE
WARNER K56383

It just didn’t make sense at first.
‘Livin’ on the Fault Line’ lived on
the platter for a couple of days
and it still sounded too laid-
back, too easy for the Doobies. |
just couldn’t work it out. Then |
saw the band on the last night of
their European tour at the Rain-
bow, where they cut so much
Colemans that the place literally
steamed, and realised what |
was doing wrong. Rushing back
to the homestead, | turned the
volume up — and there they
were! The Doobies in full
smokin’ technicolour, cookin’
and stormin’ their way through
that same album which the day
before had been a pale imitation
of the great days of "What Once
Were Vices Are Now Habits’.

Yeah, sure they've changed,
like the critics say, but what the
hell? There ain’t many bands —
and I'd like to say no bands —
that can stick seven guys on an
album and keep them tighter
than the proverbial camel’s arse
in a sandstorm, and yet give
guys like Jeff Baxter the
freedom to lash out a couple of
nifty solos that skid across the
speakers like John Curry on
methadrine.

The opening track, 'You're
Made That Way’ is a showpiece
for the band — opening with a
funky electric piano line, tight
drumming slashing in, the heavy
voice, a hint of strings in the
background, breaks in the
rhythm — magic! Then the ful
harmony treatment on the
chorus — horn arrangements
and a couple of fast jazzy guitar
lines well back in the mix —
smokin’ again. There are slower
numbers, sure, but even they
have the characteristic hardness
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to them, bitten by the whole
overall atmosphere of the thing.
Personally | reckon it's a shame
there’'s not as much guitar work
on the album as there is in the
current stage show. Pat Sim-

mons and Jeff Baxter have
great contrasting guitar styles,
and sounds, and it's a bit of a
drag they‘re not let loose more
on this record. The drums are
exemplary, as they should be
with two drummers, but the
contrasting styles here are
allowed some freedom, building
up some great intricate rhythms
with Tiran Porter’s bass.

Some of the albums’ funky,
some motown even, some pure
unashamed rock’n’roll, lots of
fun, and a damn fine collection
of music. Keep ‘'em coming like
this — and play it loud, damn
you, play it loud!

TS

THIN LI1ZZY

BAD REPUTATION

VERTIGO 9102016

There are rumours that Lizzy are
unfashionable at the moment —
despite making it to Beat's front
cover this month — and this
album will do nothing to make
them any more popular with
those critics more into waves
than music — ’cos it's stashed
full of the stuff from beginning
to end. Indeed there's so much
good music here that it may well
end up as carpet tiles in the
Clash’s Daimler. If Lizzy are still
on their way to the top then
they must have set themselves
a pretty giddy target for an
album like this to be just an
‘enroute’ production. More than
anything else, Bad Reputation
spotlights Phil Lynott as Lizzy
incarnate  —  hopefully not
taking anything from the band
— the raison’ d’etre of the
record.

| must admit that I've not
been a fan of Lizzy for very long,
so perhaps my feelings about
Phil's songwriting abilities, his
vocal deliveries, and his lyrics
are fresher than those of a long-
time addict. On Bad Reputation
Phil delivers throwaway lines
with such force and grittiness
that it, in the old cobber saying,
fair takes your breath away. |'ve
long felt that many rock bands
suffer from inarticulate
vocalists, concerned more with
the note than with the word:
Lynott is able, no, more able
than anyone in his field to
deliver both the word, and the
note, and something more — an
affinity with the band, timing his
lines just before, then just after
the main down beat, giving
therefore more significance to
the lyric, and to the rhythm.

The star track on the album is
definitely ‘Soldier of Fortune’,
which opened their Reading gig
— a magpnificant rock song with
glorious guitar work, and Phil in
full voice, spitting his lyrics at
first over phased ‘noises’ until
the guitar comes in, a melodious
chord/harmony lead riff com-
bined with Brian Downey's for-
ceful drumming — great stuff
from a great band. If | knew
their material better I'd call it
Vintage Lizzy; as it is it's simply
'77 Lizzy.

Other high-spots are the title
track Bad Reputation, a mean
rumbling song, and Dancing in
the Moonlight, but its unfair to
the overall concept of the album
to pick out stars. There are no
downers at all. As Phil said to
me ""You can put it on without it
going up and down on you, you
know?"" Sure do, Phil, sure do.
Five stars.

TS

LU STAR

10 0L N ARL SIX

FIRING ON ALL SIX
LONE STAR

CBS

Lone Star are a band | have to
be very careful with. When |
reviewed their first album last
year | was generally praising
but made several strong
criticisms  Wwhich 1 sub-
sequently realised {on further
listening) were  completely
unjustified. In fact this is always

a danger when reviewing
albums. The best records are
inevitably those that grow on
you, whereas the ones that hit
you immediately tend to bore
you after a while.

So this time, | deliberately
refrained from putting type to
paper until | had given myself a
few weeks with their second,
called Firing on All Six. What do
| think? Well, now | reckon that
it's absolutely marvellous!

The album opens with a stor-
ming heavy epic called the Bells
of Berlin, a song of woe about
the poor bastards locked up in
East Berlin. It's a fabulous track
but better is yet to come
because the second song, The
Ballad of Crafty Jack, is quite
possibly the best thing they've
ever done, certainly the best
thing I've heard from a new
band this year. Curiously
enough for a heavy outfit, the
story line is about a Western
hero on the run. Hard to credit a
band other than Streetwalkers
or one of the West Coast
cowboy outfits with that, but
it's a fabulous number, well
aided by Rick Worsnop's
hilarious use of jangle piano
back in the mix. Time Lays
Down, the next track is, for me,
spoilt by an unnecessary Stevie
Wonder imitation in one section
of the vocals but | suppose
that’s only a matter of taste.

One of the problems that
must have beset Lone Star
when considering how to go
about the album is that the first
was produced by Roy Thomas
Baker (he of Queen fame).
Some pundits claimed that
Baker had buried the band’s
rawness with production skill.
Personally | loved Roy’s produc-
tion but the band must have felt
if they weren’t to use him next
time, what the hell were they to
do? Fortunately, they had the
savvy to rope in Gary Lyons
who, to my mind, is perhaps the
finest young producer in the
country. The sound on this
album is an object lesson in how
to use a studio to maximum
benefit for a creative band. The
drum sound is one of the best
I’'ve heard which is just as well
because Lone Star's drummer
Dixie Lee is probably the band’s
biggest single asset (not that
there’s anything wrong with the
others). He's quite simply the
heaviest, most exciting new
drummer |'ve heard in years and
he's been recorded to full ad-
vantage here.

Side two is no disap-
pointment, providing you're
prepared to let it grow on you.
Perhaps less obvious, it actually
features an orchestra in one
place and a slower more



melodic variety of songs to go
with it. in fact this turns out to
be Lone Star's greatest
strength. When they're heavy
— boy, you’'d better watch your
speaker cones — but they can
also lay back and be melodic,
funky or whatever the song
demands.

If Britain still refuses to pick
up on them, Lone Star will,
quite certainly, go to the States
and clean up over there -
nothing America has to offer
will come within a light year of
stopping them — they are just
too good. Don’t write them off
as heavy metal before listening
to them. This band has ver-
satility oozing out of every pore
of their corporate being and are
perhaps one of our tiny handful
of groups who are capable of
carrying on where Zeppelin ap-
pear to have left off.

Firing on All Six, who are they
kidding? — this sounds like one
of Enzo Ferarri's tuned V12's to

mel
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GONG

LIVE ETC.

VIRGIN VGD 3501

So it's on with the woolly hats
and out with the “'substances’’,
for this is Daevid Allen’s Gong
rather than the Gong respon-
sible for Shamal and Gazeuse!
Allen’s Gong were at their best
in the open air at night, under a
canopy of stars. Remember the
last Windsor Free Festival in '74?

When Daevid shouted
"What's that in the sky?"’ and
pointed a trembling finger

heavenwards, there were many
who scanned the darkness
eagerly for a glimpse of those
elusive flying teapots, "'invisible
and green’’. And they were cer-
tainly there that night.

Such at any rate are the
memories evoked by the first
record of this double album set.
Side One is from the period of
Camambert Electrique, com-
plete with the Blessed Hillage,
Didier Malherbe, Tim Blake,
Mike Howlett and Pierre
Moerlen, plus Gilli Smyth on
"'space whisper’’ and of course
Daevid Allen on teapots. The
team of Howlett and Moerlen
was the bedrock of all Gong
goings-on: they provided a gen-
tle undercurrent of pulsation for
the many moods of Malherbe
and Blake, from the virtually
straight-ahead jazz of 6/8 to the
wild spluttering of Est-Ce Que
Je Suis? in which Allen clears
his sinuses very dramatically.
The second side ends with what
was apparently his idea of a hit
single — Ooby-Scooby Doom-
sday. As an aural equivalent of
Armageddon it's convincing —

not with a bang but with
another sneeze.

The third side commences
with a BBC recording of Radio

Gnome Invisible, with Dingo
Virgin at both his silliest and
most typical; and then, after a
trip down the Oily Way, glissan-
do Hillage and Bloomdido Bad
de Grasse lead us into Outer
Temple/Inner Temple, where
“substances’’ become more
useful than ever to the listener.
More surprises: the last track,
another abortive single attempt,
sounds like John Mayall circa
1969. Side four comes from a
recording made at the Marquee
in September ‘75 after Allen had
left. It's particularly interesting
as a pointer to the way Gong
evolved  from magnificent
craziness into their recent "jazz
fusions’’. In short, at just under
four quid, this is nostalgia you
can afford. Tea strainers an op-
tional extra.

PD

GENTLE GIANT

THE MISSING PIECE
CHRYSALIS CHR 1152

The Missing Piece is familiar.
It's a good album from a good

band, Gentle Giant, and the
band are hoping that it will do
something in England. Time will
tell whether The Missing Piece
will be even more familiar; a
good Gentle Giant album that
doesn’t really get off the ground
here, despite the fact that it
should. One or two big, well-
organised tours would certainly
help them gulf the gap between
their success here and the real
thing in the States.

This time Giant wrote the

songs for the road, honed them
down in concert, and then went
in to record them, a contrast to
their previous attitude of high
craftsmanship in the studio, and
often laying down the backing
tracks before the fineries were
resolved. The idea was to turn
out a more funky and accessible
album, one that smoked a little
more, one that wasn’t crafted so
self-consciously. Of course,
anyone who has listened to the
band will know that ‘funk’,
albeit a more rarified and refined
version, has never been in short
supply, but it's a great idea to go
for a more ballsy, dirty if you
like, impression.

Musically, a lot of the gambits
are familiar, the heavy syn-
copated rhythms, the crisp
keyboard work and the am-
bitious use of extracurricular in-

struments and classy har-
monising, and in the new
framework they come out

nicely. Two Weeks in Spain, for
instance, is immediately Giant at
their most humorous and
musically resolute, if indeed a
re-work of some older tracks.
Who Do You Think You Are is
perhaps the highlight of a side
that cooks and smokes with
eager purpose, a tough, boun-
cing bit of instrumental strut-
ting. They must have their little
joke too — a piece called Betcha
Thought We Couldn’t Do It in
reflection of punk, and that's
Gentle Giant as the band that
have to prove they can do it,
and wonder from time to time
why they just don’t break in
England.

The live approach must be
considered a success; the band
will never be so rough and ready
that they ignore the tonal and
orchestral variations a good
album needs, but the new look
honed down Giant pokes the
fingers at the cerebral classical
image — and that might be a
good shift as far as selling the
damn thing goes.

C.S.

CHRIS HILLMAN

CLEAR SAILIN’

ASYLUM K53060

Much better than his last faintly
odorous and bland offering

'Slippin’ Away’, it's beginning
to look as if Chris Hillman has
gathered some sense of direc-
tion at last. Hiliman, as
everyone must know by now, is
one of the original Byrds, and
there’s some evidence on this
latest solo album that he's at last
doing justice to his pedigree.
That's not to imply the album’s
a must for all west coast freaks
— it's not, but it is certainly one
to try and get a listen to before
deciding whether to purchase or
not.

Right, what's changed? The
answer is just about everything.
The album was recorded by dif-
ferent engineers in different
studios, mixed by different
mixing guys, and recorded with
different musicians. The end
result is much tighter, and the
band sounds as if it means a lot
of what it's saying. Slippin’
Away was one of those boring
west coast superstar session
albums, with the line-up
changing from track to track.
This time it appears that
Hillman’s taken his own band in-
to the studio and let them get to
grips with the task. There are
guest appearances — and how
anyone can seriously credit a
guy with playing the tambourine
on one track (even if he is
Michael Clarke) is just beyond
me — the most important of
which is Al Garth, ex-Poco, who
contributes some terrific violin,
viola, sax and recorder
throughout the album.

Overall it sounds as if Hillman
is trying this time — there are a
couple of tracks which could
have been better looked after by
Max Bygraves — but generally
there’s a purpose in his singing
and writing now which didn’t
exist before. High points on the
album are the superb ’'Clear
Sailin’ title track which is
reminiscent of the feel created
by Loggins & Messina in their
heyday album (similarly titled
Full Sail} and a tight little num-
ber called ‘Quits’. And there's
the opening track of the record
— Nothing Gets Through,
credited to Chris Hillman and
Pete Knobler. Now, if | could
only stop myself singing
Everyday — Buddy Holly — as it
came on {(and | might be wrong
about it) then I'd rate it as one of
the best soft-rock-west coast
pop songs |'ve heard for many a
long year. | really hope it's not a
rip off.

TS

ELVIS COSTELLO

MY AIM IS TRUE

STIFFSEEZ 3

Don’t care what the publicity
man says, Elvis reminds me a bit
of Tom Petty. His influences,
however, are considerably
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broader: {??? . . . Ed.) the Stones
(Miracle Manj, Elvis (no relation)
(Mystery Man) and The Byrds
(Red Shoes). And there’s more
to come — most of all, Elvis’'s

songs remind me of the
ubiquitous Nick Lowe {see
Rumour review), His voice has
the same sullen out-of-the-
corner quality, and his com-
positions often have that
characteristic cool “‘swing” to
them, though if anything the at-
titude s more snarling and
laconic, The ballad Alison, a line
from which the album takes its
title, is like one of Lowe’s slower
tunes, whilst the following
track, Sneaky Feelings, could
easily be one of Lowe's faster
tunes. And on top of all that,
who should be the producer of
the album but that selfsame
Godfather of Punk, N. Lowe. I'll
try not to mention him again.

The biggest drawback to My
Aim s True is jts appalling
brevity — only 27 minutes 10
seconds long, both sides, This is
especially irksome when all the
tracks are so good — surely Stiff
could have coaxed three or four
more songs out of him?

On the other hand, there's no
way the songs themselves could
have been spun out to greater
length. Each one is honed down
to skeletal simplicity, just as
they should be. “Big produc-
tion” is the last thing they need,
because the tunes stand up on
their own. So often we hear
albums which have simple ideas
on them bloated out of
recognition by flash studio
techniques and  orchestral
arrangements, or about 17
guitar overdubs. If a song is
good, messing about with it in
the studio can only diminish it,
unless it happens to be
something of Wakemanesque
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proportions.

Anything on this album would
make a good single. Whether a
hit single is a different question:
Elvis's lyrics are too sharp for
Radio One, his riffs too biting.
But who cares? You can still get
the album.

7
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RACING CARS

WEEKEND RENDEZVOUS
CHRYSALIS CHR1149

Despite being the only person in
the world who didn’t like They
Shoot Horses, ['ve always
reckoned the Cars are one of the
very few old-fashioned rock
bands with the power to make
you git up and dance. Their per-
formances are filled with just
that kind of funky energy.
Somehow, then, Downtown
Tonijght was a disappointment.
Maybe it had one too many
ballads on jt; maybe it sounded
closeted and restrained. This
time though they seem to have
got it right — Weekend Ren-
dezvous is altogether more “‘up
front”.

Graham Hedley Williams and
“Alice’’ Ennis have that perfect
two-guitar empathy  which
enables them to swap lead and
rhythm breaks as if they were a
single person. If Downtown
Tonight was Morty’s album, this
one Is theirs, because they have
taken most of the songs by the
scruff of the neck and shaken
them into life. | say most —
there are exceptions, songs that
are just songs, and seem to have
no other reason for their existen-
ce. Backwater Road and High
and Dry on the second side fall
into this unfortunate category.
Next time let’s have The Rhond-
da Reggae instead, please.

But everything else is good
news. Side one opens with a

jong-time favourite — Down By
The River, a similar tune to Pass
The Bottle on the first album,
and slips easily into second with
Ticking Over, jn which Graham
and Alice unleash the full power
of their guitar playing — a real
treat. Slow down to cruisin’
speed for Didn't | Tell You and
Clever Girl, the first of which
could be the next single if
Chrysalis are looking for another
They Shoot Horses. Then again,
they might choose the very fine
title track, which follows.

The second side isn’t quite so
strong, but does end in fine flat-
out style with Nobody’s
Business, a sure-fire encore
number to get the audience out
and stamping on the floor, if
they aren’t already.

Weekend Rendezvous is a
considerable advance for the
band, and self-produced to
boot. There will always be a bit
of a division between the slow
songs and the rockers, but
that’s what makes them in-

teresting. | refuse to end this
review with a motoring pun.
Just buy the album, okay?

THE RUMOUR

MAX
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Five old hippies are hunched
over a row of pinball machines;
the lights in the arcade are brash
and glitzy — a perfect setting for
the atmosphere set by Max.
Alternately fierce and romantic,
the songs are, | think, an ac-
curate reflection of what Brin-
sley Schwartz (the band) would
have been doing anyhow if they
hadn’t disbanded. The ghost of
Nick Lowe all but materializes
on every track — the first of
which was written by him.
Twiddly bits of Bob Andrews
piano and organ filter through
just like they did in the old days,
and Brinsley’s chopped rhythm
guitar sound hasn’t changed
either.

Graham Parker's temporary
absence seems to have set them
free to get back to that classy
feel they are more at home with.
Would they have attempted Do
Nothing 'Till You Hear From Me
with Graham? Or Jet Plane? |

don‘t think so. Parker's ap-
proach is simpler, more like a
*good honest rocker’’ than an
all-round singer of various dif-
ferent styles. And to be honest,
J don't think he has the depth of
musical accomplishment to
really stretch The Rumour. Hen-
ce this album.

On the other hand, a more at-
tacking feel to the songs has
been one of the positive benefits
of working with Parker. Martin
Belmont is also partly respon-
sible for this — four of the songs
are hits, and most of them are
somehow more hard and driving
than Nick Lowe's were. His
voice has taut, nervous edge to
it, perfectly suited to the
material. Two numbers were
written by Bob Andrews — one
of which is perhaps the best on
the album: I'm So Glad.

It's classy and it rocks. The
horn arrangements are great —
not at all corny. The sleeve is
also excellent. But as always
with the best bands, live is the
way to hear the music. That's
why I’'m keeping my eye on the
back pages of the weeklies.
Meantime, Max  will be
swivelling around on my turn-
table for quite a while. And
anyway there must be
something bad to say about it.
Damned if | can find it, that's all.

PD

SHORT CUTS

MOTORHEAD

MOTORHEAD
CHISWICKWIK 2

As you might have guessed, the
second LP release from the
Chiswick label. And just as The
Count Bishops’ album was
played and recorded without a
shred of pretension (just straight
r&b), Motorhead make no com-
promises either to the
"saleability’” of their material.
They are a three-piece band
devoted to brain-squelching
heavy metal. “You're always in
a screamin’ pain/There are no
leaders you can blame” they
rasp, before hammering into the
next riff. Yes, it’s true motorized
savagery, produced in a way
that will appeal to all savages
who like raw meat without any
dressing.

SUBMARINE TRACKS AND
FOOL'S GOLD

CHISWICK CH-2

Subtitled  “’Chiswick  Chart-
busters Volume One’’, this is no
more and no less than a collec-
tion of singles tracks from the
likes of Little Bob Story, the
Gorillas, Rocky Sharpe etc.



YOUR GUIDE TO THE MONTH'S MUSIC

ALBUM
TRACKING

gives you a really comprehensive record
and tape review service across the
musical board — rock, soul, country,
blues, jazz, folk. All written by experts.
For this alone Album Tracking is unique.

But there are also interviews, features,
news, hi-fi and the month's guide to
forthcoming tours. No music fan
should be without it.

ALBUM

WOULD ANYONE KNOWING
THE CURRENT WHEREABOUTS
OF SOUNDS ONE TUR-
NAROUND SALES, FORMERLY
REGISTERED AT 13 MOORFIELD
ROAD, SALFORD, MAN-
CHESTER, PLEASE CONTACT
BEAT IMMEDIATELY ON 01-359
5419.

TRACKING

THE AWARE GUIDE TO

CURRENT MUSIC

WENINTROGHCENONETO
WiTH HIS HELP (PLUS OF COURSE OUR
TANNDYS, NEUMANN. ARG & CALRELC
Mics e1c) WE. TURNED HIS IDEAS
INTO REALITY. AND NAILED THEM

ONTO A BIT OF TAPE!

4T BRom £5-50 — 8T FRom £10-00

WITH YOUR HELFP
| WE CoulLb bo THE SAME FOR YoU [l

SAV STUDIOS LINTED

34 CRICKLEWOOD BROADNVAY, LONDON NW2LSET

‘PHONE Ol- 450 55




When
‘Tony
Williams
Makes
Waves,

He Makes
Them

With
Gretsch.
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Tony Williams. Heart of the Tony Williams
Lifetime. A professional since age nine. And
son of a professional. Graduate of Miles
Davis and creator of rhythmic invention.
Always with class. Always with honesty.
“It’s not how fast you can play or how hip,”
he will say. “My responsibility is to play
the drums and let people know that there
is someone who can play...like that...”
He’s his own man. And he “lives” on
Gretsch drums.

Tony Williams’ Gretsch drums combine
good sound, beauty, and dependability. They
feature 6-ply, laminated, all-wood shells.
And a lightning throwoff that can be re-
leased with just a flick. They contain the
very finest workmanship (Gretsch quality
control is relentless). Plus that great Gretsch

sound.
Gretsch offers a complete line of profes- 6_” [ ;jl ”

sional drums and drum accessories. You'll
find them wherever great musicians are

making waves. The
And you'll find more and more of them as
time goes by. Because when The Sound Sound Wave
Waves of the Future are made, they’ll be Of the
made by Gretsch. F
Stop by your music dealer’s and hear for Uture

yourself. Or write for our free catalog. Start

making your own waves with Gretsch.
1801 Gilbert Avenue

Write today for free Gretsch catalog. Cincinnati, Ohio 45202
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Todd Slaughter
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ELVIS IS DEAD —
THE LEGEND
LIVES ON

Elvis the man is dead, gone from the world of
music amid unprecedented scenes of grief.

But Elvis the legend lives on.

Now in his own words, carefully compiled and
edited before his death, Elvis talks about his
amazing — and tragically short life.

He talks about his music, his wife and child, his
films — everything that made Elvis the world’s
greatest solo singer reputed to have amassed a
fortune of over 3000 million dollars.

ELVIS PRESLEY is written by the one man in
Britain who knew Elvis best — Todd Slaughter,
secretary of his fan club who was with Elvis just a
short time before his death.

ELVIS PRESLEY tells Elvis’ life-story from the
singer’s point of view. In his own words.

It's the definitive, personal story of Elvis.

ELVIS PRESLEY. On sale NOW from all leading
bookshops. Read Elvis’ version of his fantastic life.
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RELEASE YOUR

OWN RECORDS

Beat looks at the Do-It-Yourself
disc business and a few bands who

organised their own labels. How difficult

is it, and what are the rewards?

guestion is, why bother?

What can a small, pen-
niless band do on their own
label that one of the in-
ternational giants can’t do a
thousand times better? The an-
swer is, nothing really. But what
you do getis complete freedom.

The great minnow-like shoal
of obscure new labels is living
proof that just about anyone can
do it if they set their minds firmly
enough to the task. And it really
isn‘t as difficult as you might
think.

The first band to release a
record off their own bat were
The Buzzcocks in Manchester.
What they had in mind was an

The first and most obvious

EP of four songs, but they were
concerned to do it their way. "If
we’d accepted a record deal at
that time, we wouldn’t have had
much control,”” drummer John
Maher told me, ““and that was
the main reason.” In addition,
they wanted to know what they
sounded like on stage — to have
a definitive recording of the
band that was a true reflection
of them, and not just the fantasy
of a record company publicist.

Self-help

Pete Shelley, the guitarist,
borrowed £250 from his father,
and they managed to scrape up
another £450 from friends. The

studio they decided on was In-
digo, then a 16-track outfit, now
24-track. The recording was
done more or less live in the
studio: they did three takes of
the first number while they set
up the sound. An hour was
spent getting the drum sound
alone. For the remaining three
tracks they indulged in one
guitar overdub each — in the
case of "“Boredom”, it was no
more than a 2-note guitar solo.
Total recording time: four
hours.

“The people in the studio had
never seen a band recording in
that way before. Most of them
had never seen anything like it,
so they were pretty sceptical at

The Buzzcocks created their own New Hormones label

first.”” But it worked. The whole
thing only took four hours and
cost a little under £200, in-
cluding the mixing.

The arrangements for studio
time and various other
organizational chores were done
by Music Force, a kind of self-
help agency for bands in the
Manchester area. Martin Zero, a
leading light in Music Force with
some recording experience, ac-
ted as their spiritual adviser in
terms of obtaining the right
sound, but all the decisions
were taken by The Buzzcocks
themselves.

When the four songs were
down on tape and had been
given a rough mix, the next job
was to take it away and listen to
it for a week to decide how the
final mix should sound. Having
done this, it took a further two
hours to convert the rough into
asmooth, Was this difficult?

“Not really,” said John. At
the time it was easy, or it
seemed easy because there was
just one lot of monitors to hear
the tape through. But we've
learned our lesson. We're not
happy with the sound we got,
and next time | think we'll know
better what we want.” But
when it emerged on vinyl they
were simply delighted at having
got their own record out on their

own label — New Hormones.
All other considerations were
secondary.

Having got their master tape,
they had to get a master disc cut
from it. Phonogram did this and
also pressed a thousand copies
at a cost of £220. The picture
sleeves cost £100, but it's
possible to get this done more
cheaply. Dalga Press in
Bromley, Kent, are recom-
mended as giving good value.
And of course you don't
necessarily need to have a fancy
sleeve. The label is stuck to the
discs as a part of the pressing
process, and here again you can
take the option of spending
more on a special plate if you
want some kind of logo for the
label. No more than £25 should
be necessary for this.

Distribution of the finished
product proved to be no
problem. The band were on
good terms with Virgin Records
locally, and in London Virgin,
Bizarre and Rough Trade all
agreed to take a hundred copies
each. When these were sold
within a week the shops around
the country began ordering
copies. The sales figure for the
EP (“'Spiral Scratch’’) was 12,00
— and rising.

Meanwhile, down in London,
another band have formed their
own record label. 999 are a

continued over
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newer outfit, but are as deter-
mined as the Buzzcocks to have
total control over their own
music. Such is the ‘economic
viability’”” of punk bands these
days that 999 were offered open
cheque books by no less than
five major record companies —
after their third ever gig! But far
from leaping eagerly into the ar-
ms of one of these giants they
decided instead to create
Labritain Records, named after
Pablo Labritain, their drummer,
whose brainchild it was.

"The first thing we had to
do,”” bassist Jon Watson told
me, “was to select the right
song—not necessarily the most
commercial song, but the one
most typical of the group.”
Albion Leisure Service, their
management, put up the money
(thus solving the biggest
problem), since the band were
ploughing all their money into
gigging expenses. They selec-
ted TW Studios in Fulham
Palace Road — the same studio
as the Stranglers used for their
albums, -and for the single they
recorded undér the name of
Celia and The Mutations. The
producer of that single was one
Andy " Arthurs. 999 decided to
use him for their session — not
because he is a "'punk person”’
{which he isn't) but because he
was sympathetic and willing to
let the band do it their own way.

Pressing

They spent two days working
on the recording. The first day
was occupied with doing
demo’s of four songs. Again the
drum sound proved the most
tricky. Not only was there the
usual problem of spreading just
the right number of J-Cloths
over the skins, but Pablo found
all the mike stands unnerving;

being shut off in a booth was’

disorientating, and getting used
to headphones was also dif-
ficult. Having only played live
before, they found the lack of an
audience strange, and it was
hard to summon up sufficient
reserves of gusto and energy.
Unlike the Buzzcocks, they
were wary of attempting to
record "live in the studio”, since
the sound stood a good chance
of coming out as a soggy mish-
mash. The vocal and lead lines
were overdubbed on to the
backing track. They found
mixing the hardest part, and
couldn’t make up their minds
between two versions of one
song: one version was better
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eventually used must remain a
mystery!

The master tape was cut at
Abbey Road, on Albion’'s ad-
vice. Pressing was done by EMI.
Their original estimate of 5000
was increased to 10,000 in
response to advance orders.
They chose to use a picture
sleeve rather than a plain one for
a number of reasons: a) they
had enough money to pay for
artwork and printing costs, b)
the punters naturally prefer a
sleeve with something on it, and
c) it helps sales. When NME
reviewed the record, they
reproduced the sleeve in their
editorial, which helped.

Distributor

Everything so far had gone
according to plan. They en-
countered their first real
problem when it came to
distribution. The distributor they
approached initially wanted to
charge them so much that it
would have put the price up to
f1 a copy retail. By keeping
some copies back from this
rapacious company, however,
and using a different one as
well, they were able to peg the
price to 70p. Avoid monopolies
or do it yourself seems to be the
lesson here. Marketing a record
isnt easy unless the whole
operation is pretty small-scale in
the first place, and it's best to
check out as many different
methods for cost before making
a firm commitment.

All the independence in the
world, however, is a waste of
time if you're going to gurgle

quietly beneath the waves at the’

first hint of financial trouble.
The idea is to preserve artistic
contro/, not to set up a bucket-
shop rival to CBS. Thus the
Buzzcocks will in future be
going out through United Ar-
tists, preserving New Hormones
as a label for new acts.
Popularity has meant that they
can no longer handie
distribution on their own, and
UA know that the Buzzcocks
will stay with them if they are
left alone to pursue their ideas.

Similarly, 999 have “done it
themselves’” in order to get
familiarized  with .all  the

processes from A to Z. The ex-
perience has meant that if and
when they do sign with an
established label, they stand less
chance of being manipulated.
Any readers seriously in-
terested can get in touch with
Labritain Records, c/o Albion
Leisure Service, 12 Putney
Bridge Road, London SW15.
New Hormones are at 182 Ox-

ford Road, Manchester 13. [ |

PARSONS

NOSE FOR
MINI-EPIC

Engineer/producer tries
the solo project . . .

ven as recently as two
E years ago the name of
Alan Parsons — studio
engineer turned highly respec-
ted producer — was well-known
only to those behind the scenes
in the music business. He'd
worked with a score of artists,
most notably with the Beatles
and Pink Floyd as engineer, and
after turning his talents to
producing found himself much
in demand after cutting albums
with Cockney Rebel and Al
Stewart.
Yet it was only with the

acquisition of a manger, Eric
Woolfson, and the release of the

‘Edgar Allen Poe: Tales Of
Mystery  And Imagination’
album which they conceived
together that Parsons began to
gain wider recognition. His
name moved from the small
print at the back of the album to
full status at the front — as the
Alan Parsons Project. If this
album caused a small stir, it was
the second ‘concept’ album, '{
Robot’, released a few months
ago that really did the trick
charting almost immediately
and on the way establishing
Alan Parsons as the ‘artist’ after
ten years behind the glass
screen.




"It's the merry-go-round I've
seen from the sidelines, and I'm
not sure |I'm actually very good
at being in the limelight. But it's
something you've got to accept.

"After Eric became my
manager | had to take a blunt
look. | had had a lot of success
with Floyd, and with Pilot, and
apart from getting a good name
had little else except a Grammy
nomination (for ‘Dark Side of
the Moon’) to show for it. | cer-
tainly couldn’t handle money
deals or anything like that
myself, whereas Eric knew the
business . . . he recognised that
} was in dernand and his job was
to get my name across.

“You just have to say; thisis a
piece of plastic, this is en-
tertainment. It is a business and
there are marketing ploys, that's
the way it works. And as long as
you enjoy doing your job — and
feel it's worthwhile there’'s no
point in going into any deeper
meaning.

“I’'ve got my bit to do and Eric
has his — what each of us is
best at.’’

The flourishing Alan Parsons
Project, and indeed the ‘pro-
ducer with a manager’’ is cer-
tainly a long way from his first
job — as a research laboratory
assistant for EMI. Yet the new
‘artist’ is as honestly straight-
forward about his early career
advances as he is about his
present position, as befits
someone who has been involved
in the music business on both
sides for over ten years.

“I'd listen to the tapes of

‘Revolver’ and ‘Sgt. Pepper’
and get frustrated at not
# Flid 2 e f&; &
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knowing how it was done; |
gave up an EMI training course
to work as what was described
as an 'assistant engineer’ at Ab-
bey Road and when | got there |
thought that was it — the dream
fulfilled.

""At the time studio work was
regimented much more than
now, you've now got more
people involved and a much
looser environment to work in,
but | was there with the Beatles,
with John and Yoko and their
bed in the studio, and they were
changing everything.

""Looking back I'd say that the
successful  engineers  knew
nothing about electronics —
either you have it or you don't,

~and that's the way |'ve always

worked.”’

Parsons served his ap-
prenticeship at a fruitful time.
He worked with the Hollies
using only a 4-track, on
‘Gasoline Alley Bread’ for in-
stance, and remembers this
period for learning what he ter-
ms as "‘vital lessons’’ in getting
on with people in the studio.

"It has developed — for
everyone's benefit — into much
more of a team thing now, yet
the engineer used to be the one
who had to keep his mouth
shut,”” says Parccns. “You
realise that eve.* a tape operator
can make or break are -d, and
if you can come out at the end
of the day having changed
things and avoided being bored,
or allowing things to slip, you've
done well. It's even more im-
portant to me now as I'm in
charge and people have to feel
involved.”

He continued to work at Ab-
bey Road as staff engineer, a
position he still holds. There was
no shortage of exciting projects,
particularly with Pink Floyd, and
‘Atom Heart Mother’ and 'Dark
Side Of The Moon’ provided
him with what he calls a
"creative challenge” as well as
increasing respect within the
business.

""The only way you can gauge
how successful you've been is
when someone rings up and
asks for you,”’ he states simply.

"I moved from engineering in-
to production later almost by ac-
cident ... | could supply
production ideas and | knew the
people | was working with so |
started to try a few things.
There were a few drawbacks; |
did some co-production and my
name didn't appear on the
record, or the record wasn’t
released (in fact an album with
John L. Watson) but gradually |
began to increase my scope.”’

After ""hanging on as long as |
could’”, Parsons consulted his
soon-to-be-manager, Eric

Woolfson, who the tall and af-
fable producer claims:
"provides the best of both
worlds he's a Scottish
Jew"’, and the idea of the first
Alan Parsons Project album was
born. Woolfson provided the
lyrics, Parsons wrote the music
and produced, using Pilot as the
instrumental nucleus.

‘Mystery And Imagination’
was a mini-epic from the start,
orchestration and a variety of
sound effects adding to the
‘concept’, giving Parsons full
rein for his first solo venture.
And both the conceptual and
marketing pioblems that con-
fronted the album then remain

relevant to him — and to ‘I
Robot’ today.
Derivative
Parsons explains: “If you're

starting from a rock, i.e. guitar,
keyboards, bass and drums
group, format and moving into
something different — which is
what we were trying to do —
you run into the difficulty of
having to present the music in a
convenient way. You don't
want to serve atmospheric, and
even ethereal, music up in
three-minute slices, but you
have to compromise otherwise it
would never get listened to. You
are aiming for an audience after
all, and perhaps 'Mystery And
Imagination’ was a little con-
fusing — with one long or-
chestral piece particularly —
and inevitably it was derivative.
Yet | feel the concept worked —
the atmosphere of Poe came
over."”

_The album garnered several
favourable reviews and wasn’t
forgotten immediately. Parsons
meanwhile continued his
production work, while seeking
to develop the themes of
‘Mystery And imagination’ using
choirs and orchestra further in a
yet more ambitious project.

Enter 'l Robot'.

Parsons several times likens
both his Project albums to films
— each carefully worked out
part of the theme fitting into a
story whole. With ‘I Robot” they
took six months generating
ideas, five months recording
{which Parsons reckons was
reasonably fast) in an attempt to
combine spontaneity and per-
fection.

For the ‘theme’ they rejected
Asimov’'s ‘Laws Of Robotics’,
envisaging instead of peaceful
robots that they would
dominate in future, taking over
from humans.

For the perfection, which Par-
sons feels still wasn’t fully at-
tained although he accepts
some of the compromises, each

segment was scored for dif-
ferent voices and each different
style moulded into the whole.
Thus Pilot, John Miles, Steve
Harley {("“when | produced him
before | used to treat him like
God; this time | was in charge”’)
Allan Clarke, Pilot and a host of
others were casted into what
Parsons saw as their various
roles to obtain “‘a fitting sound’’.
They also invented the ‘Projec-
tron’, a synthesised-circuit
keyboard panel capable of han-
dling any sound.

“You always keep the
parameter, it either works or it
doesn’t’”, says Parsons. ‘I

didn’t work like an artist with a
fixed idea, it was more a skill of
placing segments into some
kind of running order without
losing sight of the concept’’.

“l want to continue
developing orchestration, and
certainly stick with themes. It is
possible to get it over as
aesthetically pleasing too —
having been always on the
producing side | can take thatin-
side view, people have got to
say nice, | like that. And to do
that you have to be aware of
how the album is going to be ex-
posed; as long as you don't
have FM radio format you have
to have segments, or available
slices.”

“Pink Floyd would probably
shudder at the thought, but it's
better that peopie listen to one
bit rather than nothing at all —
it's just the way the industry
works.”’

With the chart success of ‘|
Robot’ Parsons would appear to
have proved his point, and he's
realistically aware that the in-
creasing scope of future pro-
jects—in his position at least—
depends on just such success.
The new ’‘idea’ for instance is
likely to be a double album on an
even larger scale than ‘| Robot'.

And while he doesn’t claim
complete originality — “l've
always been influenced by
others, Floyd of course, and I'm
still working in a rock format
basically’” — he does feel part of
a vanguard, a small number of
artists who are attempting to do
something different.

"You have to put ‘projects’
into a category,”’ he concludes.
“There aren’t that many who
are experimenting — Vangelis
and Floyd perhaps — and I'm
fortunate to have had the time
and resources to be a bit more
adventurous. Hopefully it's
something there will always be a
place for.”

by John Shearlaw
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THE
NOUL PROJECTOR

A reasonable allernative to the
“Black Box Blues”

After extensive research into the
soundman’s “‘response vs. portability”
dilemma we've arrived at what we feel is
the ideal solution...The Peavey Vocal
Projector. The Vocal Projector system isa
compact, highly portable system that maintains
the wide frequency response of the bulky
theater type "“"Black Box" enclosures.

These new enclosures are bi-amp
compatible and employ matched low, mid,
and high frequency components in a three-way
system that is crossed over by a precision
inductor/capacitor type crossover network.

Lows are handfed by a super heavy-duty
15" driver employing a 3% pound magnet
coupled to a 2" aluminum voice coil assembly.

Low frequency is enhanced even more by the
Vocal Projector’s ported, horn loaded enclosure.
The mid range of these systems is provided
by a high quality folded horn. This horn is
coupled to a motor/driver assembly with a
1%"" voice coil wound on an extremely heat
resistant phenolic coil form.
The extreme high frequencies are
reproduced by the popular Piezo super tweeters,
and add response to 20 KHz

High guality, selected components in a
well designed system make the Peavey Vocal
Projector unmatched in value...a truly.
outstanding alternative to the “"Black Box"

PEAVEY ELECTRONICS (UK) LTD.

49, THE BROADWAY, HAYWARDS HEATH,
SUSSEX RH16 3AS, ENGLAND.

TELEPHONE: (0444) 58301 TELEX. 87265



SPEAKER
CABINET
SURVEY

Following last month’s chassis
speaker survey, we turn this
month to a full examination of
P.A. equipment and speaker

cabinets.

ACOUSTIC

Available here from Kingfisher
Music in Fleet, Acoustic have long
been respected by bass players.
Their 201 cabinet utilises two 15
full range Altec 418 speakers and a
high frequency horn, which looks af-
ter the frequencies above 300Hz and
is perhaps the main reason for the
legendary qualities of projection in
this unit. The characteristic sound of
a stack with the 201 as its speaker
section is "“round” as opposed to
“metallic’’ or “’biting”.

The 204 speaker cabinet in-
corporates 4 x 12 Acoustic-
designed speakers in a sealed
system. Other cabinets of the
straightforward sealed type include
a6 x 10" and2 x 15’ — numbered
as the 104 and 106 respectively. A
true giant of the range, however, is
the vast 301. It features an 18

Vega speaker, rear loaded in a
folded horn enclosure. The ad-
vantage of such a large driver is its
additional potential for sheer
volume, and again the folded horn
gives that extra projection that all
bass players seek.

Other speakers include the
cabinet that surely has all the others
beat for lack of compromise: the 476
has two 25" speakers in a tuned port
enclosure, the port being located in
the centre-front of the cabinet.

ALTEC

Based in Anaheim California, where
presumably they have the op-
portunity to use the enormous
Anaheim Stadium for testing, Altec
manufacture a wide range of PA
speakers, power amps, mixers and
accessories. The 1219B Speaker

System utilises a 418 type high-

power bass driver in a bass reflex en-
closure, and an 811B horn with an
808-8B driver. The 1219B has an
epoxy-finished cabinet, and features
a 1224 A biamplifier inset in the front
grill. Altec claim the biamp concept
‘results in an efficiency of power
transfer not possible in conventional
systems.” The amp produces 100
watts through the bass speaker and
another 50 watts through the horn.

Altec christened their PA speakers
‘the Voice of the Theatre’ after
discovering some forty years ago
that by using both a metal high
frequency horn and a low frequency
cone type woofer the highest quality
of frequency response for the
human voice and full range of music
could be achieved. Other units by
Altec worth checking out are the
1218A, 1208B, 1204B, as well as
some excellent column speaker
systems.

BOSE

it seems strange that such a well-
known manufacturer should make
but a single speaker cabinet, but
such is the case with Bose. The
cabinet in question is the 800; it con-
tains multiple identical drivers with
full-range potential, thus eliminating
the need for crossovers. The en-
closure is air-sealed, since this is
considered to mitigate the extremes
of boominess or piercing sound.

The best application for the Bose
is with drums. The 800 is per-
manently built into a case made of 7-
ply birchwood, covered with heavy
cloth-backed vinyl. Binding is with
vulcanized fibre and all corners have
riveted metal protectors. Though it
weighs a mere 43lbs, it can handle a
continuous 125 watts input.

BRODR. JORGENSEN
In amongst all their other activities in
the music field, ranging from effects.
units to highly sophisticated syn-
thesisers and excellent string
machines as well as their combo
range, Roland also manufacture a
wide selection of PA speaker cabs,
often recommended for use as a PA
system integrally with mixer amps of
their own design. The small cabs are
the Speaker System PS-20 and PS-
40, each being rated at 20 and 40
watts  respectively, the latter
through 16 ohm impedance. Further
up the scale are the PA-60 and 120
speaker system. The 120 contains 6
20cm speaker drive units.

In addition to the conventionat
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cabinets, Roland also produce the
Revo Sound Systems for use mainly
with organs. The Revo system em-
ploys a digital scanning electric cir-
cuitry which Roland say converts
original sound into ‘revolving
stereophonic sound for wide-
spreading sound effect’.

CAMBRIDGE ROCK

A comparatively new firm in the
speaker cab industry, Cambridge
Rock hail from (wait for it} Cam-
bridge. Primarily they see their func-
tion as that of PA builders, but are
also flexible enough to find outlets in
a variety of applications, including
disco’s. The bins are custom-built,
though to proven formulae, and
whole systems are available in a
variety of configurations; choice of
speaker is wide open, and empty
cabs can also be supplied.

In short, it seems that Cambridge
Rock are anxious to please the
customers in every department. It is
merely necessary to ring Marc or
Mick on Cambridge 65093 to
discover how they can help.

CARLSBRO
A range of inexpensive speaker
cabinets is available from this Not-
tinghamshire company. Starting
with the HF horn units, of which
there are three of various power
handling capabilities, that range
continues with a new 1 x 12" 60
watt cabinet with a HF horn, 2 x
12”7, a2 x 12 with a horn, and a
120 watt 2 x 12" with a horn. The
bins include a full range flare rated at
120 watts, with 2 x 12 for the
bass, an RCF 50 watt horn for
midrange and two Pieze electric
tweeters for the highs. Then there's
the bass bin in the form of a W-box
with a pair of 12’ 60 watt Power-
tones (Carisbro’s own), and a3 100
watt mini-bin with a rear-facing 15"
speaker and a pair of centrally
mounted HF horns. 3
Other speaker cabjnets, not
necessarily for PA, include a 2 x
12" flare ported cab, a4 x 12" high
power lead and a solid 1 x 18" bass
reflex. All the bigger cabs have
recessed carrying handles. In con-
clusion, a pair of new monitors, both,
capable of 60 watts output, one
powered and one extension cab
have been introduced in recent mon-
ths.

CLEARTONE i

One of the most interesting features
of the CMI speaker range is thelr
low-to-medium prices. According to
sales boss Roger Heathfield, the
bins and all-purpose cabinets are the
ones that go down best with the
punters, and these feature a 100
watt job with a 15" speaker and a
pair of horns, catalogue number
152, price £167. Then there’s the
2124 all purpose bin, featuring 2 x
12" speakers, a pair of piezos, a pair

work for

Street, London W8 5NP,
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of horns and a port, at £199. The
most basic model in the bin area is
the 120 bin, a simple 50 watter, at
£95.61. In addition, Cleartone have a
good breadth of cabinets for use
with instruments, 4 x 12's, 2 x
15"’s, and so on.

CUSTOM SOUND

From the unlikely sounding town of
Oswestry up on the Welsh border
come Custom Sound’'s excellent
range of speakers and amps. Beat's
been particularly happy with much
of this equipment, and many
readers’ letters received here in the
office support our opinion. The
Compact E-Form cabinet was
designed to give musicians the
sound quality and penetrating ability
of a folded horn enclosure in a com-
pact cabinet. The unit houses a
choice of 15" driver units and is
available in two models capable of
handling either 75 or 125 watts.

For guitarists there’s the CS 7412
which is a 4 x 12" cab in which
each driver will handle 50 watts and
is mounted on a V-baffle to ensure
good sound distribution and
penetration from a compact en-
closure. From their very wide range
of PA rigs suitable for almost every
conceivable application, through to
the CS7112DH, an extended range
stack top containing a 12’ twin cone
driver units in a sealed and ported
cabinet, the Custom Sound range is
well worth very serious con-
sideration if you’re in the market
place!

ELECTRO-VOICE

A remarkably large array of speaker
systems is available from E-V,
whose British distributors, Gulton
Europe, are currently engaged in a
drive to make them more widely
available here. Newest amongst
their range is the Sentry V all-
purpose monitor, 20 x 28% x
11%" in size. Its frequency range is
45-18,000Hz, delivering peaks of up
to 300 watts, and the dispersion
covers 126°, with the aid of a
rotating tweeter.

The Sentry IV is a different kettle
of fish altogether. It's a three-way
all-horn loaded system which disper-
ses sound through 60° vertically and
120° horizontally. The midrange and
HF horns are of a new sectoral
design, whilst the bass end is han-
died by a folded horn with two 12"
cone drivers. The frequency range is
thus a wide one, from 50-18,000Hz.

The E-V Eliminators are also
popular items: the EVM-15B bass
speaker is coupled with a 55Hz ex-
ponential front-loaded horn. The 1A
has an additional pair of high
frequency compression drivers.
Eliminators 3 and 4 are both bass
reflex bins, the latter having added
depth.

FAL

Futuristic Aids Limited have a good
selection of speaker cabs to choose
from including their handy Add-On
Horns which have two Celestion
horns fitted and are recommended
for use in pairs with 100 watt
systems. The FAL Horn Loaded Bin
is a much larger cabinet, obviously,
and includes a massive 15 bass
speaker combined with the twin
Celestion horns, and is recom-
mended for universal application, in-
clude disco use.

Also in the FAL rangeisa2 x 12"
cab with twin 12" wide range
speakers incorporating large
parasitic, which with the Celestion
horn located at the top of the
cabinet, gives a far cleaner sound.
For rather less money you could pur-
chase the FALS50, an inexpensive
general purpose enclosure in-
corporating a 12 14,000 Gauss unit
capable of handling 50 watts. The
cab is compact and fitted with a
strap handle for ease of carrying.

FUNKSHUN
Funkshun are a new name to our
pages {we'll be having a look at their
shop in Northampton in next mon-
th's issue) who seem to be on the
ball in the cabinet game. Many of
their speaker cabinets are available
in two versions, the standard model,
and one which they call ‘the Pro’
which has professional quality (their
term) drive units. A quick tour of the
range finds a cab for virtually every
use from the small 1 x 12" 50 watt
model, via a selection of Bass Bins,
throughto a Pro 1 x 12’ with Horn.
In addition to their cabs Funkshun
also produce a selection of Horn
units, including the R.C.F. Mid
Range 100 watt horn which is
recommended for use in conjunction
with a bass bin to produce optimum
mid range frequencies. Interestingly,
Funkshun have taken their develop-
ments one stage further to manufac-
turing a range of Flight Cabs which
are constructed from  wood
laminated with a thick layer of fibre

INPERPR

Practice kits for drummers
Available from:

accent

6 Station Parade, Woodthorpe Road,
Ashford, Middlesex TW15 2PZ — Ashford 45701

LIMITED

which provides a much more
durable finish than standard vynide
cabs. The fibre angle is rivetted to all
edges to give added protection.

HIWATT

Hiwatt have built up a very enviable
reputation — one which is fully sup-
ported by this magazine — for ex-
cellent PA equipment, and amps
etc. In the cabinet field, there’'s the
4122 lead or bass cab containing
Hiwatt specified speakers. Each
speaker in the 4122 handles 50 watts
on a 16 ohm impedance. The
speakers have a 17,000 Gauss
magnet size and a 2'' voice coit and
the whole cab is rated at a nominal
150 watts RMS or 200 watts
maximum. A little up the scale is the
similar SE4129 with larger, more
powerful drive units giving an
overall rating of 100 watts nominal
or 150 watts maximum. For bass
guitarists Hiwatt have the SE150 on
offer, a bass reflex enclosure fitted
with two Hiwatt specified loud-
speakers, type 15319. Delivering a
frequency response covering the
range between 40-3,500 c/s, the
cabinet can handle a hefty 200 watts
maximum.

KEMBLE-YAMAHA
It is always a mistake to overlook
Yamaha in the search for music
technology, and the same applies
when it comes to speaker cabinets.
All of them are braced with wood
struts and blocks and reinforced fur-
ther with metal corners. Castors,
recessed carrying handles and
"stackability” dents in the top and
bottom of every one come as stan-
dard. The 610S is a lead cab em-
ploying 6 x 10" speakers with a
total handling capacity of 180 watts
rms. The bottom end is kept tight (if
you'll pardon the expression) thanks
to the sealed back construction.
General purpose playing is taken
care of with the 412S, handling 240
watts, or the 212S, looking after
100. The basic bass cab is the 115S,
a sealed enclosure, whilst the 115L is
a rear-loaded folded horn model
designed especially for the electric
bass, giving out 120 watts. Finally,
the 215L is similar to a pair of 115L's,
though more compact. The rear-
loaded folded horn enables it to put
out 240 watts rms. As Yamaha put
it, you can get down with the 115L,
but with the 215L you can go off the
deep end. (| don’t get it either.)

LEECH

High power enclosures are the
metier of Leech Manufacturing Co.,
who make cabinets for a number of
“name” companies. Every area is
covered, from 1 x 12" bins and 12
monitors to much larger reflex en-
closures of many different designs.
The firm specialises in supplying am-
plifier manufacturers and
distributors all over Europe, to the
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Phoenix
amplification
dealers

see one

today !

London

W1 Sounds, Shaftesbury Ave.

WC2F, D & H Music, Charing Cross Rd
W12 Maurice Plaquet, Shepherds Bush
W13 Tempo, Ealing

E11 Freedmans, Leytonstone

N17 Nth London Organs, Tottenham
SE13 S Eastern Entertainments, Lewisham
SW17 Session Music, Tooting

Barnsley Kitchens
Bexhiil-on-Sea Birds
Birmingham Yardleys
Boscombe Eddie Moor’s Music
Bradford Kitchens

Brentwood Soundwave

Bristoi John Holmes

Bromley Sharon’s Music

Bury St. Edmunds Albert Ballam
Canterbury Socodi

Cheitenham Chit. Organ Centre
Chester Dawsons

Exeter Greenhalgh Music

Fieet Kingfisher Music

Guildford Andertons
Haniey/Stoke-on-Trent Chatfields
Heiston Tottles Music Shop
Hereford Picton Music
Hove/Brighton Southern Music
Huli Cornells

ipswich Albert Ballam
Launceston Tottles Music Shop
Leeds Kitchens

Leicester Sound Pad

Liverpool Frank Hessy
Lowestoft Morlings

Luton Luton Music Centre
Maidenhead The Sound House
Maidstone Sharon Studios
Manchester A.l. Music
Mansfield Carlsbro Sound
Middlesborough Cleveland Music
Newcastie Rock City MusicCo
Norwich Cookes Band Instruments
Oxford Taphouse & Sons
Portsmouth Courtney & Walker
Preston Dawsons

Reading Rumbelows

Salisbury Suttons

Scarborough B. Dean

Sheffield Johnsons Soundaround
Southend Chris Stevens Music
Stockport Dawsons
Sunderland White Sound Equipment
Swindon Swindon Music Centre
Tunbridge Waells Sharons Music
Wallasey Rumbelows/Strothers
Warrington Dawsons

Wigan Dawsons

Winchester Whitwams
Worcester Worcester Music Centre
Scotland

Bathgate Music Box

Glasgow McCormacks Music
Nth. lreland

Belfast Marcus Musical Instruments
Wales

Carmarthen Picton Music
Cardiff Sound Centre

Merthyr Picton Music

Newport Sound Centre
Swansea Picton Music

Tredegar Sound Centre

Eire

Dublin McCullough Piggott




Inthe 607s it was Marshall
In the 70’s it was Fender

...for the 805 it is Phoenix

Few makers of amps seemed to have moved out of the leather- Phoenix HAS THE GENUINE
cloth covered wooden box syndrome despite the dramatic VALVE PRE-AMP FOR THAT
advances in styles, techniques, materials and electronics in the "REAL MEATY VALVE SOUND

last 20 years.

Phoenix jumps ahead with its new styling, new materials and
new electronics to produce an exceptional new sound range.
When you see and hear Pheenix, you will agree it is the amp of
the 1980’s.

For your protection Pheenix is patented, registered and the
design is copyright so nobody can pretend to be Pheenix!
And our confidence in Pheenix enables us to give you a
two year guarantee.

Visityour Pheenix dealer now . . . and test the Phoenix for yourself.

Phoenix features

# Genuinevalve preamp for ‘real meaty’ valve sound
® Two completely independent input channels

@® High power 100 watt transistorised power amp

@® Extrainputs and outputs for effects units

® Integral storage space for cables and leads

@ Lightweight, hardwearing, virtually unbreakable
case in structural plastics. manufactured by

#® Speaker cabinets available to ‘mate’ with amp British Music Strings Ltd.,
Model PHS1 2x12"° Model PHS2 1x15" Pontygwindy Industrial Estate,
(Both units: 8 ohms 120 watts rms) Caerphilly, Wales, U.K.
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Boosey & Hawkes (Electrosonics) Limited have
designed the new range of Sonorous Speakers to
meet the specific demands of the pro and semi-pro
on performance, portability and price.

The careful matching of the amplifier, loud speaker
and rotor unit gives a remarkable bright and punchy
sound, yet retaining a full breadth of tone.

The exclusively designed case in deep maroon vinyl
has tremendous stage appeal. It is very robust and
has extra strong and conveniently-placed carrying
handles. It also has built-in castors for easy
movement. Through expert design and using high
quality components, the Sonorous Speaker gives
you maximum output with tonal advantages.

Music speaks more effectively than words — put
your sounds into a Sonorous Speaker Cabinet —
and hear the difference.

601 RRP £425inc VAT

Model 601 single channet tone cacinet with 2-speed rotor, chorale
or tremolo. Straight tone is obtained with rotor stationary. The
amplifier delivers up to 60 watts RMS into a 12” ALTEC driver.
Upper frequencies are reinforced by two 2.5” Piezo electric
tweeters also driving into rotor assembly.

Approximate dimensions: Height 293" (750 mm).

Width 234”7 (590 mm). Depth 19” (463 mm).

Approximate Weight: 93 Ib.
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SPEAKERS

0! lOfO uBoosey & Hawkes (Electrosonics) Ltd.
4 Brick Knoll Park, Ashley Road, St. Albans, Herts.

Telephone: St. Albans 60181

SOnoIous

602 RRP £560inc VAT

Model 802 singte channel tone cabinet with Bass and Treble
2-speed rotors, chorale and tremolo. Straight tone is obtained with
rotors stationary. Output 60 watts RMS through 12" Electro Voice
Bass driver. Upper frequencies are channelled through an Electro
Voice Re-entrant driver giving greatly increased sound dimension
without loss or sensitivity.

Approximate dimensions: Height 441” (1130 mm).

Width 234" (590 mm). Depth 19”7 (483 mm).

Approximate Weight: 128 tb
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Hollingbourne House, Hollingbourne,
Kent. Tel: 062780 555/6/7.

30 into 8 into 2 “D"" Series
Custom built for Rig Hire, London
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STRING MACHINES

UK TRADE DISTRIBUTORS

hornby skewes

specifications of the individual
client. They are based at Flixton near
Manchester, to where all enquiries
should be directed.

LOCKWOOD

High quality monitor speakers from
Lockwood are to be found in many a
British studio, and we recently
received a letter about them here at
Beat from their managing director.
The correct title for the speakers, it
seems, is Lockwood Monitoring
Loudspeakers, not “'cabinets’’.

The  first of Lockwood’s
Monitoring Loudspeakers, and the
biggest, is the Gemini Major free
standing model, with two Tannoy
HPD 385A 15 dual concentric
drivers, at £620 each, and the range
wends its way down to the
Academy |, Il and Ill at £205, £180
and £160. These prices do not, of
course, include 8% VAT.

In June Lockwood introduced the
Universal Minor, a wall or ceiling-
mounted monitor with Quad 50.E
power amp and Tannoy HPD 295A
10" dual concentric speakers.

MALCOLM HiLL

More renowned for supplying live
mixing consoles than for speaker
systems, Malcolm Hill Associates do
indeed build PA, and one of their
customers this year has been that
excellent little r&b combo Racing
Cars. The standard Hill 2000 watt
system includes four T5K Super
Tweeters, Four M45 midrange units,
four B212 bass bins and four W12
monitor cabinets, though obviously
custom orders would be welcomed
by the firm at Hollingbourne House,
Hollingbourne in Kent.

MAINE

Maine, in addition to their wide
range of well respected amps, com-
bos and road mixers, also produce a
selection of speaker cabs that are
worthy of attention in a survey of
this kind. For lead instruments there
is a choice of two different cabs, the
212 and the 412, As the names is a 2
x 12" anda4 x 12", Both cabs are
infinite baffle closed back enclosures
with front loaded speakers and a
removable  baffle grille, and
Celestion loudspeakers. The 212
handles 70 watts {140 watts peak)
and the 412 140 watts (280 watts
peak).

For bass players there is the 115
Bass Bin which is a Direct Ex-
ponential Radiator enclosure with
reflex port and rear-loaded speaker
with a speaker option of either
Celestion {125 watts Rms) or Altec
{150 watts).

MARTIN AUDIO

If you haven’t heard of this firm, you
should have, because their PA
systems are used by such gigantic
superstars as The Who, Genesis,
Pink Floyd and Supertramp. Not
only that, but it appears that there is

ACOUSTIC

the very best
Kingfisher Music Co.

20 Kings Road, Fleet,
Hants 02514-21210

only one hire company who do not
have some dealing with Martin. The
firm are currently working on a
special drum monitor for mad
Moony, and they have in the past
constructed instrument systems for
guitarists such as Mike Rutherford

" of Genesis.

Their full range PA begins at the
bass end with 1 x 15" and 2 x 15"
bins, the midrange goes through 2
x 12" full radial horns, the high
frequencies through the HF4000
Martin horn, and the super highs
through the 075 Martin "Array”.
Monitors come in three basic
shapes: the LE150, the LE200 and
the LE300. The side fill monitor
system consists of 3 x 12" speakers
plus a horn plus an MLR com-
pression driver, and goes under the
name of the H350.

MM ELECTRONICS

One of the subsidiary companies of
Pa:ce, or MM Electronics, is
Chesterton Audio. Their current line
is the 800 series of PA cabinets, con-
sisting of six different units. The 810
bass of 8 ohms impedance, con-
taining a 15" speaker. It deals with
frequencies below 300Hz and (the
last we heard) retails at around £160.
The 830 is a similar bin, with a 15"
Powercel and an impedance of 16
ohms. The midrange is handled by
the 860, which is for the 300-3000Hz
area. It has two 12" Powercel 100
watt drivers; the mid/highs are the
820 and 840. The 820 incorporates a
12" driver, two homns and two
supertweeters plus a built-in cross-
over for use with the 810, whilst
the 840 is a wide dispersion Mid and
HF cabinet with a 12" 100 watt
Powercel, four horns and four
supertweeters. The 860 is a wide
dispersion high frequency unit, han-
dling 150 watts.

Combinations of two cabinets
should be more than sufficient for a
full PA, and MM will be happy to
supply details.

MUSIC MAN

The features of Music Man cabinets
are all geared towards durability and
strength. The frames are made from
%' pine, selected for lightness as
well as toughness. The lock joint
construction allows four inches
glueing surface for each lineal inch
of corner joint. Baffle boards are all
plywood. The speakers are mounted
with No. 8 machine screws and rear
panels are made from 3/8"” 5-ply to
prevent warping.

There are two reflex horn
cabinets, which they chose in favour
of rear loaded folded horns because
the latter tends to lack treble respon-
se. The two enclosures utilize 1 x
15" speaker (65 watts) and 2 x 12"
{130 watts) and are essentially com-
pact in design. They are particularly
effective when two are stacked ver-
tically with the speakers adjacent.

NORLIN

In the Norlin ‘bag’ come the range of
Selmer speaker cabs. The S115A is
a 100 watt cabinet fitted with a 15"
Altec speaker unit. The cabinet is
ported and front loaded with a
detachable fret cloth. For lead
instruments the S115 cabinet is
recommended — and even for bass
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guitarists.

Brand new to Norlin and this
country is the LAB SERIES selec-
tion. The range is wide and com-
prehensive and, although we've
heard it's at the top end of the price
market, well worth the money.
There is insufficient space here to go
into any detail other than to bring
the name, LAB SERIES, to your at-
tention, and we look forward to an
opportunity in the not too distant
future to give them a closer and
more detailed examination.

ORANGE

The big news on the speaker front as
far as Orange are concerned is un-
doubtedly the new Omec range of
aniplification and speakers. The
cabinets, made from birch marine
ply, are specifically designed to
complement the Omec am-
plification. =~ More  longstanding
products from Orange include’ such
stalwarts as the 4 x 12 Mini cabinet,
Bouncer bass cab and the 2 x 12
Reflector cabinet. The Mini cabs
have 4 heavy duty 12" speakers per
cab, is.fully strutted from front to
back, and is available in 120 watt or
200 watt RMS models. The Bouncer
incorporates one 15’ speaker, ideal
for either bass or organ work, and is
also internally strutted to resist
vibration. The drive unit is mounted
backwards in .a sealed airtight en-
closure so its full power is bounced
off the rear of the acbustlcally tuned
cabinet to give maximum power for-
wards. The Reflector uses the
pardbola reflex design, with two
back to back 15" speakers pumping

out the power through the lower and
upper ports.

PEAVEY
In addition to making every con-
ceivable permutation of guitar en-
closures, Peavey have everything
likely to be of use in PA. Since set-
ting up their own distribution outlet
for the UK Peavey have been
making remarkable inroads into all
aspects of the British market, to the
extent that they are rapidly becom-
ing the most popular American am-
plification. Top ends of all descrip-
tions (sorry, Racquel) are handled by
the T-12, T-300 or MF1-X. The first
of these includes no less than 12
piezo tweeters in a convex moulded
plastic baffle, mounted in a heavy
duty portable enclosure. For the
other end is handled (! do apologize
for this, Racquel) by the Vocal
projector systems. The two curren-
tly available are the 216HT and the
116HT; not only do they incorporate
the usual 15 inchers (this is a speaker
cabinet survey— Ed.) but also small
mldrange horns and a couple of
tweeters to increase response up to
20,000Hz, so that any pair of these
bins will prove admirable for PA.
Instrument cabs vary from the
common 4 x 12” to an 8 x 107
with all others in between. The
15THT is an instrument cab with a
difference — it has two 15" drivers,
two 10" and three piezo tweeters in
a ported and tuned énclosure.

ROOST _
Roost, based in Southend, have a
cabinet with four 12’ speakers in it,

capable of handling a mighty 400
watts in total. This means that the
cabinet is capable of looking after
the output of any 100 watt amp with
ease; Roost point out that many
people are surprised that a cab rated
at 100 watts often blows up when
subjected to the flat out power of a
100 watt amp. What they don't
realize is that one of these amps may
deliver peaks of anything up to 400
watts when running at full steam. In
keeping with their policy of low
prices, Roost reckon that their 4 x
12" costs only about the same as
most ‘200 watt cabs. Enquiries to
Unit Q, Starline Works, Grainger
Road, Southend.

ROSE-MORRIS
Marshall products have enjoyed a
high reputation all over the world for
many years, and have cabinets for
every conceivable application. The
standard 4 x 12" instrument cabs
are all slightly different from one
another, depending on thei
designation as either lead, organ or
bass; the Powercel cabinets contain
a single 12 100 watt Powercel
speaker or a 15" 125 watt bass
speaker.. Other configurations in-
clude a 100 watt 8 x 10", a 60 watt
2 x 12" and a 1 x 15" 125 watt
Powercel in a rear-loaded horn en-
closure. There are two PA columns,
both 50 watts, with 1 x 10" and 1
x 12" respectlvely

Othér Marshall enclosures cover
the whole spectrum, from the
massive 2 x 15" Powercel rear
loaded bin handiing 250 watts, to

the more compact recently In-
troduced Supa bins with or without
horns. These were designed in
response to the demand for more
easily portable, more compact cabs.
There are also a number of hew horn
units, including the Supa-Hi en-
closure containing four newly
developed piezo-tweeters.
Apologies for anything we've left
out. If it's not here, rest assured that
Marshall have it somewhere!

SAl

Based at Coppull, Lancs, SAIl are
perhaps better known “oop north”
than in the sunny south. But the

quality and economy of their
products deserves attention
elsewhere. PA is their “thing’’, and

new developments are frequent.
JBL, Altec and Gauss are the
speaker components they use most
frequently, in such enclosures as
their 2 x 12” front loader and por-
ted 2 x 12" with a pair of hi horns.
These are ideal small speakers for
use by club and cabaret acts.

SHARMA
Though not strictly "‘pure cabinets”,
in the sense that they all include an
amplifier as well, Keith Hitchcock’s
Sharma tone cabinets are always
well worth a mention becalse they
are an admirable example of British
produced low-price music
technology to rival the American
and Japanese dominated market.
The cabinets can be used in con-
junction with both portable and con-
sole organs. The 300 model has
been redesignéd to take three in-
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HIGHEFFICIENCY

ONE VITAVOX
THUNDERBOLT

AMPLIFIER

WHY SHOULD YOU BUY THE

MOST EXPENSIVE PA. SPEAKER

SYSTEM ON THE MARKET ?
BECAUSE

SAME ACOUSTIC
OUTPUT
Ul -

MANY TWEETERS
AND BASSBINS

i LOW EFFICIENCY

AND MORE
AMPLIFIERS

More éxgensive, but very highly efficient, Vitavox Thunderbolt Speaker SyStems and components will cost less for the same
acoustic output, give less wdrk to sét up your P.A, more extra space ih your truck, and high efficiency loudspeakers

give higher quality too,

— — —LONDON MAIN DEALER— —

soundu/ave € pa

718 Old Ford Road
London E3 2TA
01-981 1695

If ycu're not hearing téo well contact us for help.

< VITAVOX

ADDRESS .

Westmorfand Road,

London,
01-204 4234

NW$S 9RJ.

Send to:
Vitavox Lid.,

Westmoriand Road, London,

NW$ 9RJ.



i NO slaves

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 ali 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@ﬂm@ Maine Electronics Ltd. Maine House, 193, Rickmansworth Road. Watford.,
Hertfordshire. England, WD1 7JH. Tel. Watford 45388 and 43567



struments at once, and also, like the
2300, has a new pre-amp for im-
proved sound. The 2300’s two chan-
nels now have matching output
power. The Jubilee 7000 is a new
model — a split cabinet handling no
less than 300 watts.

STRAMP

Though available only from Ger-
many at the moment, Stramp gear is
used by Rory Gallagher’s band,
amongst others, and their cabinets
include the three basic PA en-
closures: a 7-piezo tweeter radial
horn, a midrange 60 watt horn driver
with crossover at 800Hz, and a 120
watt bass horn with a 15" speaker.
An add-on horn, the H60, can also
be had. Instruments can go through
the 4070 bass reflex unit with a 12"
in it, or the 4080 with that plus a 50
watt HF horn. Stramp are to be
found at D-2000 Hamburg 53, Bor-
nheide 19, West Germany.

TANNOY

Studio monitors are the field in
which Tannoy operate, and this
British firm, based in London SE27,
provide one of the few serious
rivalries to JBL. The cabinets are
made from teak, ash or oiled walnut.
The larger floor models are the Ar-
den, Berkley and Cheviot, each
featuring front mounted crossover
networks. The Devon and Eaton
bookshelf systems, also with front
panel controls are also new models.
The Arden and Berkley have HPD
385A15" speakers, whilst the

smaller models have HPD 315A 12
inchers. The smallest, the Eaton,
utilizes a 10" HPD 295A.

VITAVOX

Vitavox, better known for actually
manufacturing and researching drive
units themselves than for speaker
cabinets, have, in fact, created a
healthy niche for themselves with
their Thunderbolt cabinet, given
away last year, and destined for the
same generous gesture again this
year, in the Vitavox Live Sound
Award competition. The Thun-
derbolt is a highly efficient 100 watt
unit incorporating high and low
frequency horns complete with its
own crossover. \Vitavox also
manufacture a bass bin, and a
couple of larger PA cabs which are
best suited for fixed-site in-
stallations, being a little on the bulky
and loud side for touring bands!

WEM

There was a time, long ago, when
only WEM and Marshall were used
by bands (OK, maybe Vox and
Selmer too), and very little has
changed since then except that
Charlie Watkins now finds himself
with 34,761 competitors! From the
bottom up, let's start with the X39
reflex bin, which comes in 100 watt
and 200 watt versions. The bass
reflex, the middle flare and the ex-
potential HF give a smooth response
over the whole range. The Intruder
Reflex bin is another old favourite,
coming in 50 watt and 100 watt ver-
sions.

That’s what you get with Sharma Organ speakers. A really
strong punchy sound from a really tough, strong stylish cabinet.
Designed for hard work, with all the features that real
professionals demand. In a range of four sizes from the compact
500 professional through the 650 and 2,000 to the 5,000
professional to suit every venue.

[_ Send for the SHARMA catalogue today to: I
I Keith Hitchcock & Co., 1379 Lincoln Road, Peterborough l

Please send me the sharma catalogue and address of my local dealer

John Marshall

John Marshall with Soft Machine
demands the best. He chose Sonor
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
Bobby Worth - Tommy Aldridge
Frank Gant - Bernard “Pretty” Purdie

and many others.

When only

the

bestis good enough

' SONOR

Sole U.K. distributors: M. Hohner Ltd., 39/45 Coldharbour Lane,
London SE5 9NR. Tel. No. 01-733 4411. Telex No. 24224




_ it wasn’t for his speaker system
Billy Cobham’s band would have to play
inthe audience.

Billy Cobham has one of the biggest and
most complex drum kits in the business.

So when he’s on stage it’s very important he
hears exactly what he’s playing. And, that what he
hears is what the audience hears.

One answer, of course, is to have a full p.a.
system on stage with him. But that would mean that
the rest of the lads in the band would be doing their
thing somewhere between the front stalls and the
orchestra pit.

So, to avoid this, Billy Cobham monitors
through a Bose 1800 amp and four Bose speakers.

For a start it gives him an excellent
transient response. (Essential for any drummer, if
you think about it.)

It’s compact. You can see the size of the
spelzakers from the pic. while the amp only weighs
65 Ibs.

The 1800 has a total output of 800 watts
when driven into a 4 ohm load. And has features
like LED’s to give a visual reference to instant
power levels, and electronic current limiting to cope
with abnormal loads. And there’s a delay circuit, too,
to avoid overloads when the system is powered up.

The speakers are something special. Each
cabinet is capable of handling 270 watts RMS.
Instead of one there are eight drivers in an air-
sealed enclosure. Which means that the bass isn’t

of the boom-and-thump variety while the treble is
clean way up to the top of the audible spectrum.

And with every pair of Bose speakers
there’s an active equaliser which ensures a flat
power spectrum is radiated across the entire
audible range.

When asked his opinion of the Bose system,

Billy Cobham said, “Bose speaker systems represent
the ultimate in sound. The size of the cabinets
makes it the perfect monitor system of our time”

We didn’t get the opinions of the rest of
the band. But we're sure they’re as happy about
Bose as Mr. Cobham. )

If you'd like i
to know more about
Bose speakers, getin
touch now.

e BOsE

Bose (UK) Limited, Milton Regis, Sittingbourne, Kent.
Telephone: 0795 75341.
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GUYATONE

Model illustrated: GA1100D. Power output 200W peak, 100W rms. 4 in-
puts, 2 x 12" 8 ohm full range speakers, Hammond reverb unit. Channel
1 — volume, treble, middle and bass. Channel 2 — treble, middle, bass,
reverb, tremolo intensity and speed. Fittings — master volume, voltage
selector switch, extra speaker jack, footswitch and castors. Weight 30kg.
Rec. retail price £309.58 including VAT.

WOODS (Pianos & Organs) Ltd.

15/17 Manchester Road, Bolton. Telephone: 0204 27171/2
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SATURDAY (LUB
FOR NEW WAVE

n interesting new venture
has begun in the unlikely
area of Harlesden, North-west
London. The Roxy Theatre
Saturday Morning Club opened
on September 3rd, and intends
to operate as a venue ex-
clusively for ““new, promising
but largely unknown rock, punk,
pop and new-wave bands to
play to fuli-scale concert audien-
ces for the first time in their
careers.”” Complete PA and
lighting systems are provided,
and the Club is an ideal op-
portunity for young bands to in-
vite along record companies and
press to see what they can do.
Needless to say, this is a far bet-
ter way to attract the interest of
“the people who count’’ in the
music industry than the old,
frustrating method of hawking
tapes around from one bored
executive to the next, with no
guarantee that they will even be
listened to!
In addition, Terry Collins
(whose project the Roxy is) has
launched a Wednesday Theatre

Club for ‘‘promising recording
bands and once-monthly name
attractions.’’ Another difference
is that the Saturday club will be
limited to the under-16s,
whereas on Wednesdays there
is no age restriction. Mem-
bership of each is £1 per year
and £5 per year respectively.

The Roxy will fill a big gap on
the gig circuit. It has a 1600
seating capacity, is newly
decorated, and has just about
every amenity expected of such
a venue. Collins is quoted as
saying: “There's a lot of fresh,
exciting young talent around
that the big labels are letting slip
through their fingers.” He has
also launched his own record
label, Roxy Records.

Promoters wishing to book
the Roxy can contact Collins on
01-965 9441. Bands wishing to
audition for the Saturday
Theatre Club shoud ‘phone him
or Bert Davis on 01-965 9846 or
write to the Theatre, Odeon
Parade, Craven Park,
Harlesden, London NW10

AKG TO R-M

AKG microphones and studio

equipment will from now
on be availabie from Rose-
Morris in England. That's the
news that came in a statement

issued by Rose-Morris them-
selves last month. The ap-
pointment of Rose-Morris as
sole distributors means that the
popular D1200, D2000 and D190
mikes will now be available
more widely than previously.

DISPLAY
TOUR

e Association of Sound

and Communications
Engineers begin a nationwide
tour at the end of October —
not playing music, however, but
displaying the equipment that
produces it. Circuit ‘77 is a series
of three exhibitions showing
everything from cartridge players
to megaphones, plus amps,
speakers, mikes, mixers and
studio gear. This will give the
regions a chance to see the
latest equipment without having
to travel to London, and experts
will be on hand to discuss the
design, installation and function
of all the gear on display.

The first date is at Bristol in
the Grand Hotel, Broad Street,
on October 31st between 10.00
am and 8.00 pm. The second
takes place at the Midland
Hotel, Peter Street, Manchester
on November 2nd, same times.
Leeds will be the venue for the
third and final show in the Wind-
mill Hotel, Mill Green View,
Seacroft. It will be spread over
two days — November 3rd and
4th, starting at 3.00 pm on the
first day and ending at 4.00 pm
on the second — with of course
a gap in between! It should be

stressed that although ad-
mission is free, the exhibitions
are for professional and

business interests.

INSTRUMENTAL NEws-

PA
BALANCER

A firm known as Integrated
Music Ltd. has come out
with what they call the Balan-
cer. The idea is to create a good
sound balance under a variety of
conditions, from a small room to
a concert hall. It can control the
volume of each instrument that
is fed into the PA, and also the
level of each musician’s stack.
This is particularly useful in a
small venue, where most of the
sound comes fpm the stacks
rather than through the PA. The
Balancer consists of two units,
the stage box and the control
unit, which are linked by a single
multicore cable. Each in-
strument is fed into one of the
ten inputs on the stage unit,
and, if required, outputs can be
taken to individual stacks. If,
however, certain of these inputs
(e.g. microphones) need to be
mixed and fed into the PA,
these are switched to mix-in,
and the mix output fed to the
PA amp. The control unit is then
positioned away from the
musicians in the audience area,
where the sound can be balan-
ced as required.

The firm is based at 188
Blythe Road, London W14, and
all enquiries should be directed
thither.

BLACK

WHAT’S HAPPENIN"?
BLACK MUSIC—THAT'S WHAT
SOUL/REGGAE/NORTHERN/DISCO
BLUES/JAZZ. CHECK IT WEEKLY

IN THIS YAH MAG. 15p
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New!

Anti-Feedback & Equalization

On the microphone!

Never before has a microphone put such absolute sound control into the
palm of your hand. With Shure’s new revolutionary PESEQ E-Qualidyne
Microphone, you simply preset any of four frequency switches on the micro-
phone to minimize your Number One enemy—feedback. You can also select
—on the spot—any one of 16 frequency response variations to tailor your
performance to ANY stage: Sweeten the strings . . . enhance the better quali-
ties of your voice ... or eliminate close-up “boominess.” ldeal where a single
type of microphone will be used for different applications in the same act.
Only the E-Qualidyne can offer such hand-held versatility. And only Shure
has it!

Shure Electronics Limited, Dept 1-1

1 ®
Eccleston Road, Maidstone ME15 6AU I ' p
Telephone: Maidstone (0622) 59881 H S U E



BMITF'77

This year’s trade show
reviewed in words and pictures

he dust has settled, the
T noise has subsided, and

with the BMITF over for
another year, it is now possible
to retire to the relative calm of
the office and try to work out
whether it was all worth it.
Predictably, opinions varied bet-
ween “‘| haven’t seen anything

new at al'" (John Verity,
guitarist of  Phoenix} to
“business has been really
amazing” (John  Newman,

Kemble-Yamaha).

In a way, both of these views
contain an element of truth
about this year's exhibition: the
crowds were, if anything, up on
last year, but the emphasis on
new developments in music
technology has diminished con-
siderably. We seem to have em-
barked on a period of ‘“‘con-
solidation’’, in  which most
manufacturers are directing
their efforts toward the im-
provement and modification of
existing lines; and it would be
wrong to regard this as a sign of
stagnation.

The function of a Trade Fair is
not to astound the musical
world with the. bizarre fantasies
of lab technicians, but to meet
the dealers and show them what
is available. It's an admirable
forum for exchanging news and
opinions about the industry, and
this role is perhaps more im-
portant even than the demon-
stration of awesome new
machinery. On the other hand,
perhaps there’s not much more
to be done in the field of
development. We shall have to
wait until the '78 BMITF to find
out.

As with our recent post-
mortem on APRS, we con-
centrated on those stands which
struck us as interesting rather
than attempting a complete
round up. There were, after all,
no less than seven hotels in
which to stumble across
exhibitors!

Barnes and Mullins splashed
out and got themselves two
stands — one downstairs in the
Bloomsbury Centre, and one
upstairs in the Russell. Their
centrepiece was the Shergold
range of guitars, and in the
Russell it was possible to try
them out. In addition to their
new Cavalier, Meteor and

Masquerador guitars, there are a

couple of new modules for the
Modulator to increase the num-
ber to seven: no. 6 is a Quad
module, largely intended for
studio use, and no. 7 is the
Super Rooster which rather
than overload the amp with
gruesome distortion, fills out the
sound with nicely graduated
degrees of controllable raunch.
It should be added that the

The new and re-introduced Gibson guitars from Norlin

Rose-Moegs |
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sound of these new Shergolds
seems to have improved in the
last year — they now come over
very sweetly indeed, which is
why Mike Rutherford of Genesis
bought one of their double-
necks. The 12-strings in par-
ticular are well worth going out
of your way to see.

The new effects units from
Bell Electrolabs were reviewed
in last month's Beat, and ap-
peared in force at the Morton
Hotel. The design of the flanger
has now been finalized, and it
sounds as good as any on the
market — with less hiss than
most. The new phaser is also an
improvement on the prototype
we tested, with a greater range
of sweep. The fuzz unit and the
multi-phaser were new to us,
and sounded good, even when
Mike Bell insisted on doing
Eagles impressions on his old
Gretsch!

Micro-composer

Back to the Bloomsbury Cen-
tre’s ground floor for a look at
the new Beverly drums on the
Boosey and Hawkes stand —
complete with new finishes, and
dominated by the huge yeliow
Series 8000 kit with concert
tom-toms. As for guitars, the
new Vegas were predictably the
focus of most dealer interest;
these range from the model
reviewed by Tim Hart in August
at £335, to the V244 at only £160
— a good wide range that ought
to suit all guitarists who have
progressed beyond the rudimen-
ts of playing.

There were two stars to be
found on Brodr Jorgensen's
stand in the “Royal’’ Hotel. One
was the Roland MC-8 Micro-
composer, which is basically a
digital sequencer for use with
synthesizers. Each note on
one's keyboard is allotted a
number, and is ‘‘scored” by
being typed into the Micro-
composer; another column
represents the time values of the
notes, another the ‘‘gate’’ time
for each step, and a fourth the
loudness. After this, the whole
lot is stored in the machine’s
memory and may be played
back via a synthesizer -
without anyone having to play it
or any other musical instrument.
ISomething for Donna Sum-
mer's next robot-like single,
perhaps? Also on the stand was
the much-publicized guitar syn-
thesizer kit, consisting of the
GS-600 guitar and the GR-500
control section. No use saying
what it sounds like, since it can
be made to sound like anything.
Let's just say it costs at least
£1400.

e o o
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BMITF 77

Back down to earth for a look
at the J. T. Coppock exhibit at
the Russell. Ibanez effects were
out in force, and especially in-
teresting here were two elec-
tronic  studio-type  devices,
demonstrating yet again that
Ibanez have become a serious
musical force within the last
year. One is an Analog Delay,
the other a Multi-Flanger — the
AD-230, which costs around the
£650 mark. From this the most
extraordinary noises  were

coaxed by your humble repor-

.
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ter. '"Are you the demon-
strator?’’ asked one show-goer
in tones of horrified disbelief.
Next door was Coppock’'s
Earth Leakage Detector — or in
plain language an electric shock
warning device. This takes the
form of a plugboard with three
warning display lights, and
comes as a change from all the
suspiciously cheap-looking
gadgets we’'ve seen, since it ac-
tually appears to have been
thoughtfully designed. Guitar
synthesizers currently seem to
be in vogue, and not to be out-
done Hagstrom have come up
with the Patch 2000. It was

aeasd

Fletcher, Coppock and Newman covered the-boards as usual

R Py
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You could tool

| shine on
with iRofosound

Gauge Selection
‘Super Light
&'Swing Bass Sets

Sole Manufacturers
JAMES HOW
tndustries Limited
20 Upland Road
Bexleyheath Kent
Tel: 01-304-4111

: NEW IMPROVED

GROUP & GAUGE CHART FOLDERS
PLUS ALL YOUR ROTOSOUND
PRODUCTS AVAILABLE ONLY THROUGH
YOUR LOCAL MUSIC STORE



demonstrated on the Fletcher,
Coppock and Newman stand
by an enormous hippy called
Steve, who had come especially
from Chicago. For your £1250
you get the guitar — a special
version of the Hagstrom Swede
— and a board with two pedals
on it plus a footswitch. The
system can be used in con-

A
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Roland’s new guitar synth

junction with any synth (Steve
used the most basic he could
find, an Oberheim module) ex-
cept, curiously, a Korg. The
pedals vary pitch and glide
respectively, whilst the button
introduces a tone one fifth
above the note being played.
The guitar can also be used like
a ““normal’’ guitar if desired.

Orange — v

Y »‘ J/ |

ery a-peeling

Hornby Skewes were on the
ground floor in the Russell
Hotel, and in addition to their
familiar displays of inexpensive
guitars, orchestral instruments
and keyboards we spotted

something called the Crumar
OMB-2. In fact this is a board of
bass pedals with an added
rhythm  machine,

automatic

bass, and memory circuit. The
control panef is set on a stand
for ease of adjustment, and
there are footswitches on the
pedaiboard for sustain, chords,
rhythm start/stop and even
seventh and minor chords. The
whole lot shouid serve as an ad-
mirable aid to the solo per-

Peter York
cookson

AVEDIS
ZILDJIAN tO.
o, GENUNN 5
JLITTAP

MACH ™ US A

61



BMITF 77

former.

Whilst in the Royal Hotel we
came across a brand of tran-
sducers by the name of Ash-
worth on the Mick Johnson
Music stand. The best thing
about these, apart from their
strong, clear sound, is the fact
that they will operate without a
pre-amp, thus cutting down on
the signal-to-noise ratio. They
are British-made, and also com-
paratively cheap, retail prices
varying between £24.85 for an
acoustic guitar or violin pick-up
and £39.59 for a "'professional”
piano transducer. These come
as welcome competition for
some American makes, which
seem overpriced to say the
least.

Polyphonic

The sound of some rather
classy jazz/blues guitar rock
was emanating from an upstairs
suite in the Russell, and this tur-
ned out to be the work of one
Mick “Cat’s Squirre!”
Abrahams, who was demon-
strating Yamaha guitars for.
Kemble. In addition to putting
the new guitars in the SG range
through their paces including

Premier’s new Trilok kit

wm’all
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Hammond showed their new low-priced Cavendish portable

the model 1000 tested for Beat
by Allan Holdsworth last month,
Mick enthused about the SF
series guitar he was pickin’. It is
likely that there will eventually
be a choice of three in the SF
range, which has similar pick-
ups to those on the SG's. There
is, however, no sustain plate,
and the bi-sound system is
operated by means of a separate
push-lock switch next to the
other controls. And as Mick
played, | was able to snatch the
opportunity for a quick blues
jam on his own SG.2000. But
where did all the dealers go?

Next door was a brass band.
Or at least it sounded like a brass
band. Actually it was keyboard
maestro Pat Archer at the
ivories of a brand new CS-80
polyphonic synth. At the flick of
a couple of tabs the band
became a mellifluous cascade of
strings. Magnificent!

Keynote were also catering
for ivory-ticklers with their Vor-
tex 600 and 1550 rotary tone
cabinets, priced at £475 and
£635. As such they offer the
player a good alternative to the
near-monopoly of the Leslie, the
1550 in particular shoving out a
rich  and powerful sound
through its 125 watt bass amp
and 30 watt treble amp. Two
new organs, the Stage 2 and the
Stage b, were also on display,

Roost amps in formation

along with a couple of Hyde
mixers. We were unable to take
a close look at the new Kramer
guitars, with the aluminium
necks which allegedly “make all
others obsolete,” but we hope
to have a proper examination in
a month or two.

A few miles of pavement and
corridor away we discovered
Electronic Manufacturing
(Sales) Ltd — far better known
as Laney. Bob Thomas
gestured at his stacks of gear
and asked us to find out which
of his amps was a valve model.
Fifteen minutes later we still
couldn’t tell — they a!l sounded

f”,i !
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Go North, young man!

as if they had valves in.
Needless to say, they were all
transistor, and pretty meaty to
boot! The new facia designs
should also attract the buyers.
The Norlin exhibit was a little
cramped in the Imperial Hotel,
but whether this was due to lack
of space or excess of dealers we
were unable to discover. Old
stager Bruce Bolen and Almost-
as-old stager Dave Roberts
showed off the new (and rein-
troduced) Gibsons — the Pro De
Luxe at £675, the Artisan at
£882, the Firebird bass at £712
and a brand new RD artist,
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The amazing 'clectro-harmonix’ U/ 1C
ELECTRIC MISTRESS FLANGER

direct import
from U.S.A, leading
makes, band eq'ment

at WHOLESALE PRICE

EG. GIBSON LES PAUL CUSTOM, BLACK,with CASE,
ONLY £390 inc. vat.

The ELECTRIC MISTRESS FLANGER is
like hundreds of Phase Shifters operating simultaneously.
A complex matrix of fine comb filters gently sweeps the
sound spectrum so you can produce effects identical to
multiple tape machines or digital delay flanging as well as

i
send now fOF free
several unique spatial effects. The Filter Matrix mode |’ Catalogue or phone

allows you to disengage the automatic sweep and manually

move the filter bank to any desired position. ELECTRIC |
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