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SRIAN R

Ve,
dangerous
and talking
to Tom
Stock

ERTSON

he last time I came across Brian
Robertson was in the Lizzy
caravan at last year’s mud-
stained Reading Festival. It seemed
someone had carefully laid his guitars
to rest in some safe place but had
forgotten to let Brian know exactly
where. Hence my chat with Phil Lynott
was temporarily interrupted by an ap-
parently paranoid guitarist in frantic
search for his precious weapons. He
was, to moderately understate the mat-
ter, an unhappy man.

Our second meeting took place in
much happier circumstances — in the
lounge of the modest flat in Victoria he
shares with Jimmy Bain on one of
those blazing afternoons we all sweated
through in May, to discuss the sheer
power and excitement of Lizzy’s latest
vinyl offering, ‘I.ive and Dangerous.’

Lizzy’s long career which has now
taken them to that enviable pedestal
reserved for the world’s best live
rock’n roll band has been encapsulated
in a double album (see review) which
finally confirms them in their position:
Lizzy are ‘live and dangerous.” The
risk that they took — to try and cap-
ture the energy and raw guts of their
live set on record — has paid of ad-
mirably. How?

““I think the band is much better live
than it ever will be in the studio — it’s a
live band, you know? We enjoy being
on the road and when we’re on the
road we work our backsides off. We
don’t take days off because if we did,
the music would suffer. It we keep
pumping it out on the road, just keep
doing it, then the band gets tighter and
tighter.

““We’ve always had faith in the band
live anyway — it seemed like the right
thing to do at this time anyway . . . |
suppose you can say it’s the end of an
era really in our music; we’ll probably
bugger off on some other tangent now.
It’ll still be Lizzy’s sort of rock 'n roll,
but everybody’s developing so much
now and writing so much music that
it’s bound to change. Every band
changes, so it seemed like the thing to
do: to get it down on record before the
change really occurs.””

It’s damn rare in this precarious
business to get the precise reply to a
question that you had hoped for when
you asked it in the first place! I could
see it then — shock horror headlines in
the weeklies, ‘Lizzy: end of an era
says guitarist Brian Robertson.’ Jour-
nalists’ manna — ‘scoop’ — fell about
me like.snow. Journalists’ honour —
to give the guy a second chance in case
he used the phrase inadvertantly —

managed to intervene just in time. Did
he really mean to say it, and are there
any definite plans for the way Lizzy
will go?

““No, I think it’s just the feeling we
have that it’s time to change the set,
and it’s time to re-think the stage show;
it’s to throw out a few numbers which
people might bitch about — but it’s
time to do it otherwise our set will be
colossally long.

‘“‘Half the impact of Lizzy’s set is the
fact that it’s not that long — only an
hour and a quarter to an hour and a
half — and if they were any longer they
wouldn’t have the impact: in fact if
they were any longer we wouldn’t get
them on an album — and then the
album wouldn’t have the impact. We
had to squeeze it as it was — chop
audience out and stuff like that. [ think
when you get to that stage, you can say
it’s the end of an era. There are tracks
on that from every album we’ve done,
so it’s better than a ‘greatest hits’ — 1)
because it’s live and 2) because we had
total control over it. You could say it’s
Lizzy's Greatest Hits, but it’s a lot
more than that — a hell of a lot more.”’

I wondered then if there was a
danger that Lizzy, having arrived at the
very top after many years hard work,
might now catch a bad case of
Who/Zepititis and retire and do f-all
for a couple years. Brian’s response
was pleasing.

““No, no — | don’t think that will
ever happen with Lizzy because both
the band needs to work live — it always
will — and individually we all need to
work live. After all, we're musicians
and the best outlet for that is music, so
I think Lizzy as a band is safe.

“A lot of bands become more ob-
scure because they’ve done so little in
the way of live shows. They also
became pretty inaccessible — the kids
couldn’t get to them . . . like we're
doing Wembley right . . .”" Brian an-
ticipated the next interjection . . . “and
I’'m not too keen on doing Wembley: |
don’t think any of us fancy it that
much. I mean I've seen bands at Wem-
bley from the back of the hall, even in
the middle, and you can’t see a damn
thing. And I’ve been of the opinion for
a long time that if we did Wembley
we’d be ripping the kids off; but then
again, if the kids want you to do Wem-
bley, you’ve got to do it, you don’t
have any choice in the matter at all —
vou've got to play these venues.”’

Lizzy are planning to adapt the
arena, however, to make it easier.
“We're putting up a huge colour
videoscreen — it might cock up our
light show but at least it’s going to help
the kids from the back to see what’s
going on so they can get some sort of
vibe off the show. [f we weren’t going
to do that I don’t think we’d do it at



all, because if there’s no atmosphere
for the kids, then there’s no at-
mosphere for us and we couldn’t play
at all without that.”

With live recording, how did Brian
react to the knowledge that his per-
formance just might bugger up a whole
live album!

“I think recording a live album is
bound to affect your playing in one
way or another — probably not con-
sciously, but the fact there’s a 24 track
machine running outside is bound to
have some effect! We did record a
couple of gigs at the Adelphi and
because I’d been so up-tight the first
night, 1 just thought ‘fuck it’ and let
loose and just did the show: | went the
opposite way and was just too bloody
loose! We’ve done a few nights now
and it’s just experience.’’

Steering him back to the present I
wondered if there are any plans for a
solo venture — after all, Phil Lynott is
known to have been working on one
for some time now.

*‘l1 do fancy a solo album — [@'ve
been doing a lot of work on some stuff
I'd like to use for about a year now.
I’ve been putting lots of little pieces
down as they came along and no doubt
I will get into something like that: it
may not actually be a solo album — it
might be a joint venture with
somebody else. There’s certainly
enough material but whether or not I
feel like doing it at this time is another
matter. I might get more into doing
sessions and concentrating more on my
guitar playing than breaking my
bollocks trying to get a solo album
together. I get a lot out of doing other
people’s stuff — it improves your
playing and gives you more scope.”’

Mention of session work led me to
ask if he could read music. A common
question asked of Beat is whether it is
necessary to read to undertake session
work. Brian’s reply was interesting:

“I] can read, but | make a point
never to do it when I’m doing sessions,
because I think it tends to limit you. I
usually tear the score sheets up and
just start from scratch — I much prefer
to hear the track and take it from
there. I really don’t think you can play
rock’n roll by numbers. You’ve got to
be disciplined in what you’re doing on
a session, but if it’s rock’nrofl . . . .1
really can’t see any way of recording
rock’n roll by reading sheet music.
You’ve got to get the feeling of it and
put some creativity into it.”’

Classic

Still on the subject of playing we
moved on to more specific areas. The
musical question most asked of Lizzy’s
two guitarists is how well they gell
together: it’s also the most often an-
swered. But what about rhythm guitar?
“We play two different types of
rhythm — Scott plays a sort of chordic
— full chords, rhythmic while I tend to
play over that basic structure with
riffs. It’s something we’ve developed over
the years together. He’s always had the
rhythmic thing with chords, and I sort
of lay back off that and follow the
drums a bit more — going across what
he’s doing and complementing it. It
works well, but there definitely are
two kinds. In the studio one of us
might lay it all down, but on stage we
split it up again.”’

It must be admitted that Lynott is
also a very rhythmic bass player and
this obviously shifts the load across all
four members of the band. Is Phil an
easy bassist to play with? ““Yeah — he
plays it like a rhythm guitar which
again leaves a lot of room for me to
play over the top. He leaves a lot of
room, a lot of space; he’s constantly
playing with that.”’

Brian’s long association with Gibson
guitars and Marshall amplication is
well known and there are no surprises
to be had from questioning him about
his current set-up — ‘“‘three Marshall
100s with two racked Copicats to give
all the pre-amp power, and that’s it —
well, and one Marshall cab for each
amp. It’s a reliable sound. I’ve been
using a Les Paul Custom now since the
American tour and that in combination
with the Marshalls has been giving me
the perfect sound — it’s classic.”’

It’s similarly well-known that Brian
is a guitar freak — but only to the
point of buying guitars which he’ll put
to good use, not just for the sake of
building up the Robertson museum of
early Gibsons. He has a few luvverly
old Gibbos and an early Epiphone, and
some ace backup from Roundhouse
Music’s Andy Driver — “‘I’ve never
been disappointed with anything he’s
done for me’’. He’s looking currently

for a Flying V and an Explorer which
he hopes he’ll pick up on his next visit
to the States. Why Gibsons, and why
his Les Pauls?

‘““Apart from any other con-
sideration, they’re easy and simple to
operate, to work with as well as play. I
switch pick-ups so often. For example,
during Johnny the Fox I’m actually
playing three separate guitar parts: a
clean rhythm, a riff, and then that’s
got a really heavy part on top of it —
so I’'m playing’’ (demonstrates with a
Les Paul conveniently sited on his lap
during the interview) ‘‘and I'm
changing pick-ups over thirty times on
that one track, plus I’'m having to hit
the wah-wah, go to a solo, bring the
volume up, turn it down again for the
rhythm —and the Les Paul is so well
designed that you can get to that switch
with just a flick of your thumb as
you’re playing, so it becomes part of
the playing itself. It’s a simple guitar,
the Les Paul — even though the range
of it is excellent. You’ve got more than
enough there to work with.”” That said,
he does use a Fender Strat fitted with
di Marzios through a H/H combo
occasionally for studio work.

““I use every guitar I own, but con-
centrate on two main guitars live — the
black and the sunburst Les Pauls, even
though 1 carry a lot of guitars around
with me on the road as it’s useful to
have that combination of sounds with
me all the time. 1 know the sound I can
get out of any particular guitar so |
know what to take on a session. Every
Les Paul, even, is different. The black
Les Paul, for example, if | need clean
rhythm sound | take it to about 5 or 6
on the bass pick-up, whereas the sun-
burst one only needs to be taken to 2 or
3, with a bit of top rolled off the amp.

““I don’t go for this Gibson is a Gib-
son is a Gibson idea; you can get a
great sound out of any Gibson, but the
difference in range and quality, and
necks, and tonal textures on the old

ones i1s a much higher standard — 1
think, anyway.”’
Time had run out, sadly, even

though Brian had blown out a couple
of telephone interviews arranged for
that same afternoon in order to keep
rapping.

Lizzy’s plans for the rest of the year
tentatively revolve around an
American tour developing into a world
affair later, but nothing’s absolutely
clear on that matter. However, they’ve
been clever this time. While they’re
working their collective backsides
off, you only have to turn up the wick,
slap on side 3 of Live and Dangerous
and have the whole damn lot of them
in your front living room any old time
you want them. Live and Dangerous
they may be but live they most cer-
tainly are.
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CONVERT YOUR AMP
INTO A STACK OF AMPS

The LINEAR POWER BOOSTERS 1 & 2
can increase ‘he output of any electnc
nstrumen' such as guitar bass organ ot
microphone Since all amphfiers are
overdesigrnied to more than handle the
most powerful pick ups the LINEAR
POWER BOOSTFRS wili let you derve
optmum resuits frorm your amphtier And
its much chedper than ouying a hiah-
nutput pick up 8 Maximum setting of the
volume control of one Lnit can make your
amphher TEN TIMES LOUDER' o The
swreh allows instant change froim regular
nstrument output 1o pre-set boosted output ® Increases Juitar sustan o vastly ncreases
the pertormance nf all distortion devices wah wah pedals and other accessores ® Lising
two LINEAR POWER BOOSTERS will give you even more sustan Turning up the volume
level of the first one past tne hattway pont will shift the second one into averdrve Using the
first LINFAR POWER BOOSTER s contral your can now develop the inmal bare nrt of
harmenic distortion 1o any desired degree Tne second LINEAR PCWER BOOSTER can
control the volume of the combinaton @ Twr models LINEAR POWER BOOSTFR 1 with a
double male plug wil itinto mto amp or mstrument’ LINEAR POWER BOOSTER 2 does the
same dynamite 10b dewn on the floor

LINFARPOWER BOOSTFR 1 3"x2 x 1'a

LINEAR POWFR BOOSTER-2 - 5"+ x 338" x2's x 112

NEW ELECTRONIC DEVICE
FOR SELF-MULTIPLICATION

Let THE CLONF THEORY Chorus Eflect doubie
your bve vocals or instruments wilh the fiillness of
studio overdubbing and the natural intermodula
fion of Lige orchestral groups Makes voice
quitar  and hoimn sections an fact  any
nstiument  sound bigger and neher This new
device utilizes a tughly sophisticated  va'lage
contraulect an ¥og deiay ine an ch generates hntn
echa and tlanging «at the same e The result s amoving Shorus othernwise nbtaimable only
with an expensive combnation of delay ana Han(jmq equipment Multiple controls can
produce adengntiultrue iorate and other var hions AC

8” % 6‘Z 1" x E" X “2”

TASTE AND FEEL
EACHNOTE

The SCREAMING BIRD 1ng SCREAM-
ING TREF are trebie noosters tnat will
Gve youf instrument that razoc sharp
edge that can cut ihrough when you re
playing ve The high end of your sound
spectrum will sparkle as you can 'aste
and feel each nnte

BIRD 3 x2'x1's

TREF A% x 33 x 21" x 11,

TRY HENDRIX' SWEET
SUSTAIN

JimiHendrix relied on the BIG MUFF Pl tor
his smooth mellow, supple electnc-lady
sound Now Santana uses 1his hnest ais-
tortion device, high on sustain and low on
distortion Whole chords can be played
with mimimum distortion 1tis designed for
the guitanst who wants hus axe to sing ke
a hummingnird with a sweet violin like
sustaining sound The sustain control al-
lows the player to optimize long sustan
with @ hint of harmoric distortion  The
tone centrol allows you to control "he
narmonic content from a sweet silvery liaud to razor sharp AC DC 63" x 5127 x 2147 « 19

THE [ITT( E BIG MUFF Plis a compact version of the famous Big Muff P tavored by Jimi
Hendrix and Carlos Santana Preset maximum sustan AC DC 5'a" x 3 3% x 2Va" x 17"

MUFF FJZZ  This funksest d stortion device will give the player that diriy sound wh ch
cannot be gotten from today s popular solid state amps 1t gives the player that nataral
4 stortion of tube-amps nised by ihe Rhythm n Blues bands of yesteryear And now it comes
wiin a double male plug hat lets you plug .nfo amp or instrument 3" x 2° x 11"

PUT SWAMP
IN YOUR BASS

The MOLF and HOG S FONT Bass
Beosters cut the highs and ampiity the
SUbNATMONICS G NG your irstramert the
riepth duthor ty and hedvy penetraton of
the ‘not peda s of a church pipe argan
The MOLF or HOG SFOOT w  gwve your
axe o amphf or that thiek swamp pottom
i olues sauna of the Fenaer jazz bass usea
| ehctdhamonix 3 N crcwnelen with the nld Ampeg B 15
— == : MOLE 3" x 2 x 14 HCGS FOOT -

Sla x 33 x2Ta x 11z

ELECTRO-HARMONIX
PRESIDENT KEEPS
TWO MISTRESSES!

Our nternatonrdlly poputar ELECTRIC
MISTRESS Flanger Filter Matrix was
much 00 good ta discontinue ust be
cause the brand new DELUXE model has
heen designed with improved noise and
distortion speciications greater rehabil-
ity and convenient AC power Rick Der
nnger  for example has honored the
standard MISTRESS as  the best sound
ing of the flanging cevices  Both units
nave a4 sweet shimmeneg flange Both
aently swoep the souna specirum lo create a prismatic array of absolutely fascinating and
ethereal sounds 3oth ire —ade on earth for nsing siars!

DELUXE 1AC) B" x 64" x 6" x 1"

STANDARD (OC or Adaptor) 612" x 512" x 274" x 14"

pe o B B

ee®
Ing&fé‘

e =Lee2s

WELL DONE, DOCTORQ

DOCTOR Q s the most economicdl yet high-
qua'ity Envelope Follower available on the market
today Effects ranging tom nvoluted meliow funk
hines to slashing thin chops can be msiantaneously
and sensitively controlled thraugh the player s use
of attack and decay dynamics The range of the
filter can be preset And as an added feaiure the
bassswitchcanbe used 'o add a nch nass enual
zaton without losing the thin whioping Ervelope
Follower sound ontop This makes the unit excelient tor gelting potent new sounds from tne
electric bass as well as guitar and clavinet

S5Ya" x 3% x 2Ya" x 112

MIXXXXX

The 54 JUNCTION MIYER 5 designed as an
nput-output mier ane ceescory benager A
INPLE XS 3 rikes o NSt men 1, e 4t ne dtlh4ct o
1S mputs fo nbtain one auip b As autput ruxe
artips cannecied io eadtemnal peaker comina
uons ©an go direchy o the 54 mft Lp fo fonr
extermadl apedker cabinels Lemg connected o nne
. - 54 This e rmin des slnppy aire 0oorns and e
Treases sel L Tme A arcessory plender g
Sle Y et signa Cant o et o the S4 0 o e ditferens Acesssanies Tan e oinec w i
anothier =« with ane hee then o<y to 1o g T tac ity allows the Lienasa of any
“omty o aen of distort an dev rec wah vat oeddals echa effect; ete Anointiiite numbyer ot
CONNect g ol e MS can Le SO L0 LWl NG LRty 1 NET 0Ndl arresenry 302 41"

3 x2"x 18"
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“FROM THE SMALLEST POWER BOOSTER — AND IT REALLY BOOSTS — TO THE EXCITING
MEMORY MAN ECHO/ANALOG DELAY. A RANGE OF 48 SUPERB EFFECTS UNITS AND PEDALS

FOR TODAY'S MUSIC".

WRITE TODAY FOR YOUR FULL CATALOGUE, PRICE LIST, AND DETAILS OF YOUR NEAREST
DEALER, TO.....

EASTWOOD MUSIC CO. P.0. BOX 114A SURBITON SURREY KT6 7SN TELE: 01-330 4558

PUT ANY KNOB UNDER
FOOT CONTROL

HOT FOOT Unwersal Pedal can turn any
accessory, made by any manufacturer,
nto a foot pedal How does it work? Sim-
ple Just pull oft the knob of the controt
you want to work with your foot and attach
the screw at the end of HOT FOOT s flexi-
ble shaft and presto! you ve got another
effect under foot controi! It's a smple in-
vention. but brlliant There are no elec-
tronics to worry about No matter what
new types of sound effects are created in
the 'uture, HOT FOOT will never become obsolete! Also comes n a AOT FOOT Universal
PAN Pedal model for special etfects using two amplifiers or accessores

13" x 6" x 3%

E-H DEMO RECORD
GETS DOWNTOIT

This new LP rroduced by Elrott Randall using top
New York Cit¢ studio musicians s a contempo-
-~ rary highly | stenable set of music ranging from
funky blues 1o space |am It demonstrates inge-
nious .1ses of our most popular effects devices —
unnterrcupted by ive hvpe  Youll hear 6-stning
gutar multip ed 1o 12 vy the FLECTRIC MISTRESS
Flanger voice doubled with sax-like sound
through the OCTAVE MULTIPLEXER plucked strings st kened nto dowed strings by the BIG
MUFF Pl and many more starting transmutations L=ng our STONE  senes ot Phase
Stitters GOLDEN THROAT DFLU‘E MEMORY MAN DOCTOR O FREQUENCY
ANALYZER and HOT FOO™ Hp iner notes by Vilage Vorce music cnic Carman Moore
uescnbed ow “he eftects are created A must for every elecine gurtanst Albums are
dvaildt e atyour musical nstrumert dealer

LR e STRETCH YOUR GUITAR NECK UP

& ® ) TO 19 FEET!

v Try the effect that musicians in Europe like
Kraftwerk are using The FREQUENCY ANALYZER

PREGUERSY can compress the neck of a guitar down {0 'wo feet

ARMISTER or stretchitup to mineteenteet Trus highest-quality

- . Ring Modulator available is a briliant accessory for

S all brass and woodwind nstruments  Blow horn

PORN through the FREQUENCY ANALYZER and out

come three different horns in moving harmonies

Shittthe frequencies of drums cymbals and hi-hats Play any note on any piano for example

aC and out comes a 0. E 8 or any note or fractional in-between note according to the

sething on the dials Blend vour reguiar signal with the new shifted notes Filter control allkows

you to sort out high frequency components Set any harmonic multiple desired for ar

avant garde sound

6% x 5" x 204" x 17 "

GOLDEN THROAT WILL LET
YOU SING YOUR AXE OFF

This top-of-the-line mouth tube and filter
enables a musician to make the umque
sound recently populanized by Peter
Frampton and also used by Stevie Won-
der Jeft Beck, Steely Dan, and Joe
Waish Your mouth becomes an exten-
sion of your guitar as the guitar music
feeds up into and 1s controlled by the
movements of your jaw, tongue, and
lips Wah, tuzz, tremolo, phasing. and
many other effects are possible
GOL DFN THROAT 1s more powerful than the competition witha 100 Watt driver and a red
light overload indicator Its sharp but meu’, .¢und can be produced with any strength
amplifier

634" x 5" x 3%" TUBE —6' x Va”

OUR GREAT NEW ECHO/
ANALOG DELAY LINE

Unti now all echo and reverb effects re-
lhled on moving pdris—springs tape
loops  and other mechanical gear that
couly wear out or breaxk nght in the middle
of your act Delay effects depended on
digifal delay lines that were fine for the
stucho but 100 expensive and bulky for
onsiige use Nowour engineers have put
all o these key effects into one durable,
reasonably-priced tootswilch unit
thiough "he development of state-of-
the-art hybria techniques

Preserting MEMORY MAN DELUXE OJiscriminaling musicians welcome ‘he superb
totally-electronic echo urit you ve been waiting for Number one in teatures and perfor-
mance Slapvack stage echo  repealing arpeQgios  delayea split siereo bahtub
reverb  controlled feedback  vocal doubling—a range of effects effortiessly achieved
that is truly astounding!

Clean noise-free operation with distortion under 1%. a signal to-noise ratio of 60db and a
buitt-in SILFNCER™ Noise Gate

Unlike competitive solid state echo umits MEMORY MAN DELUXE does not decrease 11s
pandwidth as Delay is ncreased The result? Crisp razar sharp highs at any echo setting for
the professional performing musictan

® Wide range of Delay 15 msec— 4 seC

® Wide frequency response 10 Hz-- 100 kHz (Direct). 10 Hz— 3KhZ (Echo) = 3db

¢ Infinite echo Repeats with minimum signat degradation

® Varnable gain level control and overload indicator

® Dual outputs

® AC operaton with power swilch and indicator
Combines with other effects for a smashing echcing flange echo-wah or echo-fuzz Attrac-
lively packaged in a nickel-plated steel chassis with heavy duty line cora
Alsc avalable in an econonyy vesign less indicators level control and noise reduction
circuitry, bul nctuding special Boost switch
B'x 63" x B x 1

MOUTH TUBE FLEXIBILITY
WITH BUILT-IN MONITOR AMP

Now. using only one GOLDEN THROAT DELUXE,

you can boost the range of your group threefold

1 Enjoy the best mouth tube effects available by
Just plugging N —no need 1o touch a single
speaker wire or disabie your good guitar armp

2 Get a 25 Watt RMS, 60 Watt peak auxiiary amp
head with Volume and tull-range active Tone
controls

3 Be able to simultaneously route your instrument input to *he GOLDEN THROAT DELUXE
and fo an external amp for a vanable blend of straignt and tube souna Puts an end to
thinning out @ band s sound when using mouth tube effects

And each of these sound dimensions is instantanecusly controlled by simply tapping one of

two haavy-duty footswitches! AC

B2’ x8"x 3" x 1%2"

DELUXE OCTAVE
MULTIPLEXER WITH
ERROR-FREE TRACKING

Now you can sound | ke Eric Clapton and
Jack Bruce playing togetner in igatning
fast -uns as the DELU<XE OCTAVE MUL-
TIPLE <ER synthesizes a nole one oCtave
be cw Ihe one you re playng Youll get
cieanoctave div.sionon every guitar note
with 20 lalse tiggenng Fve filters allow
the musician ta shape the harmonic con-
tent gl tpe new note trom fuzz tass 10 a
pure deep orgar bass This tevice can
exp nde the tonal capaoilities of horrs
nto the bdass and hartone -ange Makes any singer sound like tke Turner The popular
standard OCTAVE MULTIPLE <FR has fne same fine features and thinaty bass w ih shigntly

relaned Uacking daccuracy The pedar version of the standard uoit aives the musican
continuous foot-controlled blending of tigh and low notes for the wimaate flexibinty of
guitar hass duets and answer ng bass runs

AC only DELUXE 8" x 634" x 6" x 11"

AC DC STANDARD 634"« 570"« 7" 127

AC-DC PFDAL 13"x 6" x 34"
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Roland
Mc Pheedback

Dear Beat,

| have just read, with great in-
terest, your review of the ARP
Avatar (T. McPhee, May issue)
and feel that | should correct
Tony on various comment he
made regarding the Roland
GR500 Guitar Synthesizer.

Tony states that the Roland is
merely an interface unit for an
extension synth and also misin-
forms readers by telling them
that any guitar can be used. Not
so on both counts!

Let me comment on the
guitar itself. Roland have, in
fact, developed a special guitar
which is specifically designed to
connect to the Roland guitar

synthesizer itself. The guitar
containes the following
features:

1. Straight guitar
2. Polyensemble
3. Bass
4. Solo Melody
5. Ext. Synth

This enables the guitarist to
mix freely the synth and guitar
sounds without having to refer
to the synth control panel.

The  synth contains  the
following features:
1. Guitar section with

parametric equalisation.
2.Polyensemble with 4 voicings
and independent envelope
generator for each string, all
controlled from one master en-
velope generator.

3. Bass section with string selec-
tor.

4. Solo Melody section in-
corporating a voltage controlled
oscillator, filter and envelope

generator. Portamento is also
included.
5. Ext. synth section which

enables the GR500 to plug into
an extension synth be it Roland,
Moog, ARP, Oberheim or other
synths operating on a similar
system.

The above is just a brief sum-
mary of the specifications —
other functions too numerous to
mention are available. It happens
that Tony has got his wires
crossed somewhere, because,
as you have gathered by now,
we do make a guitar and synth

(which is polyphonic and
paraphonic) and not just a
pickup and interface unit.
Adrian Lee,

U.K. Roland demonstrator

Tony McPhee replies: Profound
apologies to Roland for my faux
pas. | was in fact misinformed
about the GR500 by somebody
who should have known better.

/ do think, however, that it

Arp Avatar
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would have been a point in
Roland’s favour if it were
possible to use one’s own
guitar. With electronic keyboar-
ds the only real criterion as
regards “feel” is the action, and
that is mainly a matter of the
return springs, which can be ad-
justed to some extent. But with
guitars, weight, action, width
and depth of neck and body and
even length of neck are all very
personal preferences.

The idea of a guitar syn-
thesizer is really to enable
gurtarists to get into syn-
thesizers. | know | would have a
hard time getting used to the
unique nomenclature of the
GR500 without having to get in-
to an alien . . . axe as welll | wrote
the article as a guitarist who
happened to get into syn-
thesizers via the ARP 2600, and
the Avatar would be my choice
simply because | could use by
own guitar and because | was
used to the graphic layout and
performance of ARPs.

Mains power

Dear Sir,
| would be grateful if you
could advise me on a suitable
mains power supply, i.e. 250V
a.c./9V d.c. to power about
three units simultaneously. | am
at present using a cheap power
supply for my Electro-Harmonix
phaser; however, when trying to
use the same supply for my
Schaller Pre-amp 1 find | get too
much background noise. So if
you could recommend a suitable
high quality supply module for
this purpose | would be most
grateful.
R. A. Kemp,
Redhill,
Surrey

A company known as Farnell In-
struments make a variety of elec-
tronic gadgets, power modules
amongst them. Write to them at
Zorley Court, Greenford Road,

Harrow, Middlesex, including in
your letter the wattage output of
each individual effect you wish
to use. The particular power unit
suitable for your needs can then
be selected.

Rare echo

Dear Sir,

Could you please tell me
where | could get hold of a Bin-
son Echo and what price | could
be expected to pay. Also, could
you inform me of any retailers in
the Southampton area who
might have one in stock.

V. Marczak,

Southampton

After numerous phone calls to
shops in the south coast area,
we tracked down a second-hand
‘Baby Binson’ for £100 at
Kingfisher Music in Fleet (yes
we know jt's not really
anywhere near Southampton)
but this was the only shop out of
ten who had one at all.

Binsons are made in ltaly and
currently come in four different
models: with four, SiX,
eight or ten heads. We
discovered that the importers,
E.S.E. of Maidstone, currently
have a very limited number of
units on offer cut-price. The
EC3, for example — the model
with four heads — normally
costs over £600, but at the time
of our call this could be snapped
up for a mere £399, including
VAT. The shop operated by
E.S.E. /s Matthews Music, 20
The Broadway, Maidstone,
Kent. We would suggest that
speed is of the essence in this
case!

Rich hitch

Dear Sir,

| am interested in purchasing
a B. C. Rich guitar. | know that
they are a small company based
in Los Angeles, but | wish to
enquire if they have a British
distributor, and how | can get
hold of one.

Thanks for the superb mag —
keep up the great work.

lan McFetridge,

Glasgow

There is not, unfortunately, a
British  distributor for these
guitars, but they will certainly
freight them to you direct —
probably at no greater cost than
if you were to pay for a British
retailer to freight them. The ad-
dress is: B. C. Rich, 4770 Valley
Boulevard, Stall 119-120, Los
Angeles, Cal 90032 U. S. A.



We've told you
before, but...

Down the
Drains

Dear Sir,

I am writing to you in order to
gain some information, which |
hope you can provide. | need to
contact the major record com-
panies in this country but find
myself somewhat at a loss when
it comes to finding out their ad-
dresses. | have managed to un-
cover WEA's address, but
would be grateful if you could
provide me with the addresses
of the other major record com-
panies — RCA, Island, Pye, etc.

Ross Harvey,

Bristol.

A very common request. As
we’ve pointed out before, the
best answer by far is to lash out
a couple of quid for one of the
music industry year books, one
of the best being the Melody
Maker Year Book and Desk
Diary, obtainable from the
newspaper. Every conceivable
address and telephone number
of the important people in the
biz will be found in the back of
the Diary. Meanwhile, the ad-
dress of RCA Records is 50 Cur-
.zon Street, London W1, Island
are at 22 St. Peter's Square,
London W6, and Pye can be
found lurking somewhere in the
vicinity of ATV House, 17 Great
Cumberland Place, London W1.
If you are submitting tapes for
the attention of the various A&R
departments of these com-
panies, make sure your package
is addressed to this effect.
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The Clash: could YOU get brain-damaged by these men?

Dear Beat,

| fail to see how you can con-
demn punk as a noise and yet
sing the praises of bands like
Rainbow for churning out ‘good
music’. | was subjected to Long
Live Rock & Roll and after the
initial barrage of noise |
managed to notice great
similarities between Rainbow,
Purple, Rush and just about any
other HM band. Does originality
mean anything to Mr. Black-
more? |I've just heard Smoke On
The Water/Burn by Purple and |
don’t really want to hear it back:
wards, sideways, left, right, up,
down as done by Rainbow. |
play in a band called The Drains
and | don’t want to be a guitar
hero. Does this condemn my
band as just a noise? | think your
magazine is full of hypocrites
and that you are paranoid about
punk because they are young
and exciting and your are old.
Why don’t you come out of your
dreams and see what reality
looks like?

Andy Drain,

Glasgow

PS. Our other guitarist likes
Gong but | don't care ‘cos I'm
broad minded unlike you lot.
PPS. Please do some reviews
on cheaper guitars and amps
because | can’t yet afford my
Les Paul and Marshall stacks.
PPPS. Can’t see how the Clash
give one brain damage. Maybe
I've got it and it doesn’t make
any difference.
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PPPPS. Bet you 50p you don't
print this because you're to
scared to air criticism of your so-
called ‘musicians magazine’.

We all have versions of Burn
played backwards, left, right, up
and down by Rainbow, but
none of us has the sideways riff
on any track. Which album is
this on? There are a lot of anti-
guitar heroes about — maybe
you've missed the boat on that
one, but send us a Drains tape
and we’ll give it to our Dave
Crosby clone for comment. We
are not that old. Compared to a
budding punky we might look as
if we’re getting on a bit, but
then again we’re all much
younger than Irving Berlin. Did
you know that he is ninety and
can still only play in F sharp?

PS. Watch your second guitarist
— he sounds too clever by half.
PPS. They’re not giving ‘em
away these days, but we’ve got
some cheapos in the pipeline. If
you play HM you might make
more money and then you can
buy a Marshall and a Les Paul.
PPPS. The Clash don't
necessarily give one brain
damage. It is more likely that
they aggravate a latent con-
dition already sub-consciously
suffered by the listener.

PPPPS. Make the 50p payable
to Beat Instrumental — a postal
order will be fine and we will be
able to put it directly into our
private Help the Aged fund.

Finger pickin’
good

Dear Sir,

In a past issue of vyour
magazine you reviewed the
record ‘'Flat Picking Guitar

Festival’” on the Kicking Mule
label.
| have tried in various shops in
my area to obtain this record but
have had no luck as the dealers
all wanted to know who the
distributor of the label was
before they could order it for
me.
| would be obliged if you
could check on this for me and
provide me with the necessary
information.
A. L. Stears,
Chatham,
Kent

Kicking Mule is the guitar pickin’
label run by Stefan Grossman
and distributed by Sonet Recor-
ds (121 Ledbury Road, London
W11). If you wish to order the
album direct, write to Stefan at
Kicking Mule Records 125 Stud-
dridge Street, London SW6.

Sonet also handle the
Specialty label (fifties
rock’n’roll), Alligator (Chicago
blues), Flying Fish (country) and
Tacoma (run by John Fahey and
featuring mainly himself).

Discopublisher

Dear Sir,

Can you please let me know
the name and address of a
music publisher who might be
interested in disco material?

S. A.Bond,

Stambridge,
W. Midiands

A publishing company formed in
March — Smudge Music — is
currently looking for new writers
of all kinds, from singer-
songwriters and commercial
pop to rock. Wirite to Alan
Smith, Smudge Music, 15
Clifford St., London W1,
enclosing your demo tape.

A right
Herbert?

Dear Beat,

Could you please inform me
of any left-handed basses
available at a price of £150 or
under, as | don’t seem to have
come across any. If you can,
could you tell the prices in each
case, and briefly their
specifications, which will help
me in my choice. Great mag,
lads!

Dave Herbert,

Hertford

An easy matter, we thought, as
we began our investigation. But
it soon became clear that left-
handed bassists are a much
discriminated-against minority.
Several major distributors don’t
do any left-handed models at all.
Those that do exist tend to be in
the higher price bracket —
Gibsons d&hd Fenders, for
example. But even the higher
quality “copy’’ guitars — when
they make left-handers — are
more expensive than you might
think. An /banez copy of a
Rickenbacker I/h costs £239,
for example. One of the new
Aria guitars, the PB50ON, is a
//h bass, and will cost £172.50
when one arrives in this country.
There is an Antoria, the 2365BL
Dixie, whose price is being
revised, and will probably cost
around £170-£180.

But surprise, surprise. You
can actually get a Fender bass
for £147 + VAT. It's a left-
handed Musicmaster, which has
a 30 scale, detachable maple
neck, rosewood fingerboard, a
single adjustable pick-up, one
volume and one tone control.
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only your
- wallet knows
the difference

Take a long, close look at a Hondo 1l guitar and

you'll be amazed at the quality of the finish, the

fidelity of sound and the superb feel of the instrument. Now
take a look at the price — you'll be in for a pleasant surprise.
The famous style guitar illustrated mode! HLP2N costs around
£79.00 (incl. VAT)

While everyone else is scraping together a depoéit for the guitar of their
dreams, you could be playing yours now! Only your wallet will know
the difference.

Ask about the Hondo acoustics too — Prices start from as little as £22.00

L S o UU— |

Smooth action individual machine heads Beautifully finished body and neck. Heavily plated fittings including fully

with plated covers eliminating harmful Accurate fingerboard with inlaid position adjustable bridge and high fidelity pick-

dust and grit. marks. All Hondo necks are steei rein- ups (DiMarzio’s available on ¢ -rtain
forced and adjustable. models).

Available from your local music store ' - JOHN HORNBY SKEWES & CO LTD
or send a s.a.e. for a free leaflet, to- hornbg Skewe.s salem House Garforth Leeds LS25 1PX
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i [Phoenix
amplification
dealers

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

Ashford (Middx) Accent Music
Bamsley Kitchens

Bath Assembly Music
Bexhill-on-Sea Birds
Birmingham Yardleys
Boscombe Eddie Moor's Music
Bradford Kitchens

Brentwood Soundwave

Bristol John Holmes

Bury St. Edmunds Albert Ballam
Canterbury Socodi

Carlisle Studio Music

who's inside
Phoenix?

Steve Miller?
Ritchie Blackmore? SR

Fleet Kingfisher Music
Guildford Andertons
? Hanley/Stoke-on-Trent Chatfields
r O n n H Helaton Tottles Music Shop
Hereford Picton Music
Hove/Brighton Southern Music

You ? With Phoenix they (and lots of others) are inside just waiting for you to B et

release them. With its unique system of using valves in the pre-amp Ml e o
you have versatility at the lowest level . . . never before possible using Launceston Tottles Music Shop
valves Leeds Kitchens
: . .. . Leicester Sounq Pad
But remember you are not going to master Phoenix in one session . . . Lowestoft Morlings
Y Q Luton Luton Music Centre
or even two. Phoenix is an amp to grow with . . . the more you Maidenhead The Sound House
develop the further Ph(c))er]ix wi|Lgo. hSo L()?ggther youPcI'?uld‘finDd | m::f:;::‘:;:ffr’:ﬂsgt;gms
Mansfisld Carlsbro Sound
yourselves at the top. Quite a thought eh? See your Phoenix Dealer Marafiold Cersbro Sound
very soon. Newecastle Rock City Music )
PS. Phoenix Reverb Unit is now N e N e e
available — the PHA 1R . . . also Norwich Cookes Band Instruments

Oxtord Taphouse & Sons
Portsmouth Courtney & Walker
Reading Rumbelows

Rochdale Shorrocks & Shorrock
Romford Soundwave

Salisbury Mitchell Music
Scarborough B. Dean

Sheffieid Johnsons Soundaround
Southend Chris Stevens Music
Stockport Dawsons

Sunderiand White Sound Equipment
Tunbridge Wells Sharons Music
Wallasey Rumbellows/Strothers
Warrington Dawsons

Wigan Dawsons

Winchester Whitwams

pedals.

Scotland

y Aberdeen Bruce Miller

", Bathgate Music Box

4 Glasgow McCormacks Music

Nth. treiand
Belfast Marcus Musical Instruments

Wales

Carmarthen Picton Music
Cardiff Sound Centre
Colwyn Bay Memphis Music
Moerthyr Picton Music
Newport Sound Centre
Swansea Picton Music
Tredegar Sound Centre

The first of a series of
quality amps, PA and other
electronic equipment
manufactured by
British Musjc Strings Ltd.,
Pontygwindy Industrial Estate,
Caerphilly, Wales, UK.

Eire
Dublin McCulloch Piggott
Isle of Man Island Music Centre

GUARANTEE
For your protection
Phoenix is patented,
registered and the design
is copyright . . . so nobody
can pretend to be Phoenix.
The equipment has a two
year guarantee

SALES + SERVICE
Phoenix is only available
from these dealers who
have the experience and

faciliti Hand
P;PE'XIG ,\IAS s:rcvictee:utacl'its\j a:1r;os
{British Section)

Send SAE for
literature, specifications etc.
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.
he Pink Floyd's corporate reputation as an inaccessible enigma is only rivalled in rock music by that of the individual members of the
T band. Gilmour, Mason,, Waters and Wright embrace a policy of non-communication with the press and their public which at times is
both frustrating and self-indulgent. They require financial reward for their endeavours, yet remain unanswerable to the very people
who provide that reward. They inhabit a carefully constructed cocoon which protects them from inquisitive eyes, and yet when the time
comes for the covers to be partially removed, expect the very people they've denied in the past to come running to sip the nectar {or‘
brief moment. -

What follows is the transcript (with grammatical tidyings) of my hour long conversation with David Gilmour in which he explains the
motives for this self-imposed exile, talks about his solo album,-and touches lightly on other areas concerning the Pink Floyd. While much.
of the conversation involved short answers and left much unanswered by implication it would be true to say that his body language was
considerably more friendly than his oral language. He appeared, not surprisingly, to be totally out of practise communicating with a
creature from the press and required prompting several times to extract anything like the information | had hoped to obtain. That said,
however, once the tape-recorder was switched off, he relaxed visibly, played me a couple of un-heard before demo tapes of Syd Barrett,
and spent half an hour showing me round the facilities at Britainnia Row Studios while playing a master tape of the solo album.

This schizophrenic attitude to someone he must, by his own admission, have regarded as an invader of his privacy, seems to confirm
that the self imposed obsession with privacy has indeed become a way of life. |, and | hope many of you, regret this narrow-minded view-
of the public which has spent so much money placing him, and the others in the band, in this enviable position. That other major bands
have managed to make their music, talk to explain their motives, and maintain healthily private lives is indisputable. If the Floyd really
believe fame can be had for free they are, of course, entitled to that opinion: however, their freedom must cost thair buying public some
of the essential rapport that should exist between a band and its fans.

= Why did you feel it necessary.to make a
solo album?

It wasn’t strictly necessary — it was just
something to do, a bit of fun: I've always
wanted to get into one, and now seemed
a good time. When the Pink Floyd aren’t
working it's good to have something to
do. ]
As simple as that?

Well, it's not quite as simple as that. There
are other things, obviously, like it's nice
not having to work to a compromise once
in a whilé, which you obviously have to-do
in a group of any sort, unless one person is
hard and fast boss. Working to a com-
promise is a good thing, but it's nice not to
have to work within'one all the time.

So you were looking for a bit more
freedom outside the Floyd structure?
It's not really freedom, no, it's just ... no,
maybe it is freedom. In a sense' it's
freedom - it's not like | feel imprisoned by
being within the Pink Floyd structure: | like
that, and that is very rewarding-and valu-
able, but it's nice not to be within it all the
time. It's nice to have a change.

Did you control the album completely?
Yes.

From choosing the musicians to
producing it yourself?

| decided right at the beginning that |
would control everything on it absolutely
just for once: from choosing’ the
musicians, choosing the material, writing
the material, the production . . .

Was the material pre-written, or did
you write specifically for the album?

I wrote for it. | didn’t have a plan for an
album right at the beginning. | jotted
down a lot, of short ideas, musical and
lyrical, after the last Pink Floyd tour and
went into our studio to rehearse and put
down demos, and gradually it started
taking shape. At that time'| didn't actually
“ have any specific intention of making an
album; | only decided once | had done the
demos.

You were urider no contractural obliga-
tion, so there were no legal hassles
involved in making a solo album?

Our contractsfgare worked sg@g we don't
have any specific time in which to produce
arecord. & ¢ '
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DAVID
GILMOUR

Why did you choose Rick Wills and
Willie Wilson to work with?

Because they're good musicians, number
one, and because they're friends of mine
and we have a good empathy between us.
They were very capable of doing the sort
of things | wanted them to do, and also
because it's partly down to them that |
actually got round to doing it. They and
my wife were instrumental in pushing me
enough to get me started.

Would you take it as criticism if | say
that | regard the album as being Floyd
without the keyboards?

No, | wouldn’t take it as a criticism.

Did you consciously move away from
the grand keyboard structure of . ..

Well, | didn't use a keyboard player, for
one thing — | had to do it myself. As | said,
| worked with these two guys, basically,
who | know very well, and | thought
working in the first place, at the beginn-
ing, with a keyboard player might prove
restricting to some of the ideas. | did
intend to get one in later on and go
through all the stuff with a keyboard
player, but it never worked out that | could
get the right guy at the right time — so |
didn’t have a keyboard player. Finally in
the last count, when | was actually there
recording | didn't have a keyboard player
and couldn’t get one, so | decided to try
and do it myself: so | did it myself, and so
they are very, very minimal and very basic.

The lack of keyboards does give your
guitar a lot more room to work in than
on the Floyd's albums, despite the
superficial similarity in sound.

This thing of it sounding a bit like the
Floyd is not intentional: there was never
any intention to sound like the Pink Floyd,
but | do sound like me, and there’s no way
| can get round that. If | tried artificially to
get round that it would be pointless and it
would also be pointless for me to make an
album different to the Floyd unless | really
wanted it. | think it is pretty different but
there are obviously at the same time
similarities in the way | sing, in the way |
play guitar. Basically | didn’t try to make it
the same as the Floyd, and | didn't try to
make it different — | just wanted it to come
out fairly natural.

There’s ostensibly less ‘studio trickery’
than on Floyd albums. Was this also
intentional?

There's quite a lot of overdubbing — but
the same thing applies really. | didn't
intend not to do that, or to do that; | just
did each song as it felt right to me at the
time, without wanting to go so deeply into
it and think about it for so long that | lost
the spontaneity. | did deliberately want to
do it quite quickly, and do all the recording
in a short space of time.

When | reviewed Animals last year |
termed your guitar playing ‘manic’.
Your playing has come more to the fore
on the more recent Floyd albums, and
14

in places you've got the same
demented sound on the solo album. Is
this conscious?

| haven't consciously developed it — |
mean ‘Animals’ was bound to sound
demented because it was a demented
album, right? The whole thing was, and |
do try and play what | think will fit. | mean,
| agree there's one song on the album (his
own) where | still do a guitar passage with
masses of fuzz on it, but that seemed to
work at the time and appeared a reason-
able thing to do.

But Animals was significant in placing
your playing further out into the
spotlight, so to speak ... Will this be
continued in the next Floyd project?

| think there's been quite a lot of it to the
fore going back — Wish You Were Here
had quite a lot of it to the fore. It's really a
question of who's coming up with what.
At the time of making Animals | was into
playing a lot of guitar, and Rick was
particularly into coming up with lots of . ..
or maybe, because of the way the songs
were hard and aggressive, Rick didn't
feel it suited so well. It's just a natural
process — it's not anything that was pre-
planned.

Can we talk about your guitars now - |
take it you're still using a Fender?
Mostly.

What kind?
Stratocasters and Telecasters mostly.

Have they been modified in any way?
Not really, no let me see. The
Stratocaster that | use on stage with the
Pink Floyd, which is one that | use quite a
bit on the solo album, is ... the neck is
from the early Sixties, the body is about
1970, and the electrics are from the same
time. It's got a Di Marzio pick-up for the
treble, but | don't think that makes that
much difference — it's quite nice, but | also
use another Strat that is perfectly
standard. | always modify a Telecaster
slightly because | don't like the way
they're wired from the factory — most
other people seem to do the same, as it's
more or less a standard modification that
everyone does on the Telecaster. | also
used a Gretsch — | can't remember what
it's called — and | used a Gibson Les Paul
as well. It's mostly between three guitars
— two Stratocasters and one variation
Telecaster which is an Esquire really.

Why do you prefer the Fender sound?

| think whatever you start off with you
tend to stick with and |'ve always stuck
with it, more or less. | do like some
aspects of the Gibson sound, but | find it
hard to get and hard to play, hard to feel
really at ease with.

But it could be argued the Gibson
produces the fatter sound which could
fit well into the Floyd’s music.

Uh-huh it could be argued. But | think that
what | do use fits 0.K.

You also have an amazing pedal-board,
don’t you?

| do have a pedal-board, but it's nothing
that miraculous: it's just got a whole
bunch of regular effects pedals built-into it
— volume controls, tone controls; it's also
got send and return so that | can insert
new battery things into the circuitry so it

doesn’t have to come out at the beginning
ortheend. ..

We're interrupted as Dave's roadie brings
in two cans of very welcome Fosters,
confirms the unknown Gretsch to be a
DuoJet, and informs Dave there are a
couple of Music Mans waiting for him in
the studio . . .

What else is there on the board?

I've got two different fuzz-boxes — one's a
Big Muff and one's a Fuzz Bass — which
has a tone control with it so when you
switch into that circuit you get the tone
control as well; there's a flanger, a phaser,
noise gate, treble, bass boost — that's
basically about it. There was a Univibe but
| took it out when something else had to
go in, and | use an MXR Digital Delay now
instead of a Binson.

Why did you change?

Superior quality. | mean Binson are very
good, but it's quite a job keeping them
going. | used to have half a dozen, but at
every gig | had to take the top off, set and
adjust it all up, clean it — but with the MXR
ljust plug it in.

What's your main amplification?

I use a Hiwatt generally, but |'ve also been
using a Yamaha.

Have you considered using a guitar
synthesizer?
I've thought about it, but | haven't got
round to it yet.

Do you think that’s an area you could
develop into?

I've no idea until | try one out. | would like
to try one out and see how well they work,
and how reliable they are on stage. Most
synthesizer equipment |'ve used has been
difficult to manipulate on stage: you
spend so much time trying to keep it in
tune and sounding right that you haven’t
got time to play, but I'm not averse to
trying them.

I've read that you're contemplating
going on the road with this album.
Contemplating it . .. yes, but that's as far
as it goes at the moment.

Is it a serious possibility?

Itis, but I've no idea when. | mean it’s just
entered the periphery of my brain, but
that's as far as it's gone.

Do you find the prospect of touring with
what would be a distinctly less complex
outfit an interesting one?

Yes, anything that's different is an
interesting prospect. It would be ... |
would look forward to being able to ...
not as a permanent proposition: | don't
dislike the gigs that we do in any way — |
really love them. It's a terrific feeling going
out in front of 50,000 people to do gigs,
and be at the centre of a great sound
system like ours — but at the same time it
would be nice to do smaller gigs, and that
would obviously be a possibility if | were
to start doing stuff with a different band.

Do you find giging with the Floyd a
monstrous mechanical hassle before
you can actually get out and play?

No, not really. Sometimes it gets to feel
like that. It is, but it's not a problem that |
have to face — we have got lots of people
to take those sort of headaches off our
heads. It is a big operation in that we have



to plan a tour months in advance: we can't
just say ‘let’s pop out and do a gig’, which
would be a nice thing to be able to do
sometime,

Rick is doing a solo album now, as well,
isn't he? Are we going to see more of
this kind of project from the Floyd?

| imagine you’ll see one from Rick.

Is this a sabbatical year for the Floyd?
Well, it's something like that, yes. When
you've been at it as long as we have it's
nice to be able to take short sabbaticals
from time to time. Rick has done one — |
think it's practically finished but | don’t
know when it's coming out.

But you weren’t involved in Rick’s, and
he not at all in yours?

Well, there didn’t seem to me to be much
point in doing it if | was going to be
involved with the Pink Floyd.

There have been many instances of
successful bands in which there are
several writers breaking up because of
the compromises that necessarily have
to be made in that kind of outfit. How
does the Floyd continue?

| don’t know. | guess our aims are close
enough together and we're not that madly
egocentric ... excuse me a mo, must go
to the loo! ..

Is your own, and the Floyd’s, relative
inaccessibility from the public
deliberate?

Um, let me see. It's deliberate in the sense
that we want to hang on to privacy for
ourselves very much — we do want to
Hang on to that as much as is at all
possible — but when the time comes for
doing interviews, and there’s something
to be talked about, we do do some when
it's something as hard and fast as that but
a lot of the time there doesn’t seem to us
to be anything much to talk about that
cannot be got from the music. It's
different now because I'm doing these
interviews to promote my album which is
a hard and fast reason for doing it. It's
important to me.

But, by the same token, if in the early
stages the individual members of the
band had promoted their own identities
you’'d probably have found there would
be no reason to give interviews now.
Had the band’'s members been better
known, there would have been no need
to promote the name David Gilmour.
Yes, this is true — | want to promote the
name David Gilmour a little bit so people
will go and listen to the album and hear if
it's worth it, but I'm glad we’'ve done it this
way round. | don‘t feel the loss of personal
identity as such in the public eye and |
don’t desire it. I'm not doing this to
promote my personal image as such — it's
just that | want people to listen to my
record, and if | don't do it, not nearly as
many people would listen to it and I'd like
to give it a fair crack of the whip. !
wouldn’t like to think in a few months’
time that | could use as an excuse for its
failure the fact that { hadn’t done anything
to help it.

So a tour might be more on the cards
than you’ve actually hinted?

No, because | certainly won't be doing any
touring until the success of this album is
really established or lost.

So, it really is a deliberate isolation
which you and the other members of
the band have placed yourselves into?

We really don’t want to become public
property. There are a lot of people who
have, and their lives aren’t something that
| ehvy at all. | don't want that — | don't
want my life to be like that. | value being
able to do anything | please — go out to
concerts, to the centre of the town,
wander around, and do everything | want
to do that [ did before we were successful
without there being any great change. |
hate the thought of walking around like
anyone else you care to mention and
having people continually staring at me

and tormenting me. A lot of people are
happy to trade that, to have that and lose
their privacy — but I'm not, and we're not,
as a group. It's not so terribly unusual
these days — lots of others are doing it.
There are a lot of other bands you
wouldn’t recognise on the streets ... The
Eagles, for example, would you recognise
all the Eagles if you saw them on the
street? | certainly wouldn't.

| would.

(Tough luck Dave, picking the Fagles out
of a hat . . . Asst. Ed)

Well, you might just about, but you're
obviously a cognoscenti.



DAVID
GILMOUR

How long do you believe the Floyd can
continue producing albums of such con-
sistently high standard?

| can’t see why the standard should drop,
particularty; | mean obviously they'll
fluctuate.

Do you consider Dark Side to be as
musically amazing as the press and
public?

No — | thought it's strength lay in the idea,
in the concept of the whole thing, and in it
being very, very consistent. | think the
musical highs were toned down a little bit
and the lows were eliminated and as a
record it was very, very good; but |
thought at the time, and I still think a lot of
the music was, if not weak, then not as
inspiring as some of the other stuff we've
done. | don't think it was a perfect
marriage. | think something like the
quality of the music of ‘Echoes’ married
with the quality of concept and idea of
Dark Side of The Moon would be better. In
some ways | think the quality of the music
in what's actually there in Wish You Were
Here is greater.

That suffered because of the overkill of
Dark Side?

In a way, you could say that, but it also
suffered because of us — some of it wasn't
performed as well as it could have been:
hearts weren't in all of it all of the time.

And yet Animals is a real jump ahead,
isn'tit?

Yes. Animals is geared towards a smaller
audience | suppose, and | never expected
Animals to sell as many as Wish You
Were Here or Dark Side because it's
aimed at a narrower audience ... there's
not a lot of sweet, sing-along stuff on it!

Understatement of the year?
But | think it's just as good, the quality is
just as high.

Are you then, that financially secure
that you can deliberately aim a record
at a smaller market?

Well, we've always made records for us
first and Animals was the record we
wanted to make at the time. It's only
looking at it afterwards — or even during
the making, we knew then that it wouldn't
appeal to so wide an audience . ..

Did you get a vibe during the making of
Dark Side that it was destined to be
such an incredible success?

We all got a vibe that it was pretty good
and it would probably do better than any-
thing we'd done before and when we
finally got the cover finished and put the
whole thing together we all thought it was
very, very strong — we were all fairly con-
vinced it would do better. We thought it
might do the top ten in the US.

Is the Floyd’s visual imagery also a co-
operative effort?

Largely, yes. We all do work on it.

You're not really used to being

interviewed, are you?
No.
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Where do you go from the theatricals of
the last tour?
| don’t know vyet.

You seem to be deliberately building
walls to knock down again.
Precisely.

Have you modified your sound system
since we examined it last year?

It remains the same now, more or fess — |
don’t know the modifications that are
going on. It's always out, being rented out.

Presumably the Floyd will be on the
road again next year with the next
product. Do you really feel there’s an
auditorium in the country which can
cope with it?

Well, there’s not an auditorium in this
country that compares with some of the
auditoriums you get elsewhere. It's a
shame that a nice sized auditorium is not
of good quality because there are all sorts
of auditorium over the world where you
can get fifteen to twenty thousand people
in a room which has good sound and no-
one's too far away.

Talking of sound quality — the
Knebworth gig you played some years
back while allowing some hundred
thousand people to see the band had
pretty poor sound quality.

We had an awful lot of problems at
Knebworth — very specific problems with
the generator failure, and all the key-
boards going out of tune. There's nothing
outside our scope at a gig like that that
can't be coped with, it's just that various
things went wrong at that specific time
added up to make it difficult — also, we’'d
just finished an American tour and we had
like a week to get all the equipment back
from America, repaired, out to Knebworth,
and together for a gig which involived all
our guys working day and night for three
days without any sleep; and also, then
having to do the sound for all the other
people on the gig — it was so unfortunate
we were so close to the end of our
American tour; we were very in practice
and were playing very, very well at the
time and we just got thrown. On stage we
got thrown by the Hammond and all the
other keyboards going out of tune
because the generator wasn't keeping up
50 cyctes and out front they were thrown
because the equipment hadn’t had time to
be fixed and adjusted quite right, and lots
of stuff was breaking down, and
everything was against us. But there was
nothing that could stop us playing, and
that is a perfectly conceivable gig to do.

Is there any chance of the Floyd doing a
summer festival this year?
No, there's no chance of us doing one.

The Pink Floyd, as a band, is so much
on a pedestal — how much of what goes
on at street level, in terms of culture
and music, can actually come inside
this building.

It's not the band — well it is, but it's not
how you see it, or how most people seem
to see it as four people up on a pedestal.
It's the image of Pink Floyd that's up on
the pedestal, but the four people in it can
slip out in the shadows and leave it
behind. The Pedestal and the image stay
there, but we're not on it all the time. We

can move right out because of the way
our image is, because of the facelessness
of our personat publicity we can do exactly
what we want to do.

What sort of music do you listen to
personally?

Mostly | listen to the radio — I've had so
little time to listen to records in the past
two or three years — | mean literally not
switching the gram on more than half a
dozen times. I've got piles of new records
which record companies give me, but |
haven't listened to any of them. | some-
times get influenced by things | hear on
the radio. Most of the things | hear are on
the Horn, or the Peel show when I'm
driving home at night.

Later Floyd albums, and your own solo,
contain less of what used to be termed
the ‘spacier’ passages of the early Floyd
material. Is that because you’ve moved
on, or is out of consideration for com-
mercial realities?

It's nothing to do with it being commercial
or otherwise. It's just what we want to do
at the time, what it fits with, and where it
feels it would be right. If it suggests itself,
and we try it and it works, then we use it;
if it suggests itself, and we try it and it
doesn’'t work, or if it doesn’t suggest itself
at all, then we don't.

| wouldn’t have thought it was as easy
as that. Your more recent material is
shorter, seems to have basic song
structures with choruses and middle
eights and all the rest of it, whereas you
were into twenty minutes non-
structured pieces.

Well, | mean ‘'Echoes’ was pretty
structured; Atom Heart Mother was pretty
structured: you're really going back to
Saucerful of Secrets and things around
that sort of time to find that sort of thing:
they were structured but more loosely so.
That is going back quite a long time, but
that isn’'t what we want to do.

But even things like Echoes and Atom
Heart Mother — you say they're
‘structured’ but to Joe Public out there
it's unstructured and something to
listen to when he’s out of his brain.

You should be able to listen to it when

you're not out of your brain. | mean, | think
Echoes is as structured in its way as Dark
Side of the Moon.

Do you still pioneer your music on the
road before you record it?

Not aiways — we had performed Dogs and
Sheep under previous titles before record-
ing Animals.

How difficult is it reproducing your
studio sound out on the road?
Sometimes there are obstacles to be over-
come, but we can generally think of a way
of doing it.

Are you totally immune from the
criticism that follows some of your gigs
concerning the theatrics, the effects
and the use of tapes, or does it com-
pletely wash over you because you're
doing exactly what you want at the
time?

It doesn’t completely wash over us,
obviously — one does hear these things,
but the only thing that really bugs me
about it is they say we use pre-recorded
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ever used.

But the intro to Wish You Were Here is
on an eight-track tape . ..

But that's just a chord, just a basic back-
ground chord which would take up so
many of Rick’s fingers — | mean, we could
pay half a dozen guys to stand there to
play one chord, but that's pointless, isn't
it? It's hardly a recorded backing track.
The 'Machine’ song has got a bass pulse
on it, pre-recorded — but that's only to
keep in time with the film because we
actually synch it with the film and have to
wear headphones.

Roger wears cans through the whole
gig . ..

Yes, that's because he likes to for his
singing — he can hear his singing better . . .
he can balance, he's got a little mixer
where all the mics go through and he can
balance them as in the studios.

The Eagles last year were critically
slammed for appearing as rock'n roll
dummies. In some respects, the same
criticism could be levelled against the

Floyd, that the street’s idea of energy is
no longer there — if it ever has been. Do
you feel it necessary, or are the
theatricals saying it for you : — are they
really relevant?

I think they're very relevant to the music,
but they're not necessary - | mean
absolutely necessary. Obviously you could
adapt the set if we weren’t working with
those things, but we could do it without
them. | think there's a lot of energy and
stuff going on when we play the Animals
stuff particuiarly. It's all down to personal
taste, really, isn’t it. | mean, we play what
we want to play — | mean, | don't know
exactly what stuff you're talking about,
but it's stuff that we probably wouldn't
want to do, and that's our choice — itisn't
anyone else’'s. The public’'s choice is to
come or not come, and the critic's choice
is to say it's good, or not from their
personal opinion — but it's only their
personal opinion . . .

So what you're playing is only your
personal trip?

Yes, it is, as it is with everyone else. You
can't spend your time doing things for the

public. You can't eternaily take into
account what critics and the public want,
what you think the public want, to make
your music. It'd be crazy to do that. But |
personally, and | think we all do, but for
me | work on the philosophy that if | iike it,
other people will like it. One has to use
one’'s own taste — and if it suits the
public’s taste, that's good; but if you start
working outside your own taste, then
you're completely lost; you're working in a
complete No-Man's land, you'd never
know where you were.

But, 1 know it's miles away from the
Floyd, but the Top Ten works on pre-
cisely that basis.

I know, and I've always been terribly
unsuccessful at predicting what's going to
be a hit single. | mean, that's not the line
of work I'm in. I'm not in the line of
producing top ten pap for whoever it is
that buys those singles — that’s not the
line of work I'm in. It's as different an
industry to mine as | don't know what . ..
it's just not the industry I'm in. I'm trying
to make music that | think is good music,
and | have to be my own judge first,
before anyone else.

The Floyd have come an awful long way
since ‘Emily’ — is there a lot further to
go?

It's always a question of just something
that we wanted to do and enjoy it — that's
as it is now. | don't see it as linear, it's not
getting from here to there, it's just carry-
ing on. As long as we can carry on making
exciting pieces up, and as long as the
public will support us enough so that we
can keep on doing it, we will.

For free brochure wiite to:

SHERGOLD GUITARS, 7

Avenue Industrial Estate, .
Gallows Corner, Romford, EsseXy 1
Please enclose S.A.E. o
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INSTRUMENT REVIEW
Amplifie 3

THE PIGNOSE
Price: £87.50inc. VAT
Reviewed by: Peter Douglas

famous name, but few musicians in

this country are likely to have seen
one before now. That's all changed,
however, because Bob Wilson — former
Rose Morris and Maison Rouge 'supremo’
—is bringing them in via his new company
Atlantex.

Essentially there is not a great deal to
say about the Pignose. It's very small (84"
high) and very light, with a handle on the
top enabling its owner to carry it around
like a transistor radio, which it strongly
resembles. The case is covered with
brown imitation leather and the corners
are well protected. The case swings open
to reveal a speaker of around five inchesin

diameter and six small Duracell batteries.
The latter are the chief advantage of the
amplifier, since they render it completely
portable. There is a mains converter
socket for use if preferred, but this will not
usually be brought into action by most
owners since it virtually defeats the object
of having an amplifier you can carry
around.

On the other hand, it has been quite
widely used as a studio amp. The way this
works is to stick it on top of your usual
amp — or indeed any old heap of junk that
happens to be lying about — and use it as a
pre-amp. The sound of the Pignose will
then dominate the natural sound of the
larger amplifier. Then again, some
guitarists {and the thing was originally
designed with guitarists in mind) prefer to
d.i. from the Pignose straight into the
board.

There is only one control — the nose
itself from which the unit takes its name —
a chunky snout which you grasp between
thumb and forefinger in order to achieve
the magical effects of on/off, volume and
distortion. The aforementioned Wilson
(who, despite his ability to talk the back
legs off a donkey, plays a /ousy game of
pool) claims that the nose control also
affects tone, and to a certain extent this is
true. The higher you turn it, the more the
volume, distortion and hence richness of
tone. But in all honesty it hasn't got any
more to offer tonally than any other distor-
tion unit or pre-amp, and any variation is
merely by the by. In the studio this won't
matter, however, since if you're d.i.ing it
you can find enough tone on the board;
and live you will be using it with another

The Pignose:
in carrying
position (left)
and in
playing
position
(below)

amplifier in any case. Bob insists that the
Pignose is first and foremost a pre-amp,
and its function as a practice amplifier is
strictly secondary, though of course a vital
part of its role.

Keyboard players, harmonica players,
vocalists and even bassists will be equally
at home with this unit. The peak power
rating of the amplifier is three watts,
whilst the speaker is rated at five — and
eight for transient peaks. Thus there is no
way you can blow it short of plugging
Judas Priest in and winding them up to
earthquake level. For practice you can
alter the sound to suit the instrument by
having the Pignose either open or closed.
A strong metal catch on the side fastens it
shut, and the sound is similarly bassy and
“closeted” in this position. Open, there is
more treble bite, and this is recommended
for guitar practice.

| did find the sound a little disappoint-
ing on its own when used with a cheap
Japanese copy guitar (an appalling instru-
ment — strings 6" off the neck, sound like
fingernails down a blackboard, etc.). On a
large amplifier, you can compensate for
the shortcomings of the guitar by twiddi-
ing with the tone controls. With the
Pignose a nasty guitar will sound nasty,
no escaping the fact. But by the same
token a good guitar wilf/ sound good.
Using a Gibson, Fender, Ibanez or Yamaha
— in other words a guitar with some
degree of power output from the pick-ups
— will produce a positive sound from the
Pignose.

The last consideration is really the first
for most people — the price. And this is
where we must scratch our chins
ruminatively. At £87.50, including VAT, it
may sound a bit steep. You can, after all,
get a Vox practice amp for £40-£50, and
others for a comparable price. But the
Pignose isn't merely a practice unit. Its
numerous American owners apparently —
and rightly — value it for its own sound as
a pre-amp. Beginners could find it a
godsend: you can play at any volume from
barely audible to LOUD with the distortion
full up. When you graduate to a large
amplifier, the Pignose’s function will shift
from practice and learning to pre-amp,
and will hence never be redundant. On
balance, therefore, it is to be recom-
mended as an all-round useful item in any
player's armoury.
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fact:

you can choose your

microphone to enhance
your individuality:

Shure makes microphones for every imaginable use.
Like musical instruments, each different type of Shure microphone has a
distinctive “sound,” or physical characteristic that optimizes it for

particular applications, voices, or effects.

Take, for example, the Shure SM58 and SM59 microphones:

SM59

Mellow, smooth,
silent...

The SM59@ is a relatively new,
dynamic cardioid microphone. Yet
it is already widely accepted for
critical studio productions.

In fact, you'll see it most often
where accurate, natural sound
quality is @ major consideration.
This revolutionary cardioid micro-
phone has an exceptionally flat
frequency response and neutral
sound that reproduces exactly
what it hears. It's designed to give good
bass response when miking at a dis-
tance. Remarkably rugged—it's built to
shrug off rough handling. And, it is su-
perb in rejecting mechanical stand noise
such as floor and desk vibrations be-
cause of a unique, patented built-in
shock mount. It also features a special
hum-bucking coil for superior noise
reduction!

Some like it essentially flat...
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FREQUENCY IN HERTZ

professional microphones...by

S| SHURE |

Shure Electronics Limited, Eccleston Road, Maidstone ME 15 6AU—Telephone: Maidstone (0622) 59881

SM58

Crisp, bright
‘“abuse proof”

Probably the most widely used
on-stage, hand-held cardioid
dynamic microphone. The
SM58 dynamic microphone is
preferred for its punch in live
vocal applications. . .espe-
cially where close-up miking is
important. It is THE world-
standard professional stage mi-
crophone with the distinctive Shure
upper mid-range presence peak for
an intelligible, lively sound. World-
renowned for its ability to withstand
the kind of abuse that would destroy
many other microphones. Designed
to minimize the boominess you'd ex-
pect from close miking. Rugged, effi-
cient spherical windscreen eliminates
pops.

...some like a ‘““presence” peak.
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SOUND CENTRE P.A.

Price: £299 plus VAT
Reviewed by: Peter Douglas

ot just a P.A. but a shop too, located in

Cardiff. The subject of this review con-
sists of a pair of speakers, a P.A. amplifier,
two long speaker leads and a mains cable.
It is billed by the manufacturer as “‘a P.A.
for Clubland” — which means that Sound
Centre have not been so ambitious as to
claim that what they have to offer is suit-
able for a loud rock group. In other words,
Sound Centre are aiming at a specific
market, and good on ‘'em for not making it
out to be something it ain't.

The amplifier has four channels with
the most rudimentary facilities: volume,
bass and treble on each channel plus
master volume and presence. There are

two inputs per channel. On the back are a
pair of outputs, an output to slave, and
echo send and return. The mains lead is
detachable. There is a fat on/off switch on
the front. The whole caboodle is
impressively tough-looking, with metal-
protected corners, recessed front panel
and strong case. There’s a carrying handle
at one end and four rubber feet at the
other, as well as four on the underside.
The amplifier delivers 100 watts r.m.s.
into four ohms, despite its light weight
and compact size.

The two cabinets are equally compact,
squarish in shape and each possessing an
HH PD80 12" speaker and a Fane 50 watt
horn. Like the amplifier they are well
finished, well protected and thoughtfully
designed. The front speaker grille is
attached to the cabinet by means of four
strips of Velcro, thus making rapid access
to the interior of the cabinet an easy
matter. The whole of the front is slightly
recessed. As before, feet and handle are
provided.

The cables supplied are good and long
— an essential feature of even a small P.A.
like this, and the fact that the mains cable
is detachable is a definite plus.

Before going into what the Sound
Centre actually sounds like, | should
mention two small improvements which
could put it into a different class.

| personally found its logo tacky in the
extreme and similarly the sick-custard
yellow of the amplifier's master section
looks somewhat lurid, and does the whole
thing a small but significant disservice. In
short, it makes it look cheap. Well, it /s

cheap ~ but it doesn’t sound cheap.

The sound of the system is of a surpris-
ingly high quality, considering that the
complete all-in price is £299 plus VAT.
Using a variety of top quality Shure micro-
phones (SM58, SM59, SM62 and PESEQ)
it was possible to achieve an enormous
variety of tone. Thus eliminating feedback
was not difficult. Though the treble control
on each channel gave a nice degree of
crispness and bite, the master presence
could also be brought into play where the
mike itself was a little on the bassy side.

The ultimate test was to place the
Sound Centre in competition with a drum
kit, 100 watt bass stack and two loud
guitar combo amps. This was of course a
completely unfair test. For a four piece
rock band steaming into “Shake Your
Money Maker” with a blistering row of
backline amps, you really must have a P.A.
of about 400 watts if the vocals are to be
heard at all, or the singer isn’t going to
shout himself hoarse. The Sound Centre
was not loud enough in this situation, but
it was a miracie that it could be heard at
all. When the amps were turned down, the
vocals came through loud and clear. The
sound was notable for its crispness, depth
and lack of distortion. We didn't try
putting instruments through the P.A,
feeling that since vocals are the trickiest
sounds to get sounding right anyway, the
system had already proved itself.

The quality of the Sound Centre was
thus a pleasant surprise, as was the price,
and it will be interesting to see whether
the same manufacturers start building
bigger systems using similar technology.
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MAKES
IT
HAPPEN!

L. e

PEAVEY makes one of the widest ranges of sound equipment in the World. From our new 45 watts RMS PA100
system to multi-kilowatt public address systems, we cater for all musicians’ needs. PEAVEY makes it happen for Artists
such as Dr. Hook, Steve Gibbons, The Flying Burrito Brothers, James Brown, the Nitty Gritty Dirt Band, and a whole
host of other acts and session players. PEAVEY can make it happen for you too — so check out your local PEAVEY
POWERHOUSE today!

PA 100
% 45 watts RMS X 4 channels X Individual channel gain controls
High and Low Band EQ % reverb on 3 channels X Master gain

Two ported enclosures with 12’ and Piezo tweeter in each cabinet

Cut out and send for a copy of the latest edition of the "'Peavey Papers” and a note of your nearest Peavey Powerhouse main dealers
to U.K. and Ireland distributors: Peavey Electronics (U.K.) Ltd., Unit 8, New Road, Ridgewood, Uckfield, Sussex TN22 56SX.
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GUILD G37 BL
Price: £350 plus VAT
Reviewd by: Tom Stock

he Guild arrived in our offices in the

same unopened box which had been
its temporary home since it left the factory
on Rhode Island, U.S.A. Its journey was
interrupted by a night-stopover in
Brighton where Guild UK live and then on
up to London without even breaking the
seal on the box. That is, you must admit, a
pretty determined indication of their faith
in each and every instrument sent over to
them. Was that faith justified? Is it an
acoustic killer or just a pile of potential
match-sticks? Read on, and stay with it.

I've never made any secret of my
respect for Guild's acoustic guitars — I've
not had sufficient personal experience
with their electric models to pass any
binding opinion — but this G37 BL (the BL
presumably standing for Blonde) really has
capped the lot of them — apart, perhaps,
from the outstanding custom rosewood
12 string, retailing around the £750 mark.
‘Guild seem to have concentrated their
marketing efforts more on the D40 varia-
tions rather than on this particular model
but exactly why must, after lengthy con-
sideration of this guitar, remain a baffling
mystery.

Construction

Without exception, every guitarist who
wandered into Beat's offices during the
time we had the G37 on loan, commented
first on its appearance, and then after a
couple of trial chords, could only find
praise for its construction, action, tone,
neck, fretting — you name it, and so did
they. It's rare for an acoustic guitar — nor-
mally a case of one man’'s meat and all
that — to find such a general concensus of
good opinion. So why is it good?

First off, it looks so damned good. The
back, sides and neck are beautifully
grained maple (the back is one piece and
pressed to a slight bowl shape) while the
top is a single piece of really solid spruce.
All of these areas are left natural blonde,
with just a clear protective varnish to keep
the scratches out. The fingerboard

NOTERY

appears to be rosewood, with simple
inlaid position marker dots, while the head
is finished jet-black with Guild's name and
logo tastefully inlaid. Body decoration is
kept to a bare minimum (just the thing to
go with natural blondes!) while my only
criticism of its appearance concerns the
scratch piate — a dark, tortoiseshell job,
nicely shaped, but somehow the wrong
colour: a clear plastic one might just look
that bit better.

Secondly, it's beautifully made: there
just aren’t any of the usual blobs of glue
you find on lesser guitars (remembering of
course this one is not a cheap box), but it
goes further than that. From the choice of
wood to the distancing of the internal
supports the Guild just oozes class. The
machines, fully enclosed Schaller-types
are amongst the very smoothest |'ve ever
come across, while the slight shaping of
the heads just adds that bit more style.

Quality

Thirdly, it plays well — not easily, but
well. The action on this example is quite
low, but Guild told me they could set it
even lower if required, although there is a
slight hint of fret buzz on the bottom E
when hit very hard so I'm more of the
opinion that it's just about right now. The

.

neck and action combine to demand
almost a Martin-like approach by the
player — you really have to play well to get
the best out of an instrument like this. I'm
not suggesting at all that it's only the
Segovias and Kottke's of this world that
could really do it justice, rather that
whatever you play, from simple chords to
complex classical patterns, you have to
make sure you play it accurately. It's
certainly true that a guitar of this quality is
worth a whole load of guitar lessons as it's
far more demanding than the average
guitar tutor could ever be. It tells you
when you've got it right, and warns you
when you haven't.

Projection

Fourthly, it sounds bloody great! The
overall tone really is overall — there are no
highs or lows over the whole range, just a
perfectly equalised sound. | imagine it
would be a very, very happy guitar in a
studio watching the engineer fighting with
a graphic equaliser on its lesser
colleagues. |'ve been told its a little low on
projection — always the most difficult
aspect of judging a guitar — but it sounded
OK to me — and there’s more sustain avail-
able than is decent for an acoustic — the
sound keeps ringing round until it
eventually dies away evenly.

So, there you have it, an honest, over-
the-top, undisguised and unashamed rave
of a review. Really, though, when
someone lends you a guitar that is as
good as this one, you've just got to say so.
The Guild G37 BL is, admittedly, expen-
sive in ultimate terms — £350 plus VAT is
not chicken feed — but when you consider
a few years will pass before the wood fully
matures — i.e. the sound’s going to get
better than best! — along with all its other
attributes, it could, ironically, be described
as a bargain.
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Due to rapid expansion of business over the last two
years, we have been forced to move to larger premises,
which are situated in Central London, making it more
convenient for our professional customers.

The hire department will provide excellent hire facilities,
with machines ranging from small tape recorders, to the
Music Laboratory’s complete 8-track packages.

We are the official Revox Centre (London), and the
leading distributors of Revox; which we also service, plus
other well-known makes of recording equipment.

In the new premises, the Music Laboratory will hold an
extensive range of stock, such as Revox and the complete
Teac and Tascam range, which can be demonstrated in our
fully-equipped demonstration studio.

For further enquiries please telephone 01-388.5392 or
01-3491975.

/lz/w OPENING
dboratory SHORTLY

74 Eversholt Street, London N.W.1. Telephone 01-388 5392/3/4/5.
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KITTEN

SYNTHESIZER
Price: £495
Reviewed by:

Dave Greenslade

e name, while being an obvious

choice for a baby cat does not in any
way relate to its behaviour as a compact,
punchy, and in some ways, more con-
troltable instrument than its older relation
the Cat synthesiser.

The kitten comprises a 3 octave
keyboard immediately above which is a
very manageable control panel, thus left to
right, pitch bend slider, with locking ‘click’
central position — the firstimprovement on
the old cat (although | believe a locking
slider is on the SRM model} octave shift —
taking you 3 octaves up and 2 down, and
glide, which | find a bit severe. Next the
LFO frequency and a splendid LFO delay
with a range to 5 seconds. Immediately
above the LFO controls there is a lamp that
flashes at the LFO rate, which could be
useful as a guide if setting the kitten while
playing another instrument on stage.

Above this left hand panel there is the

ADSR Transient Generator. The keyboard
incorporates a ‘multiple trigger’ principal
allowing fast keyboard response since you
don’t have to lift your finger off a key to
trigger a new transient, very useful for
speed kings. ADSR repeat (auto and
gated) are also included. | found the use of
auto a useful click track rhythm when
recording, and discovered some very in-
teresting patterns on sample and hold
mode.

The Kitten is a single oscillator syn-
thesiser, the VCO panel being situated in
the centre of the instrument with sliders
controlling the audio levels of sawtooth,
triangle, pulse and sub-octave one and
sub-octave two. The sub-octaves create a
sound depth similar to a two oscillator in-
strument and are a worthwhile inclusion.
Directly above the waveform sliders are
situated the modulation pots and patch
switches, adjacent to pulse width and
tuning pots.

For the technical the voltage controlled
filter used on the Kitten is a 24dB/Octave,
four pole lowpass type with adjustable
resonance (Q). This type of filter at-
tenuates all frequencies above the cutoff
frequency setting (marked Fc). For the rest
of us the Fc and Q sliders probably do more
than anything else in ‘shaping’ the sound
already chosen. Fc and Q are most ef-
fective although | would like to have seen
them positioned on the left of the panel
for convenience sake — a small point.
There is a keyboard control knob and when
used at maximum the Fc will track the
keyboard notes doubling on every octave.
Inevitably there is ‘White noise’ facility
together with the voltage controlled am-
plifier (VCA) which can be patched to
ADSR or by-passed.

All the symbols and information are printed
white on black, and are very clear, this
avoiding the need to grope around in the
poor lighting conditions at some gigs. The

lay-out of the kitten is clear, logical and
easy to use.

The most important feature of any in-
strument is the sound. Unlike some of the
smaller synthesisers available the kitten
produces a good ‘musical’ sound, and with
its fairly comprehensive specifications
{within the limits of a one oscillator synth.)
The kitten can be a lot of fun.

Sent to me with the kitten was an im-
pressive six page leaflet crammed full of
modifications designed for Cat/Kitten syn-
ths. A few examples that aply to the kitten
— HP/LPVCF — 12/24dBVCF -~ LFO
square offset — interface pedal — VCA
pedal input — keyboard trigger on S & H
— and glide on auto S & H, the list is en-
dless. | must point out however that at the
moment modifications are not available in
the U.K. but | was told there are plans to in-
troduce at least a selection of the U.S. list
in the future. Two optional accessories that
are available are the glide foot switch —
very useful — and a VCF pedal (creating
almost a Wah Wah effect) that can also be
used to alter the pitch on the VCO. This last
function needs a good deal of practice to
become accurate when going for particular
intervals, but is worth perserving with as it
leaves a free hand for the other control
functions (or to pick your nose}.

The Kitten would be a good tool for the
player who doesn’t earn a fortune (yet!?)
but who perhaps uses an electric piano
and/or string machine and needs some
good front line solo sounds that are quick
and easy to setup.

The light weight of the Kitten and its size
17%" x 24" x 5%' enable it to be slot-
ted into your present gear arrangement
without much hassle; the recommended
retail price of £495 is good value for money
in these days of exorbitant prices generally
for instruments which the musician usually
has to bear. The VCF pedal is £35 and the
glide switch pedal £12 (both optional).




Telephone: (0222) 34018 & 396279
MANUFACTURERS

When you're gigging in clubs you need something
small, compact, portable and attractive to take
along with you. (We're talking about the equipment!)
Now !! Roger Jenkins at the Sound Centre has come up
with the perfect answer...because when you've had
years of experience as a retailer you know what
musicians really want.

Want toknow more?
Thenfillinthe coupon below

To: Sound Centre, 9 St. John's Square, Cardiff b, Glamorgan.
Dear Roger, please rush me the gen on your new system for clubland
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ow time flies, and how things
Hchange. Jethro Tull Mark I,

Blodwyn Pig and the Mick
Abrahams Band are firmly
locked in the memory as classic relics of
a great little era; "68, in short, was being
recalled when Mick Abrahams, 78,
arrived for an interview. These days he
looks like your local swimming ins-
tructor, neat and very healthy. The most
recent news of the bluesman a decade on
was Abrahams travelling the country as
a Yamaha demonstrator; now the man’s
carrying a demo tape and it looks as if
it’s all about to happen again.

“There is a general idea to do an
album,” he began. “I have a consider-
able backlog of material, but I see the
music business going in cycles and 1
didn’t feel it would do any good re-
emerging during the punk explosion.”

Those demo tapes are immediately
Mick Abrahams., no doubt about it, but
at the same time he feels that his playing
has changed. ““There’s a definite
jazz/blues feel which I can’t seem to
stray away from, but I now have a great
leaning towards country music.”

WAIT - come back. He’s talking
more about bluegrass and pickin® than
Dolly Parton country. Albert Lee is the
man of the moment. “Like myself, he
was initially steeped in blues — go back
to Chris Farlowe’s Thunderbird -
although while he’s fully into country
now with Emmylou Harris I still like to
play some downtown Chicago shuffles.
But the main thing I've been experiment-
ing with is flat picking. It all goes back to
the blues.

Mick is doing his thing on a Yamaha
SG2000 nowadays. “I used to have a
Gibson SG which I had for about
thirteen years. It was a superb guitar but
I found I couldn’t get much low level
response out of it. What 1 always got
was the ‘Mick Abrahams sound’ that
everyone used to dote on. That was OK
while I didn’t want to go any further
than that. Then Yamaha approached me
to try one of their guitars — a long time
before I actually worked for them, and
well before they produced the 2000. The
2000 is a much meatier axe than the SG.
For a start the wood’s a lot denser,
maple and mahogany, and it’s a one
piece axe. I've also started using — would
you believe it — Yamaha amps. I know I
sound like a salesman but I've found
they were able to give me the right sound
at low volume which was important as I
was getting fed up with being over-loud.
There’s only one or two bands that can
play loud and really good:; Cream was
an obvious example, there’s the Who.

“If T can get the SG2000 and the
Yamaha combo miked up through a

good PA I won’t have any problems.
The sound of the guitar through the
combo reminded me of that hard Hank
Marvin typetone; I was really knocked
out with it.” To achieve that little bit
extra in the tone department, Mick uses
a couple of effects to help him along.
“I've been using some Bell Electrolabs
stuff. They do a very nice phaser, flanger
and sustain. I tend to use them just on
little bits here and there. I don’t know
why. but I seem to write most of my
songs with the flanger.”

MICK
ABRAHAMS:
why it all
goes back

to the blues

As far as the album goes, Mick has
about three quarters in the can. He will
complete it, possibly re-recording some
of the tracks, as soon as suitable finance
has been set up. On the road, he plans to
go out as a solo performer with a
backing band, “playing a few songs on
my own, cracking a few gags. Without
turning into a total comedian overnight,
I'd like to entertain audiences as well as
present them with the songs.”

What about a little touch of living in
the past, then. Were the good old days
any good? “I learnt a lot of hard lessons,
like not to sign contracts without
knowing what’s happening. I suffered
rather badly at the hands of certain
people on the management side.
Musically, I must confess that I feel the
Jethro album I was on (This Was) is still
their best. For me that was initially a
very warm, bluesy and jazzy kind of
band — personality factors aside. lan was
a businessman and 1 wasnt. | was a
blues purist, although I've since learnt
that I'm not — I’'m a musician. For him,
what happened to Jethro was a logical
progression, but I couldn’t listen to it. |
did enjoy that period. In a lot of ways I
was very sad to ..." here Mick paused
to search for the right phrase . . . “get the
sack™ ... and laughed when he found it.
“I could envisage a progression to longer
arrangements, but keeping that blues
and jazz feel in the band. I could get into
that until the cows came home.™

Back to the present. How’s the
picking coming along, I ventured? Mick,
who’s very quick off the mark when he
spots a gag in the offing, screamed with
laughter as his finger strayed towards his
nose. “Fine. I'm getting into a lot of
faster playing, from both hands. My
playing used to be down to straight-
forward single notes whereas now I'm
into hammering on, playing three
fingered chords as parts of little runs
which can be quite interesting. You can
play down from the twelfth and go
through each semitone in a four chord
blues progression or something like that
... nice.

“I'm very interested in Segovia now;
what great feel. 1 could have put the
word blues to the feel he exuded when I
saw him. I have investigated the art of
acoustic guitar playing, but I always end
up playing acoustic-style on the
electric.”

That turned out to be the end.
Someone somehow mentioned the word
Chinese and Mick was still firing off
jokes from the hip when the photogra-
pher arrived twenty minutes later.

C.S.
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ANGUS: THE SAME
OLD YOUNG "UN

ngus Young is a dapper little fellow

Ain his stripey tee-shirt and sawn-off
jeans, fag dangling from mitt, a

wide grin indicating that — as far as he’s
concerned — all’s well with the world.
And so it is. The band’s fourth album,
Power Age, has proved their most
successful to date, helped by a sell-out
U.K. tour which proved that their pop-
ularity resembles an inverted graph of
British Leyland’s output (that means
they did well

By now there can be no-one who
doesn’t know about the sensational live
act which originally evolved several
years back in a dark, smelly Australian
club somewhere in the middle of
Queensland. On that occasion Angus
tripped over his guitar lead and, as he
told me two years ago in an interview,
“felt a right dick, y’know, and I just kept
rolling round on the floor.” This
spontaneous attack of musical epilepsy
succeeded in eliciting the only applause
of the evening from the various
marsupials slumped at the bar. So he left
that band and joined the one his brother
Malcolm was putting together.

For a couple of years they continued
to slog around the Great Australian
Desert, cleaning the sand out of their
flip-flops after every gig, rinsing the
Fosters from their clothes, sweating and
shaking from Hobart to Wombat’s
Creek. It paid off eventually with their
second Australian album, TNT, which
sold one hundred thousand copies. The
time was ripe for a blitz on England,
which they commenced during the
summer of *76.

There is a tiny pub in Hammersmith
called the Red Cow in which there is just
about enough room to swing a




bandicoot. And on that fateful evening
my companion and [ were fortunate
enough to witness — quite by accident —
the first pummelling of a British audience
by this extraordinary bunch of
antipodean misfits. There was more
electrifying energy in that one gig than in
any I’ve seen since, by AC/DC
themselves or by any of the much-
vaunted “high energy” punk bands who
have so mysteriously faded away in
recent months.

Since that time, two years ago,
AC/DC have been conquering new
worlds, notably America, whose worthy
though somewhat soporific output of
mainstream rock offered a good
contrast. Despite this, the album was
recorded in the same way as the previous
three, at Albert Studios in Sydney.

“It’s become very famous now,” said
Angus. “A lot of people are using it.
They’ve had the Beach Boys in, and
Foreigner. We've kept the same
producer each time . . . .. ” A winning
formula? “Not so much a winning
formula. I just think it’s a question of
sticking to what you started with.
There’s the old saying — Don’t change
horses in the middle of the stream. In
any case, the guy’s me brother! He's like
the sixth member of the band. It’s like
the Mafia, it’s a whole unit, and without
them the band wouldn’t be there.”

Tolerable

One danger faced by bands of
AC/DC’s type is the fact that they can
never hope to be as good on record as
they are live. The music is, after all
pretty limited, and shows no sign of
developing into anything more than
absolutely basic flat-out two-chord
boogie played at high volume. This
simplicity is made tolerable by the
brilliance of Angus’s guitar playing, and
the ultra-tightness of the whole band.
Perhaps they are neither so spontaneous
nor outrageous as they were once —
Angus no longer flashes his buttocks
from the top of his guitar stack — but this
is inevitable with the rise to bigger
venues. They are still fun to watch. The
current act features Angus being hoisted
by pulley above the stage a la Peter Pan
whilst continuing to thrash out a
blistering solo all the while.

This particular manoeuvre is greatly
aided by the fact that he doesn’t use a
guitar lead. Some special radio pick-up
perhaps?

“Well it’s not really a pick-up, it’s a
transmitter. I've had a hole cut in the
back of the guitar and the transmitter’s
stuck in there. It’s got a little rubber
antenna. Then on the amp there’s a
receiver with a couple of other antennae
on either side of the amp.

“I picked the thing up in New York.

They were very keen to sell me it. We were

going to Los Angeles, and the guy got on
the plane and flew over with us. We were
playing the Whisky A Go Go a couple
of nights and he was using me to
advertise this thing. I didn’t realize, but
he brought all these guys, marketing
people, along to the gig. And [ was
playing out in the streets. You can go up
to about five hundred yards, or further
than that. In the States they’ve got these
big auditoriums, 80,000 seaters, and I've
been right up to the back of them. played
from the balconies.”

The designer of this radio
transmitter/receiver is a man called Ken
Schaefer. “Other people had come up
with designs but they’d never got them
working properly — units for taxi-cabs,
submarines . . . but he perfected it. He’s
done mikes for people like the Rolling
Stones and he’s done guitar things for
Kiss. They started using them about the
same time as us. They were actually still
in doubt about using them — asking me if
I was having any trouble with mine.”
And was he? “Not really. It'son a
certain frequency and you’re playing a
note on that frequency. The only trouble
I've had is with sweat getting into the
works. You open the back of the guitar
up afterwards and water literally runs
out of it. And the sound is affected when
you get water between the strings and
the neck, and it dulls the sound. T used to
try putting sponges on my arm, but it
still happened.”

Leaping

To forestall Beat reader Brian from
Stoke Poges writing in to ask how much

the radio transmitter/receiver costs. it
should be said right here and now that
the price is something like $3000 (about
£1700).

“But”, said Angus, leaping to the
designer’s defence, “'he’s only just started
getting into it, and he is trying to get
them into production. And it’s very hard
in this game to get something like that
going. There’s not much to the
transmitter, but there’s a lot of work in
the receiver.”

Nothing else in Angus’s armoury has
changed. however. The cherry red
Gibson SG (1969) and the Marshall 100
watt valve stacks remain. There’s just
more of everything. He has acquired
about six SG’s and uses anything up to
three guitar stacks, depending on the size
of the gig. He doesn’t use any effects
units on stage, preferring the natural
sound of the guitar.

“I went all through New York trying
to find a guitar the same as mine, with a
thin neck. I've found ones that look the
same, but they’ve all got a fat neck. Even
the guitars made before 1969 that have
thin necks are too wide in the fretboard

Violin

At Hammersmith Odeon (a few
hundred yards from the humble Red
Cow) Angus was not in top form
because of a split toe. Hence his
audience excursions had to be limited to
a mere ride around the back of the stalls
on the shoulders of a roadie, and a rather
slow and unspontaneous-looking
clamber to the top of an amp stack. Very
restrained, though of course the gritted
teeth, manic duck-walking and flying
globules of sweat were as much in
evidence as ever.

But none of this has anything to do
with music. You might indeed argue that
simplistic, hard rock bands like AC/DC,
Black Sabbath and Rainbow are of a
genre which has nothing to do with
music. The lads have done session work
outside the band but, as Angus rightly
points out, “there’s no big deal in doing
something like that, but we've done it —
Bon, the singer, has done commercials
for ten years. And CIiff (Williams, the
bass player) used to play violin — the
whole trip. But the band is for rock. The
band couldn’t turn around and, wham,
go completely the other way, because we
have got a certain style. We couldn’t,
say, play a slow blues.”

And what of the future? A lot could still
be done in conjunction with the
transmitter. How far had he actually
gone with it?

“Well I've sat in toilets and played it —
half way through a show when I fancied
awee..... so it has its advantages.”
And what else? “Er, we had this idea for
a helicopter . . . .. ”
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] To M. Hohner Limited, 39-45 Coidharbour Lane, LONDON SES 9NR -
Please send me details of the famous Hohner Keyboard sound —plus the Korg range of

_J keyboards and synthesisers _|
NAME -

e Y
ADDRESS

i — - — -
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=TURNER-

PROFESSIONAL STEREO POWER AMPLIFIERS

SPECIFICATION
Power Output
Power Response

MODEL B 302-XLR
S0W-16, 1IOOW-8,150W-40hms
+0O-1dB 20Hz-20kHz, 80W Bohms

Distortion <0O-005%at tkHz, B0W 8ohms
Noise >110dB below 100W 8ohms
Crosstalk >90dB at 1kHz, IOOW Bohms

£

SPECIFICATION
Power Output
Power Response
Distortion
Noise
Crosstalk

MODEL B502-XLR

100W-16, 170W-8, 280W-4o0hms
+01dB 20Hz-20kHz,150W 8ohms
<0-005% at tkHz, 150W 8ohms
>110dB below 170W 8ohms
>90dB at 1kHz, 150W 8ohms

TURNER ELECTRONIC IND. LTD ,175 Uxbridge Road, Hanwell, London W7 3TH, Great Britain
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Fel 01567 8472

You've heard about the CAT
the fattest sounding finest
value Synth on the market

Well, here’s

the kitten

Another fantastic instrument
from Octave—USA brought
to the UK exclusively by PKP

*  Full 37 note (C—C) keyboard with Multiple
triggered ADSR for super fast wide range
keyboard technique
5 fully mixable VCO Waveshapes

* Incredible ‘‘Fat Cat”’ sound from two
Suboctave pitches

*  Variable VCF 8 note Sequencer Patch

*  Variable LFO Delay with visual monitor

* ADSR Repeat and Automatic Sample and Hold

*

‘Click-stop centre-zoned’ pitch bend control

£495

RRP

PROFESSIONAL KEYBOARD PRODUCTS

1 Clareville Strest London SW7 England  01-427 4511

B

PLEASE SEND ME
FULL DETAILS ABOUT THE CAT
AND THE NAME OF MY CAT DEALER

|

|

|

: NAME . . . .

| ADDRESS ... . ..

} Phone. . . ... ...

| Pleasesend . .......... .. CAT T Shirtsat £1.75 |
| 1enclose Cheque/P.O for £ ... . . .. . ... .. |
| Size: Small ... .. Medium .. .. .. Large. ...... |
o J



SOUND MIXER
from MACINNES

NUMBER OF INPUTS: 18 (16 mike or line both
balanced, 2 echo return unbalanced).

NUMBER OF OUTPUTS: 9 (4 master — 2 echo,
2 foldback, 1 headphone).

INPUT IMPEDANCE: 2002 balanced mike,
15k 2 bal. to match 600 ohm lines

OUTPUT IMPEDANCE: master and echo 1k £,
Fb 20k<.

output level: +6 dBm=0 VU reading max.

+18 dBm (before overload).

for echo and foldback groups same specifications
with extra overload indicators fixed at 2.8 volts.

INPUT SENSITIVITY: —65 dBm at 200%.
INPUT OVERLOAD: +18 dBm (continue var. gain).

EQUALISATION: +15 dB at 10kHz. +15 dB at
100 Hz.

FILTERS: 0.35 0.8 1.8 3.0 4.8 7.2 kHz lift or cut
switchable and 12 dB variable.

SAXMUNDHAM, SUFFOLK IP17 2NL
TEL: (0728) 2262 2615

MACINNES LABORATORIES LTD.

MAGINNES HOUSE, CARLTON PARK INDUSTRIAL ESTATE,

.M. DISTORTION (SMPTE method) less than
0.02% for rated output.

NOISE: better than —125 dB (A) referred to
input. Number of integrated circuits: 70.
Number of diodes: 48.

FREQUENCY RESPONSE: 20-18000 Hz =2 dB

The Macinnes mixer has been designed for use in
high quality P.A. systems and is especially suitable
for use with system employing Amcron Power.

A 16/4 is built into a sturdy fibre glass flight case,
and is manufactured with high grade components
throughout.

As a Macinnes product it is supported by the very
high standard of after sales service which
Macinnes have provided for so many years with
the Amcron Range of products.

MACINNES FRANCE S.AR.L.
45 RUE FESSART,
PARIS 19e

Tel: 203.30.01




Gretsch Drums.....

“State of the Art” percusrion....

Jeeing . is “BELIEVING....."” but-

Hearing - is really “UNDERS/TANDING™

Dear KLONDON DRUM; please tell me more about Grelsch DrumS.
NAME;

ADDRESS;

276 Portobello Road, London W10 5TE
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Even aong professionals,
Electro-Voice sets the standards

Whatever you play, whatever your combination, Electro-Voice
interprets your pop, folk, rock, blues, jazz etc. exactly as your pop,
folk, rock, blues, jazz etc. should sound. It renders faithfully and
flawlessly what voice, guitar, bass, saxophone, piano, organ, flute,
percussion and other instruments strive, individually and jéintly,
to express.

Why not send in the coupon and get detailed particulars on Electro-
Voice microphones, loudspeakers, loudspeaker systems and other

individual components? You will soon realize that Electro-Voice
‘does not compromise-on acoustic and technical quality.

None but the best should be good enough for professionals.

PRIMARY DISTRIBUTORS:
Theatrescene Limited  Satur Electrical Sound & General
12/13 Henrietta St., 63 Livingstone Rd., 59 Dury Street
Londo Sheffield. Dublin 2.
Tel 5 Te/-/11222

Please forward detailed
particulars on the

COU PON professional Electro-Voice
programme.

Name

Address

Send to. Electro-Voice Division
Gulton Europe Ltd.
Maple Works
Old Shoreham Road
Hove BN3 7EY




BAZZ AsS)C B

65 Widemarsh street, Hereford. Telephone: Hereford 55961 o WW

THE WEST MIDLANDS LEADING PA SPECIALISTS.

Now Available

Free PA Catalogue listing Britains best PA bargains in mixers, microphones, speakers, all accessories and
complete rigs; for example,

RIG 1
MM12-2 mixer; MM AP360 power amp; bass bins, horns 400 watts. Price, complete, £799 or £160 deposit.

RIG4

MM mixer, Electronic Crossover, 30 meter multicore, Cannon Stagebox; 2 x AP360 power amps, rack, 2
X 4560 bass bins, 2 x ATC mid bins, horns, leads etc. Total power; 700 watts RMS, Price, complete,
£1499 or £300 deposit.

All rigs include:

* Solid ply cabs

* Deluxe mixer carrying case

* Cannon connectors throughout
* Unbeatable value for money.

We can supply all your PA needs from stock, and can provide PA rigs up to 5,000
watts. Hire rigs also available.

Mail order, export and trade enquiries welcome.
Buzz Music; if the prices don’t slay you, the tea will.

\ v Completely hand made

Possibly the finest
instrument available
old or new.

©
<\ CHAMER
277 Greenbay Road,
Wilmette,

lllinois 60091,
U.S.A.

U.K. distributor: hOl‘llbg skewes




as Beat’s reporter insists that he
didn’t enjoy himself. (| went for
the music, honest.”’)

eaders may perhaps
recall the last en-
counter which took place

between Beat and the
Stranglers, during which chirpy
Hugh Cornwell spent half an
hour coughing up monosyllables
and scuffing his shoe against
the wall. But this time it was
going to be different. This time
the new album was being laun-
ched in iceland, and since in-
terviewing the cheerful chappies
was unlikely to yield anything
that | didn't aiready know, |
decided that far more could be
gained by simply watching their
progress through the frozen
wastes, and checking out the
reaction of Iceland’s teenagers
to the first rock group to visit
them since 1066.

A strange band in a strange
land, to be sure, and as well
suited to one another as chalk
and camambert. And that was
no doubt the idea. They have
always thrived on confrontation.
The more aggro there is, the
more they like it. Black And
White s the name of the new
album, after all, so it was only
fitting that the grimy backstreets
of London should be exchanged
temporarily for cool, clean air
and mountain scenery.

Of bathing in hot springs,
riding horses through rugged
mountain  passes, knocking
back endless free booze and
being generally wined and dined
atevery turn, | shall say nothing.
Ligging is a serious business.
Outsiders my have gained the
impression that our group was
merely there for the fun of it, lur-
ching from one triple scotch to
the next, stomachs groaning
with a surfeit of prawn cocktails.
Nothing could be further from
the truth. We were there to hear
the new Stranglers album.

As we sat, therefore, in a
remote skiing chalet, chewing
on raw fish and tossing back the
Schnapps, the album was
played back, to the obvious
discomfort of the simple ski-folk
whose task it was to ensure that
our glasses were never empty.
But the lIcelanders are a stolid
race, and didn’t bat an eyelid at
the grinding bass guitar of Jean-

Jacques Burnel, the ceaseless
pounding of Jet Black’s drums,
and Dave Greenfield's mighty
swelling organ—not to mention
the chilly rasp of Cornwell’s all-
but inaudible guitar. Although
Hugh remains the “spokesman’’
of the band, Greenfield in-
creasingly seems to be taking
over the musical leadership.

The album differs from their
previous two in ways that aren’t
immediately obvious: although
their traditional lack of subtlety
ensures that the sound is as
violent and unvarying as ever,
there is more of it — numerous
overdubs (mostly keyboard)
filling up the gaps left by the
straight four-instrument wall of
noise.

When they do try anything
remotely subtle on record
{which isn’t often} they rarely
apply it to live performance. But
it was interesting to note that
Toiler On The Seas — the
statutory long track which ends
the second side — fades out on
stage much as it does on record.
One by one the instruments stop
playing until only the drums are
left, thudding beneath a swirling
"wind” and disappearing
altogether when merged with a
loud splash of cymbals.

Needless to say, this rather
original way of ending a song,
and in this case a performance
too, fooled the flaxen-haired
youngsters in the audience, who
wandered around the gym-
nasium for some considerable
time afterwards wondering
where the band had gone.

Amongst the motley crew
who accompanied the
Stranglers on this trip was their
producer, the amiable Martin
Rushent. In a flash, out came
the portable foldaway Beat in-
terview chair, and before Martin
knew what had happend he was
strapped firmly into it, and an-
swering questions like ‘How
does he view the Black And
White album?’

""Well for a start you've got to
remember that any band’s third
album is crucial as an indication
of their future. The first one
should be great because it'll
contain songs written before

STRANGLED IN ICELAND...
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“You shouldn’t have done that Jet. He’ll only ask more technical questions

when he digs himself out.”’

they got a recording contract,
and they will be the best. The
second will also often have
songs on it that have been
played live for quite a while, and
a few new ones that they’ve had
plenty of time to work on. But
the third will have been written
in the knowledge that
something a little bit different is
expected — they'll be thinking
of the reaction of the critics
whether they admit it or not. So
it's almost like starting from
scratch. We wanted to do
something different — Rattus
and No More Heroes were
recorded under high pressure.
The songs were ready and each
album only took about ten days
to record.

"“This time we took three-and-
a-half-weeks, but curiously
enough the whole thing was
more spontaneous — some of
the tracks, like In The Shadows,
were actually written on the

sessions. And we took gambles.
We filled up most of the tracks
with guitar and keyboard over-
dubs, even sax.”’

As before the majority of the
recording was done at TW
Studios in Fulham, a suitably
rat-infested place for a band like
the Stranglers. Was that its only
advantage?

"“Oh no. | can think of three
other reasons for recording
there: a) the band like it, b} { like
it, and c¢) Alan Winstanley works
there, and he really is an ex-
cellent engineer. The place itself
is falling down, so it doesn’t
matter if you get in a rage and
take a flying kick at the wall. Ap-
propriately enough, right after
we'd finished recording Down In
The Sewer for the first album
the back wall of the studio
collapsed.”

And what, | ventured, of the
band themselves? Are they as

e o o
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STRANGLED IN ICELAND

awkward to work with as they
are in every other sphere of life?

“Yes, very awkward. | love
‘em for being awkward because
if they weren’t it wouldn’t be
them. Oh yes we have rows,
fights, and I've been on the
point of walking out many a
time. But they have a
professional attitude in that they
leave a lot up to me. At the
same time the amateurish
aspect means that they don't
get bogged down in
technicalities. | love ‘'em. | think
they’'re the best band in the
world. But then my relationship
with them differs from my
relationship with most bands,
because we both became suc-
cessful at the same time with
Rattus Norvegicus.’

The next album, due for
release late in the year, will be a
live compilation, with tracks
recorded back in the days of the
Nashville gigs, the Rats On The
Road Tour and the Hope And
Anchor Front Row Festival.
Martin will also continue to work
with the Buzzcocks, 999 and
Generation X. Didn't he see a lot
of this music as rather limited?

| think it's progressing,” he
insisted. ‘Don’t forget that I'm

always four or five months
ahead of what you're hearing.
Generation X may sound limited
on the basis of what they’'ve got
out at the moment, but they've
got enormous potential. |
wouldn’t work with them if |
didn’t think they had it. When
Generation X first went into the
studio, they used Phil Wainman
because they liked the singles
by the Sweet which he'd
produced. Well, the idea
misfired. Wainman makes bands.
like he thinks they ought to
sound, which is fine in some
cases. But the difference bet-
ween us is that / try to produce
bands as they are. | never do
more than four takes of a song.
I'd rather record a guitar solo
that has feeling and one bum
note than one which is
technically perfect, takes eight
hours, and sounds completely
dead.”

Love or hate the Stranglers,
they are very much alive. Rude,
malicious, vile and unhelpful
too. But alive, in the same way
as maggots and rats are — an
unavoidable fact of life. Some of
us even like their music. [Yeah,
but we’re getting rid of them as
soon as we find them . .. Ed.)

Avoustic Guitars

FYLDE INSTRUMENTS LTD.

Progress Mill, Orders Lane, Kirkham, Lancs.

Tel: Kirkham 684987

IN TOUGH WITH THE MODERN WORLD ...

PA TO PLECTR

TEL: 25919

ALL LEADING MAKES OF
MUSICAL EQUIPMENT AT

A FULL RANGE OF
PRICES

2 MINUTES WALK FROM
ROMFORD STATION

ALL PA SUPPLIED WITH LEADS, DI BOXES,
MULTICORES ETC. IF REQUIRED
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OPENING HOURS: 9.30 to 6.00 MONDAY TO SATURDAY-CLOSED ALL DAY THURSD‘AY

66 VICTORIA ROAD,
ROMFORD, ESSEX
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THE MIXER WITH
A LONG PLAYING
RECORD. ..

SD 12-2

12 XLR balanced inputs

12 direct channel outputs for recording
12 line insertion points

4 band eq.

Separate foldback eq.

4 way monitoring with pfi

Low noise and distortion

Flight case and multicore options

* % ¥ * % %X ¥ *

Allen and Heath have been in business a long time
and the business is mixers. We specialize in the
production of high quality yet incredibly cost ef-
fective P.A. and recording consoles. Take the SD 12-
2 which gives more versatility than any other mixer of
its kind, uses high quality construction and com-
ponents and yet costs very little more than the kind
of mixer no professional sound engineer would con-
sider. Check these features — then contact the
people whose experience you can rely on:

Allen and Heath, Pembroke House,
Campsbourne Road, Hornsey, London, N8
Tel: 01-340 3291 Telex: 267727 BATGRP G

AGENTS:

Audiomarketing, Stamford, U.S.A., Saturn
Audio, Canada; Studio Sound, Frankfurt;
Fading, Madrid; Intersonic, Stockholm; Sun
Music, Denmark; Pieter Bollen, Eindhoven;
Son Professionnel, Paris: and most other
countries.

STAGE
LIGHTING
SYSTEMS

Available for purchase or
hire at unbeatable prices

i i s oo Ao
b PRV i G

Daily Weekiy
Type of rig To Buy Hire  Hire
12 x 500 watt spotlights on 2 x 15’ towers £1,100 £15 f£45*
12 x 1,000 watt spotlights on 2 x 15’ towers £1,200 £25 £75*
24 x 500 watt spotlights on 3 x 15’ towers £2,075 £30 £90*
24 x 1,000 watt spotfights on 3 x 15’ towers £2,250 £45 £135*

(*Weekly hire rates reduce after 2 weeks — Prices exclusive of V.A.T.)

Each rig includes Electrosonic control systems,
Cerebrum ‘‘Starbeam’’ lanterns with PAR 64 lamps,
Powerdrive Lighting stands, 20 metre power cable and
30 metre control cable for each dimmer pack, sufficient
extension leads for up to a 50" wide stage, and a selec-
tion of colour gels.

We are stockists for Electrosonic, Genie Hoists, lllusion

Lighting, Le-Maitre, Optikinetics, Pluto Electronics,
Pulsar Light, Rank Strand Etc.

World distributors for Powerdrive Lighting and Sound

Equipment Stands.
Showroom:
CEREBRUM 168 Chiltern Drive, CEREBRUM
Surbiton, Surrey KT5 8LS.

\\ | // (Demonstrations by appointment;| \\ I //

\ é Tel: 01-390 0061 \ /

SERT ) Sanc
LIGHTING " M & txvort snauiries aacome " LIGHTING
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Lizzy: Live

and Lethal

THIN LI1ZZY
LIVE AND DANGEROUS
VERTIGO 6641 807

“Lizzy! ... Lizzy!! ... Lizzy!ll
... Lizzeeeeeeee!!!!"”" chant the
crowd in the opening grooves of
this double live album package
— and boy, do they ever
get’em! Superlatives just ain't
good enough for this —
nobody’s made a live rock’n roll
record that could stand up
within a hundred miles of the
sheer dynamism of this en-
capsulation of Lizzy’s unique
and truly important attraction:
— a really heavy rock'n roll
working band, that could
power-blast Rainbow off-stage,
out-jam the Allmans at their late
lamented best, shove out more
poetry than Dylan and yet come
across with good ol' genuine
(stress the ‘ine’ for the right ef-
fect) melodies like yer mum'’s
favourite singer did. If that
sounds over the top, just beg/
blag/ borrow/ bootleg or even
buy a copy of this platter and

38

see if you really have to how
that sounds!

On with the show — a track
by track listing would be point-
less and do Lizzy a great disser-
vice. This is basically an as-it-
happened combination of just
two particular gigs — one on the
‘Johnny the Fox’ tour at Dallas,
Texas, and the other down at
the Hammersmith Odeon on the
1977 Bad Reputation tour. (I ac-
tually saw them there on that
tour and just like to hope I'm in
there with them so | trust no-
one will ever dare tell me which
date they recorded!)

The songs are the ones they
wanted to do — not necessarily
those that might have gone on a
tame ‘Greatest Hits Of ...,
although obviously most of the
great numbers are included —

Lizzy: lighting the blue touch paper

The Boys Are Back in Town,
Jailbreak, Dancing in the
Moonlight, Warrior etc. etc.
Significantly, they use the title
track of the tour and album Bad
Reputation which could have
been good for the publicity/
image/ etc.

The first of the two albums is
the Dallas gig — opening with
Jailbreak, they set the pace
which just gets crazier and
crazier most of the way through
the four sides. Highlight of the
first side is a truly devastating
rendering of Bob Seger's
Rosalie. Side Two kicks off with
Dancing In the Moonlight just to
rub in the fact they really mean
this one, and goes on to the
superb inclusion of the slow and
beautiful Still In Love With You
which breaks into an
astonishing  Santana  rip-off
which should make him wanna
cry. The Dallas kids are treated
to ‘Johnny The Fox' as the last
number.

Slip it back in the ace-
sleeve, pull out the second plat-
ter and reckon it can’t keep it up
at this pace. Eat your heart out
— side 3 is the cooking one! “|
am just a cowboy ...” sings
Lynott, deep, husky and
frightening. More lines, and you
know it's coming ... one, two,
three, four — and light the blue
touch paper nothing! This lot
just don’t need a fuse. Brian and
Scott just rip those guitars
apart, and then you're segued
straight into 'The Boys Are Back
In Town’ — but you know im-
mediately what it is, there’s not
even a split second of
recognition time: and it's the
same with the audience at the
Odeon. “I mean she was
steaming ..."", "'.... and if the
boys wanna fight, you'd better
let'em’’ — Jeez, they even write
their own album reviews —
again the guitar is just beaut.
And so it goes on — on this side
you get the definitive version of
"Warrior’.

If there has to be a weak side

at all, it's probably the last one
— it's the only place you want
the audience out the way and
Lizzy back in it — you notice
Phil talking; you hear the
audience more than feel them
— but that criticism is minimal.
The songs are less memorabie
though, and this is a little more
serious as there’s no real show
stopper, and there is the, dare |
say it — rather tedious Baby
Drives Me Crazy with too much
co-operation invited from the
punters. Shame really. Mind
you, the lead guitar on the
ctosing ‘The Rocker’ just about
makes up for it.

The whole package though
leaves you totally knackered and
breathless and believing the only
thing you can do to stay alive is
start all over again — like I've
got some pretty good records
sitting in the pending tray just
waiting for Lizzy to stop spin-
ning.

So, one hell of a record, one
which achieves the near im-
possible of taking performances
by arguably the very best live
band in the world to put it on
vinyl and only deprive you of the
visuals — ‘cos the heat, energy,
excitement, volume and at-
mosphere are all faithfully
reproduced.

It would be ironic if it were to
be a record that finally
establishes Lizzy amongst the
mega-hyper-bands of the Who/
Zeppelin/Stones  elite, when
throughout their career they've
concentrated on their live gigs.
‘Live and Dangerous’ is an un-
derstatement of the greatest
magnitude. Try Kicking and
Lethal and vyou're still only

lukewarm. (Did you by any
chance like the album? . .. Asst.
Fd.) T.S.
STEVE HILLAGE

GREEN

VIRGIN V2098

Much of this latest Hillage of-
fering will be familiar: glissando
guitar (achieved, incidentally,
by rubbing the strings with the
handle of a coke spoon), spacy
synthesizer  from Miquette
Giraudy and plenty of old-style
cosmic tead guitar. But there's:
also much thatis new. A trip last
year to Los Angeles gave him
the idea of using a funky black
rhythm section, hence Joe
Blocker on drums and Curtis
Robertson on bass. It was a
daring idea to mix the extreme
Englishness of Hillage with a
pumping P-Funk beat, and it has
paid off, as the recently con-
cluded British tour made abun-
dantly clear. That he has at last
emerged with a near-
masterpiece album is proof that
it was worth putting up with the
imperfections of Fish Rising, L



and Motivation Radio. Rather
than reject different styles in
favour of new ones, Hillage has
simply accumulated and syn-
thesized them, giving the whole
a lushness and assurance that
he has always promised but
never quite achieved before.

The two sides are jovially
designated Green Rock and Om
Rock. Green Rock opens up
with Sea Nature, a fanciful un-
derwater stroll whilst “"the fish in
the sky just swim on by and the
birds in my brain keep on
singing ...” and there follows a
linking passage, the Underwater
Vocoder Poem. On reviewing
the Vocoder for Beat, Steve
predicted that it would probably
be appearing on his next album,
and here it is.

Ether Ships is a track based
on the brain’s alpha rhythms.
Musick Of The Trees features
some unusual acoustic guitar
(very effective live}), and Palm
Trees is fairly standard issue
"ecstatic’’ guitar.

The real revelation comes as
the needle bites into the first
groove of side two. This is Funk
and how, Blocker and Robert-
son pumping and humping like
a bitch on heat, as Hillage sails
away above it all with some
glorious lead guitar. The words
too are magnificant: Tom
Robinson, with his penchant for
pinning a label on everything
that moves, might take note of
these lyrics. Unidentified (Flying
Being) fades out to Miquette's
rippling  synthesizer  before
U.F.O. Over Paris, a gorgeously
languid synthesizer tune backed
by a doodling bass and zapped
echo snare drum.

One could continue at much
greater length to point out the
many beauties of Green, but
they are for the listener to
discover. There are flashbacks
to all of his previous albums —
vet never before so perfectly

meshed into a harmonious
whole. P.D.
FM

THE ORIGINAL MOVIE
SOUNDTRACK

MCA MCSP 284

You don't review albums like
this — you name the names,

marvel at the marvels and
descend briefly to the drudgery
of identifying the tracks. Well
then, the names to begin with:

Steely Dan, Foreigner, Steve
Miller, Linda Ronstadt, Joe
Walsh, The Eagles, James

Taylor, Tom Petty, the Doobies
and Dan Fogelberg to say
nothing of the more bread-and-
butter contributors like Queen
and Boston.

Precisely, a star-studded film
soundtrack with the emphasis
heavily towards what can only
be described as West Coast in
its most acceptable and friendly
guise. What next? Oh yes, the
actual tracks. Most of them are
either the official cream cuts
from recent cream albums or

merely tracks which  best
illustrate the basic style of a par-
ticular band. In the former

category are Bob Seger’s Night
Movies, James Taylor's Your
Smiling Face (JT album), the
Eagles Life in The Fast Lane,
and the superb Linda Ronstadt
rework of Tumbling Dice. Exam-
ples from the second category
are the Doobies’ It Keeps You
Runnin’ — a more concise exam-
ple of their definitive electric
funk sound you couldn’t find,
and Queen again with We Will
Rock You.

Queen’s presence gives the
most itnmediate reminder of one
basic question. Can such an
overdowed album maintain its
balance throughout, with the
tracks forming a logical listening
progression? In this instance,
it's yes because so much of it is
West Coast, the most placid and
least angular idiom  still
breathing. The tracks flow and
flow, side after side until you're
ready to take the crasser rock in
one laid back stride.

FM is a routine classic, with
four times as much good music
as would be necessary to over-
come any deep-seated mistrust

of  superstar-studded com-
pilation doubles.

C.S.
DAVID GILMOUR
HARVEST SHVL 817
A fine record — one which

breaks with the old tradition that
if you like an album the first time

DAVID GILMOLIR

you hear it, it can only sound
worse after repeated listenings.
David Gilmour has produced a
solo album which is immensely
and intensely listenable to — it
grew on me the more chances |
gave it until, incredibly, | found
myself humming a couple of
tracks in the same way as |
might a top ten single which has
just happened to infiltrate my
normally non-perceptive mind.

It does, definitely, sound like
the Floyd — and that’s probably
inevitable after a man’s been a
constant member of the band
for the past God knows how
many years; but to suggest that
because it is Floydic there
seems little point in producing it
is surely arrant nonsense.
Gilmour is a musician, and it's
his job to make records — and
that’s precisely what he’s done.

The album differs in the main
from the Floyd’'s corporate
product in its virtual lack of
keyboards (see feature on
Gilmour), and in that only
Gilmour takes the lead singing,
echoing many of my own
favourite Floyd tracks from
earlier records.

There are categorically no
bum tracks at all — and a few
which could become real classic
songs and, conceivably, may fit
well into the Floyd's own live
performances. Two which are
immediately worthy of close
examination are There's No

Gilmour: Floyd without the Floyd

Way Out Of Here complete with
hooky tune and a beaut lead
harmonica, and the tantalising |
Can’t Breathe Anymore which
opens with Gilmour's wispy
voice, a few stunningly accurate
harmonies, and then cascades
into his characteristic use of
guitar chord sequences, fuzzed
and flowing before drifting off
the centre of the platter leaving
you frustrated that more wasn't
said.

I don't know, however,
whether Gilmour will succeed in
capturing new listeners, (after
Dark Side can there really be
anyone who hasn’t heard the
Floyd?) because his record uses
many of those typical Floyd
ruses to keep up the enjoyment
viz., the bass lines (Rick Wills)
could have been written by
Roger Waters — occasionally
punchy, often repetitive; the
drums (Willie Wilson) have that
lolloping feel that Mason has
made his own trademark; the
lyrics are often so difficult to
catch clearly as they’ve been
strangely mixed as if even on
record he won't have any in-
filtration into his inner thoughts.

Throughout the whole nine
tracks Gilmour again excels on
guitar — this is after all, a
guitarist’s solo album. !'ve said
many times in the past that
Gilmour's strength lies not in his
technical ability, but in his
inherent feel for what is right for
the track. This solo is rich in
Gilmour feel, some magnificant
bluesy lead passages (notably
on Raise My Rent), combined
with a left-over from Animals —
those ace chords.

While still feeling the band
needs a low profile like | need a
semiin Surbiton, Gilmour comes
mighty damn close to saying it
all on the record rather than in
the interview. So, journalist eats
humble pie, and Gilmour slams
his critics — with music, and
lots of it.

T.S.
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U.K.

U.K.

POLYDOR 2302 080

The record company, if no-one
else, seems to have put a great
deal of faith (i.e. money) into
this unlikely supergroup: twenty
grand on a keyboard system for
Jobson and, by Polydor’s stan-
dards, pretty heavy press
promotion. Whether it will prove
to have been money well spent
is another matter, however.
Money well spent in record
company terms means an album
that charts fast and stays there,
jostling for position with Abba,
Rod Stewart and the Eagles. It
also means that some sort of
commitment will have been
sought for the musicians to stick
around for at least three albums.
And that, judging from the mer-
curial histories of the individuals
concerned — and the fate of
super groups in general — is
quite an expectation.

None of which has anything
whatsoever to do with the
quality of the music on this
album, of course. Old-time fans
of King Crimson will perhaps
feel most at home with this
fusion of many styles: the
emotional bellowing of John
Wetton punctuates long in-
strumental passages, solos from
Jobson and Holdsworth skitter
wildly, and Bruford’s drums are
correctly workmanlike. The at-
mosphere is British all right —
gloomy, for the most part, with
fierce, majestic outbursts in im-
possible time signatures. It's dif-
ficult music, difficult to play, dif-
ficult to listen to. Numerous
faint-hearted concert-goers
crept out of the Rainbow at the
end of U.K.’s tour and headed
for the bar, their faces betraying
a mixture of embarrassment and
irritation.  They knew it was
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superb, but it wasn't instant
enough.

Some of the tracks are ac-
cessible on first listening,
however. The opener, In The
Dead of Night, with its curious,
hopping beat, has a great vocal
from Wetton, and a powerful
Holdsworth riff. It goes without
saying that his solos are as
breathtaking as ever. Jobson
lays down a glittering carpet of
synthesizer and electric piano,
occasionally switching to violin.
Another track which stands a
fair chance of lodging in the
memory banks almest im-
mediately is Time To Kill on the
second side, Jobson joining
Wetton to provide some har-
mony on the vocal.

Obviously there’s more to say
about the album: isn't it just too
flashy on occasion? This was
the flaw which bedevilled
Bruford's Feels Good To Me
set, and possibly the one which
kept it out of the charts. U.K. is
a better offering altogether, but
whether the punters will be per-
suaded into forking out for it is
another kettle of fish. The music
won't make you feel instantly
cheerful, aggressive, relaxed or
even satisfied. It just isn't that
simple. But it is melodic, full of
feeling and power, disturbing in

its intensity, and worth any
number of bland, greasy,
takeaway U.s. jazz-rock
boreins.

P.D.

ALVIN LEE

TEN YEARS AFTER

ROCKET FUEL

POLYDOR SUPER 2344 103
Some things never change. Yes,
you've guessed — OI' Speed-

fingers’ guitar playing is just
about to be lumped in that
category. Admittedly, since the
demise of TYA Lee's solo
albums have coupled the same
old licks and riffs with a less
frantic approach to recording,
this influenced no doubt by this
new set of partners, working
from his own studio and being
as free of gigging commitments
as he wants.

However, working from the
point that the sound of an Alvin
Lee album is easily anticipated,

or Alvz u to the same old cks

Rocket Fuel is good. (After all,
are we to expect him to adopt
an uncomfortable style in the
cause of progression, a
fashionable but tiresome idea?)
The band this time, just drum-
mer Tom Compton and bass
player Mick Hawksworth, with a
little keyboard work from Bernie
Clarke and Mick Weaver, keep
their contributions down to a

spare but very rhythmic
minimum — and away The Man
boogies.

Ain‘t Nothin’ Shakin’, Baby
Don‘t You Cry and Gonna Turn
You On are the instant Lee
tracks, crisp and elementary jam
riffs decorated with the abridged
version of the Goin’ Home solo.
The less immediate side of his
playing surfaces on the slower
Friday The 13th, The Devil's
Screaming, a long and multi-
sectional finale and bluesy
Somebody Callin’ Me. And that,
as they say, is that, apart from a
brief acoustic interlude.

The name of the band is ob-
vious, although even more apt
than I'm sure he imagines. Ten
Years Later (sic) is Ten Years
After ten years later. Does that
make any sense? (Not a lot —
Ed).

C.S.

FRANKIE MILLER

DOUBLE TROUBLE
CHRYSALIS CHR 1174

Poor ol’ Frankie. He's suffered

his share of trouble — doubled,
trebled and quadrupled over the
years. Blessed with one ot the

world’s best rock and roll
voices, he never seems to have
come up with the success he

"deserves.

This has been due to two
main factors: poor material and
poor musicians. Bawling fren-
ziedly to a bluesy backing is all
very well in a Glasgow pub, but-
on record it becomes a trifle
wearisome, causing the listener
to leap in annoyance from his
settee and put something else
on the turntable. Two excellent
tracks — Fool In Love and Be
Good To Yourself (a hit single)
have served to remind us that
Frankie can still put a worthwile
tune together, but in general the
songs have been over-repetitive
and unenthusiastically backed.
However, he sacked the Full

House band a while ago, and




since then has clearly got the
musicians he needs.

And what musicians: Ray
Russell on guitars, Chrissy
Stewart on bass, B. J. Wilson
on drums, Paul Carrack on
keyboards, plus Chris Mercer
and Martin Drover as a two-man
brass section cook and smoke
like nobody's business. The
whole band have captured
Frankie's immense feel for the
music and do him justice on
slow {Good Time Love) and fast
(Stubborn Kind Of Fellow) num-
bers alike. Best of all are the
tunes that churn along with that
pumping beat which so charac-
terizes Miller's work (e.g. Be
Good To Yourself). The
numerous  collaborations in
both writing and arrangement of
songs on Double Trouble are an
indication of the total in-
volvement which went into the
album — and producer Jack
Douglas is as much to be
congratulated as anyone else.

It is also good to see Frankie
moving into areas which are
relatively new to him: Love Is
All Around on the second side
features some swirling, almost
psychedelic from Russell, whilst
the closer —  Goodnight
Sweetheart — goes right back
to basics, with its heavy, stom-
ping rivvum. Yep, he had a good
time recording this one, I'll

wager, and the chances are that
in years to come it will be regar-
P.D.

ded as one of his best.

¥

CHARISMA CDS 4013

There aren’t many acts on the
Charisma label, but what they
have got is certainly worth
having, almost without ex-
ception; Genesis, Steve Hackett
and now, for the second time,
Peter Gabriel. This new album
{confusingly titled — or untitled
— identically to his previous
album) offers another refreshing
selection of bizarre lyrical and
musical fantasies. Wide-ranging
both in style and content, all the
songs are imbued with the
maturity and self-assurance of a
major talent.

Even before you slip the disc
from its cardboard sleeve, the
weirdness is upon you. A
threatening, sinister Gabriel,

white streams of scorching
energy blazing from his fingers,
an inhuman gleam in his eye,
glares from the cover. And the
first track, On The Air, is of a
piece with such a disturbing
figure. It's a song about a secret
pirate radio broadcaster: Every
morning I'm out at dawn with
the dwarfs and the tramps ...
don’t give me your steak-reared
milk-boys, half-alive on empty
white noise . . .

Although we here gathered
around Beat's antique
gramophone don’t normally
trouble ourselves with lyrics, in
Peter Gabriel’s case you just
can’t ignore them. He has the
unique gift of making a point
without sounding either bom-
bastic or pretentious. D.LY.
comes next — Do it yourself . ..
you want some control, you've
got to keep it small. These two
powerful tunes are followed by
the gentler Mother Of Violence,
and then a curious convoluted
reggae rhythm introduces the
lighter-hearted A Wonderful
Day In A One-Way World.

Throughout  the  album,
Gabriel’s music defies
categorization, although oc-

casionally a certain influence is
suggested: Exposure on the
second side, for example, is
remeniscent of the gloomy
Berlin-bound Bowie of recent
years. Then again, the gentler
side shows through on this
album more frequently than on
the first. Indigo and the closing
track Home Sweet Home see
him ‘laying back” a little,
though in the case of the latter
the mood of the music belies
the sick joke contained in the
story.

The album is produced by
Robert Fripp, who shares the
guitar honours with Sidney
McGinnis; the other musicians
are Tony Levin on bass, Larry
Fast on synthesizers and ““treat-
ments’’ (both appeared on the
last album} Bayette and Roy Bit-
tan on keyboards, and Jerry
Marotta on drums. All give the
music the support it requires
without detracting fromg
Gabriel’s up-front role.

A good album, possibly a
great one, but give it time to

grow on you. P.D.
B. B. KING

MIDNIGHT BELIEVER

ABC ABCL 5246

The Big Daddy rings the

changes again. This time B. B.
King teams up with keyboard
ace Joe Sample and the
Crusaders for the latest variation
of his basic tactic: lay the classic
big city blues licks over as many
different settings as possible —
soul, funk, rock, or straight
blues. Mindful no doubt of his

collaboration with

successful
Bobby Bland, King has left
nearly all the writing to the Sam-
ple/ Will Jennings partnership,
content merely to let Lucille cut
in with her mellifluous one-liners
when necessary.

The result, not surprisingly, is
one which clearly shows the
Sample hand firmly on the tiller.
The first track, When [t All
Comes Down, turns out to be
the only pure King on the
album, a snapping beat straddled
by timeless, sparse lead and full-
throated singing overdubbed
next to Lucille. {(Remember, in
real life B.B. can’t sing and play
at the same time!)

And just as you're settling in
for the biggest classic since Live
At The Regal (where else?)
Sample starts leading King into
an extravagently arranged no-
man’s-land stranding Lucille like
a walnut on a sundae. A sax
does all the running on Never
Make A Move Too Soon, Sam-
ple’s piano introduces the odd
jazz styled | Just Can’t Leave
Your Love Alone and the
lengthy Let Me Make You Cry A
Little Longer. If Sample’s not
causing the diversions, a fat
brass line-up does the job. Let’s
get this straight. Sample’s a
great keyboard player, but even
the most marginal purist will
want more of Lucille in full flight.
We end up with just a good
album, not a good B.B. King
album.

Of course, he’ll never make a
record without a line of pure
blues corn in there somewhere.
This time it's ““Sometimes | feel
| was there when the blues
began”, the biggest laugh since
“You don't know it, the band
don’t know it, and / don‘t know
it either’” on Live And Well.
Now, Live And Well, there was
areal snorter . . . C.S.

TOM ROBINSON BAND
POWER IN THE DARKNESS
EMI EMC 3226

Anyone so obsessed with
politics must surely have some
major defect of the brain. I've
often thought the same about
the inhabitants of Westminster.
In the heyday of the Jefferson
Airplane you could take it
because the sloganeering was

mingled with songs that didn't
necessarily make you want to
go out and sandbag a
policeman. And even the ones
that did weren’t spat out with
such venomous hatred as
Robinson invariably feels for

married people, heterosexuals,
conservatives and anyone who
takes home more money than
latter are a

him (though the
diminishing breed).

centrate on the music, but such
prominence is given to the
“message” that the music has
obviously come as an after-
thought in most cases. Up
Against The Wall opens the
broadcast with the now-familiar
stomping beat and raucous
guitar of Danny Kustow; the
lyrics warn of imminent danger
to gays, blacks and unmarried
mothers from ’’fascists’”’. Grey
Cortina features more raucous
guitar from Kustow and another
fast rhythm: Too Good To Be
True finds the band in mellow
mood, with solos from Kustow
and keyboard player Mark Am-
bler, who has since left. Ain't
Gonna Take It is a song about
the danger faced by squatters
and the unemployed from
people with lots of money. The
simple chords and 2-4-6-8
Motorway beat are typical of the
band’s material, which usually
follows the  verse/chorus/
verse/chorus/guitar solo format.
Long Hot Summer closes side
one, with some tasteful Ham-
mond from Ambler who, despite
his low-profile presence in the
group, contributed just the
degree of imaginative playing to
break up the monotony of poun-
ding guitar, bass and drums,

The second side of Power In
The Darkness begins with The
Winter Of ‘79, a song about
gays and blacks being beaten up
and put in prison, whilst Man
You Never Saw is about a
repressive government of the
future ... and so on. Better
Decide Which Side You're On
speaks for itself: there are only
two sides — Tom's or the
enemy’s. And so on.

A disappointing album, this. |
had been expecting the music to
be stronger — Robinson a better
singer, Kustow a better guitarist
— but there’s really not much to
recommend it. P.D.
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A full diary of professional
recording studios

—from the small to the
space age—Dboth here

and abroad

ADVISION

Address 23 Gosfield Street,
London W1P 7HB

Bookings 01-580 5707

Studio manager Roger Cameron
Senior engineers Geoff Young,
Paul Hardiman, Declan
O’Doherty

Studio capacity Studio 1: 60,
Studio 2: 6

Instruments available free
Piano, organ, electric piano,
guitar amps

Instruments for hire Any on
request

Microphones Neumann, AKG,
Electro-Voice

Desk Computerised Quad Eight
Tape machines MCI|/ Studer
Ancilliary  equipment Delay
lines, harmonisers, compressor
/ limiters, noise gates etc

Echo facilities EMT, AKG

Reduction suite Quad

monitoring, computerised
mixing
Copying facilities Yes

Rates Studio 1 £54 per hour,
Studio 2 £24 per hour

Special remarks Yes album,
David Essex, Gerry Rafferty

AMAZON STUDIOS
Address Music House,
Gate Lane,
Liverpool 33
Bookings 051-546 6444

Studio manager Jeremy Lewis
Senior engineers Phil Ault, Jeff
Higgins, Frazer Henry

Studio capacity 8tk: 10, 24tk: 25

Stop
Simons Wood,

Instruments  available free
Piano, Pearl drums, amps,
guitars

Instruments for hire Anything
Microphones Neumann, AKG,
Beyer, Caldrec, STC

Desk Amek 16/8 and M3000
Amek 28/24

Tape machines Ampex, Lyrec,
MCI, Revox

Ancilliary equipment As usual!
Echo facilities EMT, Master
Room C Series, Organ
Parisound System

Copying facilities Yes

Rates Studio 8 — £10 per hour,
2 per hour surcharge after 6pm.
Studio 24 — £35 per hour, f4
per hour surcharge after 6pm
Special remarks Liverpool Ex-
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press, Big in Japan, Lee Brenan,
Radio City

BASING STREET

STUDIOS

Address 8-10 Basing Street,
London W11 1ET

Bookings 01-229 1229

Studio manager Penny Hansen
and Bill Masterson
Senior_engineers Frank Owen,
Rhett Davies, Howard Kilgour,
Robert Ash, Guy Bidmead
Studio capacity Studio 1: 80,
Studio 2: 22

Instruments available free Stein-
way grand pianos, Hammond
C3 organs and Leslies
Instruments for hire Aphex
Aural Exciter

Microphones AKG, Neumann,
Beyer, Sennheiser
Desk Helios 32/24
studios

Tape machines 3M M79 24 and
16tk, Studer

Ancilliary equipment Eventide

in  both

Maison Rouge’s mobile desk

DDL, AMS phasers, Keepex ex-
panders, Urei limiters, Urei
graphic equalisers, A&D limiters
Echo facilities EMT plates
Reduction suite No

Copying facilities Yes — 4
Studer B62s

Rates £48 per hour. £55 per hour
after 6pm, weekends and Bank
Holidays

Special remarks Barry Hum-
phries, Kevin Ayers, Clash, An-
dy Mackay, Motors, Mick
Taylor, Jam, Queen, Thin Lizzy,
plus jingles including ‘A finger of
Fudge is just enough . . .!"

CASTLE SOUND

STUDIOS

Address 11 Dublin Street, Edin-
burgh EH13PG

Bookings 031-556 8162

Studio manager Calum Malcolm

Senior engineer Calum
Malcolm, Paul Sumerling
Studio capacity 15-20
Instruments  available  free

Yamaha grand, Honky Tonk

grand, Mellotron, ARP
Odyssey, Sonor and Premier
drums, electric piano, Ham-

mond organ, Yamaha ’‘Leslie’,
bass and guitar amp, loads of
toys etc

Microphones Neumann, AKG,
Beyer, Calrec, Sennheiser

Desk Amek 24/16

Tape machines Lyrec 16tk with
auto-locate, 2x Studer 2tk
Ancilliary equipment AMS DDL,
AMS flanger, A&D Scamp rack
with compressors and noise
gates, Varispeed Revox

Echo facilities AKG BX20E and
Master Room Mkl|

Copying facilities Reel to reel,
reel to cassette

Rates £20 per hour for 16tk, £14
per hour for 2tk. No overtime
charges.

Special remarks Backing tracks
for STV and BBC pop shows
and BBC radio. Albums for the
Rev Fabian Oddfellow, Mc-



Caimans and Boys of the Lough

CA VA RECORDING

STUDIO

Address 201 St Vincent Street,
Glasgow G2 5QD

Bookings 041-221 9407 / 041-
248 4561

Studio manager Brian Young
Senior engineers Brian Young,
Lex McEwan, Alan Campbell
Studio capacity 15

Instruments available free Fen-
der Rhodes, Yamaha synth,
Crumar string machine, Fender
Twin Reverb

Instruments for hire Hammond
C3, various percussion
Microphones Neumann, AKG,
Beyer, Coles, Calrec

Desk Tweed

Tape machines Ampex 8tk and
2tk; Leevers-Rich Proline 2tk,
Teac 4tk and 2tk, Revox A77
Ancilliary equipment 2 x Klark-
Teknik 27 graphics, A&D
limiter, compressors and ex-
panders, HH multi echo, MXR
phasing, Alice limiters
Echo facilities Master
Stereo Reverb
Reduction suite 4 track
Copying facilities 4 and 2 track,
multi cassettes

Rates £12.50 per hour 0900 to
2300, £17 per hour thereafter
Various remarks Various work
from masters, demos, BBC TV
and radio. Also mobiles and
commercials

Room

CHALK FARM STUDIOS
Address 1a Belmont Street,
London NW18HJ

Bookings 01-485 5798

Studio manager Paul Hodsman
Senior engineers Paul Hod-
sman, Vic Kearey, Sid Bucknor
Studio capacity 12

Instruments available free Ham-
mond organ, Cramer piano
Instruments for hire Seven syn-

thesizers, others by
arrangement

Microphones Neumann, AKG,
Beyer etc

Desk Custom

Tape machines Scully 16tk,
Scully 8tk, Ampex 1tk, Leevers-
Rich 2tk

Echo facilities EMT plates,
Grampion Spring Rever, DDLs,
Tape delay

Copying facilities High speed
cassette duplicating, disc cut-
ting master and acetates

Rates Studio One: £24 per hour
with discount possible. Studio
Two: £12 per hour

Special remarks John Otway
and Wild Willy Barrett, Tapper
Zukie, Barry Biggs

CHIPPING NORTON
RECORDING STUDIOS
Address 28/30 New Street,
Chipping Norton, Oxon
Bookings 0608 3636

Studio manager David Grinsted

An impressive view of the Manor

Senjor engineers David Grin-
sted, Barry Hammond

Studio capacity 20

Instruments available free
Yamaha grand, Hammond C3
and Leslie, Fender Rhodes,
Hohner Clavinet, Mini Moog,
Gibson acoustic, Yamaha 12
string acoustic, Fender
Precision, Fender Twin Reverb,
Ampeg, Mandolin, Ludwig kit,
Asba percussion

Microphones Neumann, AKG,

Beyer,  Sennheiser, = Shure,
Calrec

Desk Triad 'A’ 30/16, 24
monitoring

Tape machines MCI 24tk, Scully
2tk, (2}, Revox (2)

Ancilliary equipment Eventide
DDL  Harmoniser, flanger,
phaser, Urei limiters, DBX
limiters, Kepex

Echo facilities EMT stereo plate,
Master Room

Copying facilities %'’ reel to reel
and cassette

Rates £45 per hour, £450 per
day, £3000 per week inclusive of
accommodation and meals
Special remarks Gerry Rafferty,
Alan Price, Steve Winwood,
Wet Willie, Judas Priest, Ralph
McTell

DJM STUDIOS

Address James House, 5-11
Theobalds Road, London
WCI1X8SE

Bookings 01-242 6885

Studio manager Alan Florence
Senior engineers Dick Plant,
Mark Wallis, Walter Samuel,
John Cooper

Studio capacity Studio 1: 28,
Studio 2: 20

Instrument available free Piano

Instruments for hire On request
Microphones Neumann, SKG,
Shure, Electro-Voice

Desk MCI! JH 500 Series (com-

puterised)

Tape machines MCls

Ancilliary equipment  Every-
thing—including Urei limiters,
A&D limiter, Marshall Time
Time Modulator, Orban stereo
synth, Klark-Teknik graphic
equalisers, A&D compressor
limiter, Eventide Harmonizer

and keyboard, flanger, etc

Echo facilities 4 stereo EMT,
Master Room, Grampian Spring
Reduction suite Studio 2 is
designed as a remix facility
Copying facilites Complete
copy room facilities available
Rates From £50 per hour

Special remarks Liverpool Ex-
press, Jesse Green, Roy Wood
and others

FAIR DEAL

RECORDING STUDIO
Address 1 Gledwood Drive,
Hayes, Middlesex

Bookings 01-573 8744

Studio manager Stuart Johnson
Senior engineer John Foskett
Studio capacity 8

Instruments  available  free
Drums, piano, Elka Rhapsody,
Clavicord, electric piano
Microphones Neumann, AKG
Desk Custom built 14/8

Tape machines I TAM, Revox
Ancilliary  equipment  DBX
limiters / compressors, Master
Room reverb, HH digital delay
and flanger

Echo facilities HH tape echo and
Revox Varispeed
Copying facilities
Cassette — disc

Tape —

Rates £8.50 per hour, 10am to
10.30pm

Special  remarks
demos, sales promotion

Masters,

HANSA TON STUDIOS
Address Koethener Str. 38,
1000 Berlin 61

Bookings Berlin, 261 1811
Studio manager G. Lemnitz
Senior engineers Tom Mulier,
Edu Meyer, Pete Wagner
Studio capacity Studio One: 45,
Studio Two: 85, Studio Three:
65, Studio Four: 12
Instruments available
Honky Tonk piano,
drums, piano
Instruments for hire All synths,
all keyboards

Microphones All types

Desks Neve, Helios, Soundcraft
Tape machines 3Ms, Studer,
Telefunken

Echo facilities EMT, AKG, Echo
Chamber

Copying facilities Extensive
Rates 24 hours a day at DM 180
per hour

free
organs,

INDEPENDENT

RECORDING STUDIO
Address 39 Harmer Street,
Gravesend, Kent DA12 2AP
Bookings Gravesend 65687
Studio manager Graham Mc-
Mahon

Senior engineers John Oram
and Graham McMahon

Studio capacity 12

Instruments available free Grand
piano, upright piano, Rogers kit,
various percussion

Instruments for hire String
Synth
Microphones Calrec, Shure,

Reslo, STC, AKG, Neumann
43



now you have played with
the boys- join the pro’s

The 800D professional stereo power amplifier

500WRM.S. perchannel, IOOOW.RMS. bridged
short circuit/thermal protection/modular construction,
and forced air cooling.

Home Farm Northall,Dunstable,Beds. Tel: Eaton Bray 0525 221331

EUROPE: ATC Ltd London O1 995 3654
USA. TAMERIMEX Colnc. P.O.Box221,Rowlett, TEXAS.
CANADARMS.(416)264 2340/7



STUDIO .,

Desk Trident

Tape machines ITAM and 2
Revoxes

Ancilliary equipment A&D com-
pressor/limiters, Trident
parametric equalisers

Echo facilities Tape echo and
Schaller spring reverb

Copying facilities Tape to tape
and tape to cassette

Rates £12 per hour up to 5
hours, and £10 per hour over 5
Special remarks Jingles,
masters, demos

ISLAND MOBILE

Address c/o Basing Street
Studios
Telephone as
Studios
Studio manager as
Street Studios

Senior engineer Frank Owen
Studio capacity n/a

Instruments free/hire n/a
Microphones as Basing Street
Studios

Desk Helios 40/24

Tape machines 2 x 3M 24tk or

Basing Street

Basing

16tk. 2 x Studer B62, 2tk
Ancilliary equipment Keepex,
Urei limiters, Urei graphic
equaliser, EMT delay and A&D
limiters

Echo facilities EMT Gold Foil
and Master Room

Rates £500 per day 24tk to 24tk
copying £50 per hour

KINGSWAY RECORDERS
Address 129 Kingsway, London
WC2B 6NH

Bookings 01-242 7245/6, 01-404
6003

Studio manager Ted Wood
Senior engineers Lou Austin
Chas Watkins

Studio capacity 35

Instruments available free Stein-
way grand piano

Instruments for hire Yamaha
organ and rotary cabinet,
ARP2600, Solina String Synth,
Clavinet, Yamaha Combo, Mar-
shall amps cabs

Microphones Neumann, Beyer,
AKG, Calrec

Desk Raindirk

Tape machines Studer 24/16, 4
track, stereo machines
Ancilliary equipment Eventide
harmonizer, Marshall Time
Modulator, wide range of com-
pressors, limiters, noise gates
Echo facilities EMT plate, AKG
BX20, live echo chamber
Copying facilities Cassette and

NEVER HAS SO LITTLE DONE
SO MUCH FOR SO MANY

America

The Band
Beach Boys
Jeff Beck
Jackson Brown
Canned Heat
Chicago

Eric Clapton
Steely Dan
Eagles

Peter Frampton
John Lennon

Distributed by

d/»

Atlantex

Available at all
leading music stores.

Atiaritex Music Ltd,, 16 High Street, Graveley, Hertfordshire. Tel: 0438 50113

Paul McCartney
Fleetwood Mac
Rolling Stones
Stephen Stills
Steve Miller
James Taylor
The .Vho
Bobby Womack
Johnny Winter
Stevie Wonder
Frank Zappa
Led Zeppelin

- g éf a Lrucker.
Truckers 45 watts of great sound
is one thing you can rely on,

On or off the.ro
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BUSTI SOIAT

-1 Jel: 0691 59201

(SOLID STATE TECHNOLOGY) s :

Custom House, Arthur Street, Oswestry, Sulop '
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KENION STREET
ROCHDALE
LANCASHIRE
ENGLAND

studio & mobile recording

g track

14
ack 2 track

(0706) 524420



8tk cartridge

Rates Recording and mixing £40
per hour. Overtime after 2am
Special remarks Recent artists

include Sweet, Stretch,
Squeeze, Steve Hackett, Har-
din-McCracken-Whitney, lan
Gillan Band

KMH KARLSMYR
MALMBORG HOLM

STUDIO AB

Address Hornsgata S-117 21
Stockholm, Sweden

Bookings 08-69 01 20

Studio manager Lennart
Larismyr
Senior  engineers Lennart

Karlsmyr, Ake Grahn

Studio capacity 20

Instruments available free Grand
piano, drum kit

Instruments for hire Hammond
with Leslie, Yamaha piano,
Clavinet, Korg, Wersi, Logan,
Fender Rhodes, acoustic and
electric guitars, bass
Microphones AKG, Neumann,
Beyer, Schoeps, Electro-Voice,
Calrec

Desk 1 KMH Custom, 1 MC1 528
Data

Tape machines M79 Myrec,
MCI, Studer, Revox

Ancilliary  equipment  ADR,
Scamp, Urei, Pandora, Time
Warp, MXR

Echo facilities 2 EMT plates, 1
EMT Foil, Master Room
Reduction suite Yes, with MCI
528 Data plus small overdub
studio

Rates 450 Kroner
(around £45)

per hour

MAISON ROUGE

Address 2 Wansdown Place,
Fulham  Broadway, London
SW6 1DN

Bookings 381-2001

Studio manager Robin Black
Senior Engineers Robin Black,
Tony Taverner, Steve Smith,
Peter Smith

Studio capacity 26

Instruments  available free
Yamaha piano, Hammond C3
Instruments for hire Anything,
on request

Microphones Neumann, Beyer,
AKG, Shure

Desk  Helios 32  channel
automated with Alison com-
puter

Tape machines Studer
Ancilliary gear Everything!
Echo facilities EMT
Reduction suite No
Copying facilities Yes

Mike F. Andreasen (left) and Per Meistrup during a mixing session in ROC

Special remarks Mud, Joe
Brown, Small Faces, Gerry Raf-
ferty, Gentle Giant, Jethro Tull,
Love Machine, Maddy Prior.
Food and drink 24 hours per day

MAISON ROUGE MOBILE
Address 2 Wansdown Place,
Fulham Broadway, London
SW6 1DN

Bookings As Maison Rouge
Studio manager As Maison
Rouge

Studio capacity n/a

Instruments available free n/a
Microphonesn/a

Desk Helios 32/24

Ancilliary equipment Everything
Echo facilities EMT

—‘A . = & k. . B 5.;5

Reduction suiten/a

Copying facilities No

Special remarks Jethro Tull,
Roger Glover, Steeleye Span,
Buzzcocks, Val Doonican. Own
power generator, ac-
commodation can be arranged

THE MANOR

Address Shipton-on-Cherwell,
Oxfordshire OX5 1JL

Bookings Kidlington 2128
Studio manager Barbara Craggs
Senior engineers Mick Glossop,
Alan Perkins

Studio capacity 20

Instruments  available free
Boogie guitar amp, Bosendorfer
grand, organ and Leslie, Fender

Set No SRIOL Long Scale

Round Wound Bass String

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

electric bass guitar strings

Semi (Half) Round Bass String

- Wound with round stainless steel then precision ground
and polished. This provides an extremely flexible string with a
flat playing area and ‘Vibration Chambers’ below the surface of
the visible winding. Also eliminates finger and fret wear.

Auvailable in long or medium scale.

Set No SRIOM Medium Scale

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

Set No RWIOM Medium Scale

rulle:y MUSIC STRINGS
Treorchy Rhondda
CF42 6AA

electric guitar strings

Plain String

Unique ‘Long Life’ twist af ball end. Almost doubles
strength at this weakest point, reducing breakage. Finest plated

high tensile steel.
Wound String

Sounder covered strings are precision wound under a
constant tension using a process which allows you to cut the
string anywhere along its length without the spinning wire
coming loose. So no problems because ‘you did not take a turn
around the peg’. Spun with silk at the ball end. Pure hard

nickel wound.

Available in four superbly balanced sets, reference numbers as

follows.
Superlight No 10S (.008)
Light No IOL (.010)

Also full custom range.

Extra Light No 10E (.009)
Light Wnd 3rd No IOLW (.0l




BRITAIN’S LEADING MAIL-ORI

i - Fender Rhodes
- Stage 73....

- THE BEST DEAL
YET ON THIS
= SUPERB

INSTRUMENT

our price only £559 Il

EASY CREDIT TERMS AVAILABLE

A really great offer, saving you over £350!!
on the list price. Come and try the famous
Fender Rhodes at our showroom. Special
offer price of £659 holds good while
stocks last !

FENDER GIG BAGS

Shoulder Bag
£4.25 post free
Hotdall

£7.65 post free

. N [ [}

Cymbal sd/e.

PAISTE 404 Cymbais LIST
14’ Hi Hat (pair) £ 31.80
15 Hi Hat (pair) £ 37.29
16’* Crash £ 22.69
18" Medium £ 28.45
20’ Ride £ 37.25
PAISTE 2002 Cymbals

14’" Hi Hat (pair) £ 70.58
15 Hi Hat (pair) £ 78.87
14’ Sound Edge Hi Hat (pair} £118.29
15" Sound Edge Hi Hat (pair) £125.72
16’ Crash £ 45.03
18" Ride £ 54.25
18" Crash £ 54.25
20" Ride £ 67.26
18'* Flat Ride £ 78.45
20" Flat Ride £ 67.26
18'' China £ 67.26
22" Ride £ 86.07
PAISTE 602 Cymbals

14" Hi Hat (pair) £ 90.54
15’ Hi Hat (pair) £101.25
14’ Sound Edge Hi Hat (pair) £118.29
15" Sound Edge Hi Hat (pair) £125.72
16’ Thin Crash £ 57.80
18" Thin Crash £ 69.56
18" Ride, £ 69.56
20" Medium Ride £ 86.76

207, discou,
on PAISTE
ymbdls

' ’

[} ] Fi ] [ ] |

[ [

Simon Kng I

GUITARS - DRUMS - AMPLIFIERS - PA. EQUIPMENT

OUR PRICE

£25.45
£29.85
£18.25
£22.79
£29.79

£56.46
£63.15
£94.65
£99.75
£35.95
£43.45
£43.45
£53.85
£62.75
£53.80
£53.80
£68.85

£72.45
£81.00
£94.65
£99.75
£46.24
£55.65
£55.65
£69.45

|/
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DER DISCOUNT MUSIC ST

EFFECT

TELECASTER
TELECASTER
TELECASTER
TELECASTER
TELECASTER
TELE. CUSTOM
TELE. CUSTOM

STRATOCASTER
STRATOCASTER
STRATOCASTER
STRATOCASTER
STRATOCASTER
STRATOCASTER
STRATOCASTER

PRECISION BASS
PRECISION BASS
PRECISION BASS
PRECISION BASS
PRECISION BASS
PRECISION BASS
PRECISION BASS

JAZZ BASS
JAZZ BASS
JAZZ BASS
JAZZ BASS

-

STRAT. with TREM,
' STRAT. with TREM,
STRAT. with TREM,
STRAT. with TREM.

& MORE !

Blonde, Standard
Black, Standard
Sunburst, Maple Neck
Black, Maple Neck
Natural, Maple Neck
Sunburst, Maple Neck
Black, Maple Neck

Natural, Rosewood Neck
Biack, Rosewood Neck
Black, Mapte Neck
White, Maple Neck
Sunburst, Maple Neck
Natural, Maple Neck q
Blonde, Maple Neck
White, Maple Neck
Sunburst, Maple Neck
Black, Maple Neck
Natural, Maple Neck

Natural, Rosewood Neck
Black, Rosewood Neck
Sunburst, Rosewood Neck
White, Maple Neck

Btlack, Maple Neck
Natural, Maple Neck
Sunburst, Maple Neck

Black, Rosewood Neck
Natural, Maple Neck
Black, Maple Neck
Sunburst, Maple Neck

o
@“

or Off

at Sl/mcm King' S..3

£215
£230
£230
£230
£249
£249

£235
£235
£255
£255
£255
£255
£255
£275
£275
£275
£275

£224
£224
£224
£239
£239
£239
£239

£259
£273
£273
£273

ORTH SURREY

Tele 01- 330 3709

We have a wide selection of this excellent
equipment for you to try at our showroom.

N

4

YAMAHA AMPLIFIERS

G25112 30watt with Reverb & Distortion £129
G50112 50watt with Reverb & Distortion £195

G100212 100watt with Reverb & Dist, £274
B50115 50watt Bass Combo £239
B100115 100watt Bass Combo £299
YAMAHA GUITARS LIST

SF500 Brown Sunburst £255

SF500  White £255

SF700 Brown Satin £295

SF700 Red £295

SF1000 OQil Stain £335

SF1000 Blonde £335

SG500 Cherry £365 All prices
SG500 Black £365 include superb
SG700 Cherry Sunburst £420 solid plush
SG700 Brown Sunburst £420 lined case.

SG1000 Cherry Sunburst £485
SG1000 Brown Sunburst £485
SG1500 Cherry Sunburst £485
SG1500 Black £485
SG2000 Cherry Sunburst £585
SG2000 Brown Sunburst £585

5$G2000 Black £585

BIG CASH \\
DISCOUNTS

..on all Yamaha

Guitars, Amps and OP

Drums. Send for
your full Yamaha

catalogue today ! CL




Rhodes, clavinet

Microphones Neumann, AKG,
Beyer, Schoeps, Shure, Electro-
Voice etc

Desk Helios (Custom) 32/24

Tape machines Ampex
MM1200, ATR 100, AG440
Ancilliary equipment Har-
monizer, Time Modulators, dbx,
A&D, UA, Roger Meyer,
Allison, Orban

Echo facilities EMT, Master
Room

Rates On application

Special remarks Gene Sim-
mons, Wet Willie, XTC,
Magazine, Be-Bop deluxe, Van
Morrison. Also two mobiles,
both 32/24

MOLINAIRE

Address 43 Fouberts Place, Lon-
don W1

Bookings 01-439 7631,
299200

Studio manager David Hodge
Senior engineers Robert Parker, .
plus eight others!

Studio capacity 50 x 35 feet —
big

Instruments available free Piano
Microphones Neumann U87s

Telex

sixty years of ¢r:

Bird Sound Studie

8 TRACK
RECORDING STUDIO

WITH DBX NOISE REDUCTION
SPECIALISTS IN CUSTOM PRESSING

Kings Lane, Nr. Stratford upon Avon, Warwicks.
Tel: 078985 705

Di Giorgio.4 full size classic guitars
and I small size. Beneath their rich
inlays and superb woods, there lie

i

in the finest woo ds:
rosewood and iy
Fromaround £16010 £3 5

Desk Custom Built

Tape machines Studer AB80
16tk, locked to video tape by
time code

Ancilliary  equipment
phaser, EQ, delay etc,
broadcast tape facilities
Echo facilities AKG BX15, plus
Plate and chamber
Copying facilities
duplicating rooms
Rates From £25 per hour, 24
hours a day; can shoot Video to
playback or live

Special remarks Recorded best
radio commercial campaign
awards in ‘76 and ‘77, plus
36,000 others. Pop/rock video
tapes at special rates

Audio
plus

Four

MUSIC FARM
HOLLAND
Address
Baambrugge, The Netherlands
Bookings Holland, 02949-1450
Studio manager Diana Willard
Senior engineer Don Willard —
Tel. 020-188440

Studio capacity 30

Instruments available free Stein-
way, Fender Rhodes, Polymoog,
keyboards, percussion, guitars
etc

Microphones Sennheiser, AKG,
Neumann
Desk Sait,
September
Tape machine 3M 16tk, Studer
A80, Telefunken

replacement due in

Rijkssyraatweg 45,

Ancilliary  equipment EMS:
Vocoder 2000, Eventide Har-

moniser, Synton phaser and
filter, monitors; Tannoy and
JBL

Echo facilities EMT type 140,
Nagra

Reduction suite Dolby A on
mastering and 16 track

Copying facilities Yes

Rates Approx £45 per hour, or
approx £370 for 9 hour day —

prices excluding VAT and
materials

Special remarks Radio jingles,
rock 'n roll, new wave, TV
spots, audio-visuals, video
facilities

MUSICLAND

Address Arabellastrasse
5/139,8000 Munchen 81, West
Germany

Bookings (089) 9232 2700. Telex
05/22393

Reservations Helga Dickman
Instruments Elka, Moog, Fender
Rhodes, Hohner Clavinet, Ham-
mond B3, Fender amps, Am-
peg, Yamaha grand piano,
honky tonk piano

Microphones Neumann, Senn-

heiser, AKG, Electro-Voice,
Shure, Pearl, Sony, Schoeps,
Beyer

Desk Harrison 3232, 32 in 32
out, with Allison Programmer

Tape machines Studer A80
24tk, A80 16tk 2 x A80 2

lhirulb full sized classic

© guitars plus 3 Jumbos (including a
2 stringe

ery Boosey & Hawkes gutar would



Autolocators, 2 Revox A77
Varispeed, Nakamichi Cassette,
2 x Telefunken M28

Ancilliary equipment Urie, AgGD
limiter/compressors, 2 Quad
eight noise gates, EMT noise
filters, 4 Kepex, Filters from
Urei, A&D etc

Echo facilities EMT 140, EMT
240, AKG BX20, Master Room,
acoustics chamber, quad eight
digital delay line

Special remarks Artists’ list like
a who's who of rock — Beck,
Rainbow, Bowie, ELO, Elton
John, Zeppelin, Faces, Stones,
Uriah Heep etc etc etc!

NORTHAMPTON

SOUND RECORDING

Address 36 Spring Gardens,
Northampton

Bookings 0604 33933
Studio manager H. M.
nimore

Studio capacity 8
Instrument available free Piano
Microphones AKG. Neumann
Desk RAC 12/8and 12/2

Tape machines Otari 8tk

Echo facilities EMT plate
Copying facilities Tape/cassettes/
mono disc cutting

Rates £8 per hour, 2pm to 11pm
{no Sundays)

Fin-

THE OLD SMITHY
RECORDING STUDIO
Address The Old Smithy, Post

Office
Worcester
Bookings 0905 820659/820556
Studio manager Muff Murfin
Senior engineers Colin Owen,
Brad Davis

Studio capacity 28

Lane, Kempsey,

Instruments available free
Piano, Hammond, string
machine

Instruments for hire Fender
Rhodes, Mellotron, Clavinet,
drums, etc

Microphones Neumann, AKG,
Beyer

Desk Neve

Tape machines 3Ms, Klark,

Sculley 4 track

Ancilliary equipment Phasers,
flangers — all Klark Teknik
equipment

Echo facilities EMT plate, ADT
machines, H/H

Copying facilities Yes
Rates £22 per hour —
bookings by arrangement
Special remarks Daniel Boone,
David Byron, Alyson, Clifford T.
Ward, TV jingles; radio, Band of
Joy

block

PEBBLE BEACH

SOUND RECORDERS
Address 12A South Farm Road,
Worthing, Sussex

Bookings 0903 201767/207744
Studio manager Eli Perl

Studio capacity 12

Instruments available free

shley Pangborn
Guitars

Hand Crafted guitars made to individual requirements.
Al repairs undertaken
All customising

292 HIGH STREET, CROYDON, SURREY.
Tel: 01-686 2708

BECKETTS
OF SOUTHAMPTON

For
Premier drums and accessories and Zildjian cymbals.
The cities main Premier dealer for over 40 years.
HH and Marshall amplification.
Electric guitars, Band Instruments, Accessories and Repairs.

Beckett’s, Gibbs Road,
{Side of A.B.C. Cinema)
Southampton. Tel. 0703 24827

For location map look us up in Southampton yellow pages J

=%
A

P

We're going to the top,
who's coming with us!

icato

RO BASS STRINGS

Available from
yourdealernow.

S —————

General Music Strings,
Treforest, Mid-Glamorgan.
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'STUDIO .~

Yamaha grand piano, Fender
Rhodes

Instruments for hire Most
Microphones AKG, Neumann,
Beyer, Electro-Voice

Desk Helios 32/24

Tape machines Lyrec 24 track

with auto-locate, Studer,
Leevers-Rich, Revox

Echo facilities EMT stereo plate,
tape and delay lines

Rates £35 per hour

Special remarks The
Depressions, The  Adverts,
Flintstock, The Cimarons, Nash-
ville Teens, Gonzales

PENTHOUSE

Address 22 Maderira Grove,
Woodford Green, Essex
Bookings 01-505 5221

Studio manager John Bassnett
Senior engineer John Bassnett
Studio capacity 6

Instruments available free Lud-
wig drums, Hammond organ,
string synthisizer and piano
Microphones  AKG, Beyer,

Sennheiser, Shure

Desk ITA 20/4 and Allen &
Heath 14/8/8

Tape machines Cadey 1 8tk,
Teac 4 and 2tks

Ancilliary equipment Phaser,
flanger, compressors, noise
gate

Echo facilities HH Multi-Echo,
Grampian Reverb
Copying  facilities
cartridge/disc
Rates 8tk — £8 per hour till mid-
night, 4tk — £5 per hour till mid-
night

Special remarks Jingles for
Capital Radio, BBC Stoke etc.
Music demos for Yorkshire and
London Weekend TV

Cassette/

PLUTO RECORDING
STUDIOS

Address 36 Granby Row, Man-
chester 1

Studio manager Keith Hopwood
Senior engineer Ray Buckley

Studio capacity 30

Instruments available free Grand
piano, amps

Instruments for hire ARP
Odyssey

Microphones Neumann, AKG,
Beyer, Sennheiser
Desk Sound Techniques 20/16

Tape machines MCI| 16tk, 2
Studer stereo

Ancilliary  equipment MXR,
DDL, A&D Complex, A&D

Scamp modules

Echo facilities EMT plate
Copying facilities Studio 2:
vocal booth, Ampex 4 track,
Scully stereo, Soundcraft 16
channel mixer

Rates £28 per hour (£25 till
August) overtime plus 20%. £20
per hour for studio 2

Special remarks Herman’s Her-
mits single, jingles for Cadbury,

Guinness, Knorr, Seven Up,
Ski Yoghurt

QUEST STUDIOS

Address 71 Windmill Road,
Luton, Beds

Bookings Luton 414297 (24 hour
answering service)

Studio manager Dave Cook
Senior engineers Dave Cook,
John Gittins

Studio capacity 7

Instruments available free
Slingerland drum kit, piano,
guitar/amp, EMS Synthi, AKS
synthesizer

Instruments for hire Anything
can be obtained by prior
arrangement

Microphones Neumann, Senn-
heiser, Beyer, Shure, AKG

Desk Soundcraft 16/8 Series 1

Tape machines Brennell /
Richardson 8 track, 1" Teac
2tks

Ancilliary equipment A&D com-
pressor-limiters, Klark-Teknik
graphic equalisers, Eventide har-
moniser, DDL, flanger

Echo facilities 2 echo plates,’
Roland space echo

Reduction suite No

Copying facilities Yes

Rates Variable from £45 per 8
hours to £70 for night working
Special remarks Robin Lumley /
Jack  Lancaster, England’s
Mighty Engine, Mick Abrahams,
H.O.T., Plant Life Records,
Step Forward Records, Acrobat
Records

REGENTS PARK

RECORDING

Address 27a Queens Terrace, St
John’s Wood, London NW8
Bookings 01-586 5633

Studio manager Graeme Perkins
Senior engineers Steve Lipson,
Rob Arenstein, Martin Adam
Studio capacity 40
Instruments available
Bechstein grand piano
Instruments for hire Hammond
organ

Microphones Neumann, Beyer,
AKG

Desk Amek 20/16

Tape machine 3Ms

Ancilliary equipment Various
digital delays, harmoniser etc
Echo facilities Spring

Rates £25 per hour plus over-
time after 10pm

free

ROC STUDIOS
Address Recording Operation
Company, Artillerivet, DK-2300,

THE ULTIMATE WAH!
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MORLEY Products
are distributed in the U.K. by
STRINGS & THINGS LTD.
20 Chartwell Road, Churchill Industrial Estate,

Lancing, West Sussex BN158TU



Marquee Studios’ control room '

Copenhagen, Denmark
Bookings 01570600

Studio manager Mike An-
dreasen

Senior engineers Mike An-
dreasen and Per Meistrup
Studio capacity 25

Instruments available free Stein-
way grand and Steen Nielsen

hammer spinet, Hammond
organ and Leslies, Mellotron,
Logan string machine,

.....

Slingerland drums, Asba
congas, plus instrument amps,
speakers, various guitars and
percussion

Instruments for hire Anything
given prior notice

Microphones AKG, Neumann,
Sennheiser, Shure

Desk Custom designed Sound-
craft 30 into 24

Tape machines Lyrec 24tk with
autolocate, 2 Lyrec 2tks, 2

Studers.

Ancilliary equipment Marshall
Time Modulator and Time
Warp, dbx noise reduction and
compressor  limiters,  Klark-
Teknik EQ, and noise gates.
Echo facilities Master Room and

Elk and Acoustic (basement)
chamber
Copying  facilities  Cassette

duplication and custom pressing
Rates £20 per hour, 24 hours a

day every day of the year except
Christmas Eve

Special remarks Various
European groups — Rupert, Fix
Ache etc etc

SAWMILLS STUDIO

Address Goland, Fowey, Corn-
wall PL23 1LP

Bookings Fowey (072 683) 3337
Studio manager Jerry Boys
Senior engineers Peter Martelli,
Simon Fraser

Studio capacity 15

Instruments  available free
Bechstein grand, ARP Soloist,
Solina string ensemble, per-
cussion

Microphones Neumann, AKG
Desk Customised Sound
Techniques, 30 channel

Tape machines Ampex MM1100
24tk, Studer A62, stereo
Ancilliary equipment Eventide
flanger and harmonizer; A&D
fimiters, expanders, equalisers;
Universal limiters

Echo facilities AKG BX20,
Varispeed Revox

Rates £340 per day (un-
limited hours) plus £2.50 per
head for food and ac-
commodation

Special remarks Mick Taylor,
Andy McKay, Amazing Blondel
Sad Cafe

SCORPIO SOUND
Address 19/20 Euston Centre,

The 828 — AHcces new baby

Seeusat NS stand 17-18

Our small mixers aren’t cheap......

...but then our big mixers

aren’t expensive.

/‘4&'66 (StancoilLtd.)

38 Alexandra Road, Windsor, England

The Aice Custom Modular U
20 input, 20 output, 16 track monitoring g
console at ‘Dodgy Demos’, Berkshire

Tel: Windsor (075 35)51056/7 Telex: 849323 a/b Aegis (

-

-
-
hd

i
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“STUDIO ./

London NW1 3JH

Bookings 01-388 0263/4

Studio manager Peter Hoskins
Senior engineers Dennis
Weinreich, Ray Hendriksen
Studio capacity 25

Instruments available free Grand
piano

Microphones Beyer, STC, Neu-
mann, AKG, Sennheiser,
Shure, Sony, Electrovoice

Desk Cadac

Tape machines Studer 24/16, 3
x Studer 2tk

Ancilliary equipment Eventide
DDL. Aphex Aural Exciter,
limiters, compressors etc

Echo facilities EMT

Rates 24tk £48 per hour, 16tk
£38 per hour

SEPTEMBER SOUND

Address 38 Knowl Road,
Golcar, Huddersfield HD7 4AN
Bookings 0484 658895/6

Studio manager Bob Whiteley
Senior engineers Dave
Whiteley, Bob Whiteley

Studio capacity 45

Instruments available free Piano
Instruments for hire Most
Microphones Neumann, AKG,
Sennheiser, Calrec, STC
Desk Sound Techniques 18-4-18
Tape machines Lyrec TR53 16
track, 2 x Ampex AG440

Ancilliary  equipment  Neve
limiters, Eventide flanger,
Astronic equalizer, Dolby A,

Pye limiters, ADT

Echo facilities EMT 240 plate,
HH tape

Copying facilities Tape to tape,
tape to cassette, cassette to
cassette

Rates £15 per hour, 24 hours.
Holidays by arrangement (How
about 2 weeks on the Broads?
— Ed.)

Special remarks Brighouse and
Rastrick Brass Band, Roy Hiil
(mobile, The Bachelors

STARTLING STUDIOS
Address Tittenhurst Park, Lon-
don Road, Sunninghill, Berks.
Bookings Ascot 20039/25222/
21184

Studio manager Mike O'Donnell
Senior engineer Dave Tickle
Studio capacity 25

Instruments available free Ham-
mond C3 plus Leslie, Fender
Rhodes, ARP 2500, Yamaha
grand piano, Fender + Ampeg
amps

Microphones Neumann, AKG,
Beyer, Shure, Sennheiser

Desk MCI 36/36

Tape machines Studer 24tk,
A80 %", 2 + B62 %", 3M 4tk
Ancilliary equipment Eventide
DDL. Harmoniser and flanger; 4
x dbx 120, Gain Brains,
Keepex, Urei graphics

Echo facilities 2 stereo EMT
plates, live echo chamber

Rates £700 per day inclusive of
meals and accommodation (9
bedrooms are available)

Special remarks Swimming
pool, sauna, games room, TV
lounge, plus 72 acres of
parkland

STRAWBERRY

RECORDING STUDIOS
Address 3 Waterloo
Stockport, Cheshire
Bookings 061-4809711/2
Studio manager Peter Tattersall
Senior engineers Dave Rohl,
Martin Lawrence

Studio capacity 40

Instrument available free 7' 6"
Steinway ‘¢’ grand piano
Instruments for hire By prior
arrangement

Microphones Neumann, AKG,
Beyer, Sennheiser

Desk Helios 28/24; full facilities
Tape machines Studer A80 vu
24tk, plus stereos

Road,

Ancilliary  equipment  Har-
moniser, autophasers, dbx,
limiters, A&D limiters, com-

pressors, Vocal stressers, Orban

Parasound, De-Essors

Echo facilites EMT, Cooper
Time Cube, MXR DDL

Copying facilities Yes

Rates £35 per hour 24tk

STUDIO BOHUS

Address Box 24, 44201 Kungalv,
Sweden

Bookings 0303 10990
Studio manager
Hallden

Studio engineers Lars Rosin,
Olle Ramm

Studio capacity 20

Instruments available free Grand
piano, drums 2 acoustic guitars,
electric guitars, bass, Yamaha
electric piano, various per-
cussion

Microphones AKG. Neumann,
Electro-Voice, Sony, Calrec
Desk Harrison 32/32 with
Allison automation

Tape machines Ampex MM1200
(24tk), Ampex ATR100 (tk)
Studer B62, Revox A77
Ancilliary equipment Marshall
Time Modulator, MXR DDL,
Eventide harmoniser and om-
nipressor, MXR flangers and
phasers, Orban Sibilance Con-
troller, Kepex noise gates

Echo facilities EMT 140, EMT
240, Master Room

Rates 500 Swedish Croners per
hour

Special remarks Abba, Status
Quo

Tommy

4

E_L_.
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TRIDENT RECORDING STUDIOS Ltd. 01-734 9901




HAVE YOU BEEN
HANDLED WITH CARE AT

QUEST

See our entry in the studio survey for an im-
pressive list of our recent major clients. When
you're ready for the best in 8-track recording,
Phone Luton 414297.

24-hr. answering service.

COUEATRY MUSIC CEATRE

for equipment by

MM, REDMERE, PA:CE

plus
HH, Maine, Roland, Carlsbro, Marshall, Wem, Citronic, Pulsar, D.J.,
Project, Fender, Gibson, Yamaha, Ibanez, C.S.L. etc., also organs,
electric pianos, synthesizers, all leading brands of guitar strings, in-
cluding Rotosound, Gibson, Fender, Ernie Ball, D’ Addario etc., guitar
accessories including Fretboards, Necks, Scratchplates, Control
Knobs, Pick-ups, Machine Heads, also stacks of music, educational
instruments, and lots of bits and pieces.
IF YOU NEED ANYTHING—WHY NOT CALLIN OR ‘PHONE
3/4 White Friars Street, Coventry,
Tel: {0203) 58571
Access, Barclaycard, Finance arranged from 10% deposit Cash

discounts.

STUDIO 8

Amazon’s well-established 8-track studio
has recently undergone extensive
refurbishing and re-equiping that must
surely make it the best sound for value
in the North West.

RING IMMEDIATELY FOR DETAILS

AMAZON - 051-546-6444

Amazon Stadios -

STUDIO 24

Liverpool’s never heard anything like this
before. With facilities like a Steinway
concert grand, automation-ready AMEK
M3000 console, a unique “in studio”
headphone mixing system, Lyrec...............
........................................ need we say more?

Ring now for full details.
Opening late summer - Book now to
avoid disappointment.

e B

S
W oE \‘\&\‘@@\@\g &“

RN

 AUTOMATED
24 Track Studio

' AUTOMATED
. 24 Track Remix Suite

: %
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TELECOMMS

Address 189 London Road,
North End, Portsmouth, Hants
Bookings 0705 60036

Studio manager Roger Kennedy
Senior engineers Roger Ken-
nedy, Mike Devereux, John
Walker

Studio capacity 10

Instruments available free Fen-
der Rhodes, Music Man, Fen-
der, Marshall combos, ARP Om-
ni synth, Autotune drums, Korg
synth, Fender and Gibson
guitars

Microphones Neumann, AKG,
Calrec, STC

Desk Allen & Heath 16 into 8
Tape machines Brennel 8tk, and
Revoxes

Ancilliary  equipment MXR
phasers, flangers, compressors,
ADT, graphic. equalisers, ITC
cart machines

Echo facilities Roland Space
Echo

Copying facilities Cassette and
Y2 track, disc to tape

Rates £48 for 7 hour day — not
Sunday or Wednesday

Special remarks Studio used for
mastering by several record
companies; demos, TV, radio
adverts and jingles. Session
musicians available

TINY'S RECORDING

STUDIO

Address 186 North Promenade,
Blackpool

Bookings 0253 23095

Personnel Wayne Paulo and

Lenny Harris
Studio capacity Studio 1: 10,
Studio 2: 15
Instruments available free Piano
Instruments for hire Roland syn-

thesizer, organ with string
synth, electric piano
Microphones AKG, Calrec,
Shure

Desk 1) 16/8 Custom, 2) 10/4
custom, and H/H 12/2 {mobile)
Tape machines ftam 8tk, Teac
4tk, Revox 2tk

Ancilliary  equipment  Dolby
noise reduction, graphic
equalisers and  compressor
limiters

Echo facilities HH DDL, Gram-
pian Reverb

Reduction suite As above
Copying facilities Cassette and
reel to reel

Rates Various, reckon on £8 per
hour recording plus normal
charges

Special remarks Custom record
pressing, music publishing,
jingles and demos

TOCANO

Address Vallekildevei 103, 4534
HORVE, Denmark

Boaokings Area code (03) 456789
Studio manager Alex
Frederiksen

Senjor engineers Jan Oldrup,
Emmanuel Rahim

Studio capacity 25

Instruments available free Grand
piano, Gretsch drums, Mesa
Boogie amps

Instruments for hire Any and alll
Microphones Neumann, AKG,
Shure, Scheops, Electro-Voice
Desk Solid State Logic Com-
puter assisted 40 into 32

Tape machines Lyrec 24tk, Am-
pex 2tk, Lyrec 2tk, 2 x Revoxes
Ancilliary  equipment  Com-
pressors, limiters and noise gate
in each channel on the desk,

A&D vocal stressors, Marshall
Time  Modulator, Eventide
phaser, Dolby 7 dbx noise
reduction, MXR flanger etc
Echo facilites EMT plates,
BX20

Copying facilities Tape and
cassette

Rates £50 per hour, 24 hours per
day

Special remarks Acoustics by
Eastlake Audio

TRIDENT

Address 17 St Anne’s Court,
London W1

Bookings 01-734 9901

Studio manager Peter Booth
Senior engineers Steve Taylor,
Neil Ross, Steve Short, John
Brand, Colin Green

Studio capacity 35

Instruments available free Bec-
stein grand, Hammond C3
Instruments for hire Anything

The Studio in the North

® Ampex AG440 stereo machines.
and auto locate.

® Sound technigues desk.

® Eventide Flanger {phaser}.

® EMT echo plate.

38 Knowl! Road, Golcar,
Huddersfield.
Tel. (0484) 658895/6

CUSTOM RECORD PRODUCTION
CASSETTE DUPLICATION

September

® Microphones by: A.K.G., Neumann
® 16 TRACK LYREC with vari-speed  Sennheisser, S.T.C., Calrec.

@ Bever headphones.

@ Tannoy monitoring.

@ Crown amplifiers.

® Neve Stereo limiters/compressors. ® Graphic equalizers.

® Mobile Recording.

Sound
Studios
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barcus-berry:

guitar

.Dnstnbuted in the U.K. by:

vthe guitarist’s =%

Send large 'S.A.E. for catalogue

BARCUS BERRY
TRANSDUCERS
reproduce the purity
and texture of the
acoustic instrument. g

Transducers forall
types of acoustic
instruments.

' ®
200000000000000°2

UILD GUITARS (UK) Ltd., 151 Portland Road, Hove, E. Sussex BN3 5QJ. Telephone: BRIGHTON (0273) 72268
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GAD! Ernie's gone crazy with FREE
String Guides for veryone and 8£1,000's

worthof FREE gesr He doesht understand cuerhesds)
Profit Mergins (SQUARK) Depreciation (GuLP) and Taves (VaHH)<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>