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Three-layer
detachable
windshietd
eliminates

‘pop!

NINE REASONS

WHY THE EAGLE
PRO MO MIKE

——MORE THANITS

== INEAREST

S COMPETITOR

_& ) Acoustic resistance
= for low frequency

Nyton mesh
smooths out
response.

"\ Accurate response at

Powerful rare
earth magnet
assembly for high
sensitivity.

Design ensures
equalization of
air-pressure
behind diaphragm.

A tough cardioid mike for stage use. Voice or music.
Indoors or out. Really good feedback control and an
amazing 40 to 16000 Hz frequency response A mike that
will never let you down.

That’s why real professionals use it.

Fifty available for a month’s free trial. Tell us who you

3 position Switch: | are and where you’re playing. First come, first served.

vocal/music/off.

!

[ Please send me fuii detaiis of alt Eagle Microphones
[J Please send me a PRO M30 on a month’s free trial

Name:
Address:
{ Name of Band/group etc where appropriate:
tnternational V4w il 8
standard tough . Next performance at: Date: :
A XLR connector. !
E A( ;LE INTERN AT'ON A Precision Centre, Heather Park Drive, Wembley,
sS2 Middiesex HAO 1SU Phone: 01-902 8832



Moog Prices Slashed

For Details Tel: 387 7449 (Please reverse call charges if required).

" TAURUS MOOG PEDALS

STOP PRESS

MOOG

Be sure to see this month’s free Moog Demonstration and Film Show to be held on Monday
15th January, 1979, at the Society Suite, New Ambassador Hotel, Upper Woburn Place,
London W.C.1. Guest demonstrators will be Val Polonski and Roy Goudie. Products will be on
show from 1 o’clock. Demonstration starts at 7.30, refreshments will be available.

CHECK THIS LIST FORCOMPLETE RANGE

—_——_—-—_—_—_—_——1—_—-————_——_—-—_——

I- . . 0 : Dear Chase Musicfans

Please tick appropriate box. Enclosed is £1 for a T-shirt/

| O Polymoog E3liol sdwentenint. | 22 Chalton Street, off Euston Road, London NW17 |

I O Minimoog T-shirt/sweat shirt | I

] O Micromoog UJ Small | I
O Multimoog O Medium [ Large g )

l O Taurus Moog Pedals | Please send me details of items ticked. . . . ............. ... l
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i CALL CHASE

String Synthesiser

o
P .
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R CP-70B Electric Grand $8-30 Strings
Keys 73 (E1—egq) Keys 49 {C—c3)
Effects Controls Bass, Middle, Tone Selectors
Treble, Tremolo Speed and Depth, Violin Part,

Viola, Violin |, Violin I, Attack. Cello Part,
Cello I, Ceilo 11, Attack. Volume Control.
Orchestra Selectors.

CP-20 Piano

CP-30 Piano

Keys 61 (f1—f3) Keys 76 (Eq—a4}

Piano 1, Piano 11, Tone Selectors: Chl-4, Ch2-4
Harpsichord |, Harpsichord 1. Effects Controls: Pitch, Decay,
Tremelo Controls, Tremelo Speed, Intensity,
Speed, Intensity. Bass, Treble.

SEND THIS COUPON FOR INFORMATION

[ ioase chock amoroorinte box - Emcioed o1 for o Ty | Dear Chase Musicians

lease check appropriate box  Enclosed is £1 for a T-shirt/ Dear Chase Musicians

3 o h | 22 Chalton Street, off Euston Road, London NW1. i
| O Yamaha Synths T-shirt/ sweat shirt | |
| O vamaha Electric Pianos ~ OSmall | o |
l [ Yamaha Strings OMedium  Olarge | Please send me details on items checked. . ... . ......... =
' O Yamaha Amps | Name . .. .. ... . ... ... ... .. oY SRR RS '
fother ... ... R PP | | Address. ... ........ O P . e |

| ......................................
12 R AR SRR AL AN WSRO S s " L8



BuyD

Saue

Tel. 01-387-1449

FREE YAMAHA DEMONSTRATION

Dave Bristow will demonstrate the products on Wednesday, 17th January,
1979. The display will open at 1pm, formal show commences at 7.30pm.
Refreshments available. The Society Suite, Hotel New Ambassador, Upper
Woburn Place, London, NW1.

CS-80 Synthesiser
Polyphonic {8 notesx2ch)
Keys 61 (C—cg)

Tone Selectors: ¢h. -1, ch 2-1}
Programmabie Section Levers; 24 x 2,
Memory Banks: 4

Effects Controls: Ring Modulator,
Touch Response, Sub Oscillator,
Sustain, Portamento/Glissando,

Slide Controlier, Resonance, '
Brilliance, Keyboard Controls, CS 50 Synthesiser =
Tramelo/Chorus, Feet Selectors Polyphonic (4 notes x | ch)
Keys 49 (c - c4) \
Tone Sefectors. 13

Programmabie Section Levers: 20 \
Effects Controls: Ring Modutator,

Touch Response, Sub Oscillator, 4
Sustain, Portamento/Gtissando,
Resonance, Brilliance,
Transposition Selectors

Stop Press: Another Chase

Store opening soon

CS-10 Synthesiser CS-30 Synthesiser
CS-60 Synthesiser Monophonic Monophonic
Polyphonic (8 notes x | ch) Keys 37 {c—c3) Keys 44 (F -c3)
Keys 61 (C - cq) VCO, VCF, VCA, VCO-i, VCO-2, VCF—1, VCF-2,
Tone Selectors: 20 Trigger Selector (external/single/multi) VCA-!, VCA-2
Memory Bank: | LFO, Noise Generator Ring Modulator,
Effects Controis: Ring Modulator, Sequencer,
Touch Response, Sub Oscillator, RRP £360, Our price £299 Envelope Generators,
Sustain, Portamento/Glissando, EG—1, EG-2, EG-3
Slide Controlier, Resonance, 0 2.2.2.0.2.0.0.0.0.4.9.0.¢ NN

3rilliance, Keyboard Controls,
Transposition Selectors

The London Synthesiser Centre, 22 Chalton Street, off Euston Road, London NW1.



The

Amplification
Cenire

HUGE DISCOUNTS ON COMBOS!

UP TO 50 WATTS

WASEE=—=: 98 .5 & 10w
HORNET . ........ 35w
SCORPION . ... ..... 35w
TRUCKERSTD. .. .. .. 45w
TRUCKERDUO .. .. .. 45w
TRUCKER BASS ... .. 45w
2x 12TRANS ... .. .. 30w

2 x 12 M/V VALVE . . .. 50w
PEAVEY

BACKSTAGE . . ... .. 17w
PACER. . -« o oo asw
CLASSIC. .. ........ 50w

TNT v 50w

A VOB s - -t L e 65w
GAZD 5 o 2% AN 30w 1x12 NAAE 65w
2x12 . 65w

60 TO 100 WATTS
GRAPHIC O/DRIVE. . , . 80w
STINGRAY . .. ..... 100w GRAPHIC O/D REVERB . 80w

STINGRAY BASS . .. . 100w
JCBO .o pae . -0 .o 60w
L52x12 ......... 100w | JCBO . ............ 60w
L74x10 .. .. 100w | GABO. . ........... 60w

L91x15 . ........ 100w
G100B2x12....... 100w
2x 12 TRANSLEAD. . . 100w | G1002x12........ 100w
4x12BASS. .. ..... 100w { G1001x15. . ... ... 100w
4%x12LEAD ....... 100w | G1004x10........ 100w
2x12M/V VALVE ... 100w | B1001x15 ....... 100w

OVER 100 WATTS

MUSIC MAN

2x10

ORANGE

GRAPHIC O/DRIVE. . , 120w
GRAPHIC O/D REVERB 120w

DEUCE. . ......... 120w
ARTIST .. .. ...... 120w
MACE . ... ...... 160w
LTO ..o 200w
SESSION. . . . ... ... 200w
GA120. . ... ... ... 120w
120 .. 120w
JC160 .. .u. ... 160w

PLUS: A COMPREHENSIVE RANGE
OF CABINETS AND HEADS

800AMP. . ... .....
800 Speakers . . ., ...
802 Speakers
FULL RANGE FLARE

CAB . tccevescaes 120w

FLARECAB2x 12 ... 120w
HORNPAIR2 x 12 . . . 120w
M130SLAVE ... .. .. 130w
MARLIN HEAD . . . .. 130w

STINGRAY BASS HEAD .150w
STINGRAY SUPERHEAD 150w
CAB 4 x 12 200w

CS700A MIXER AMP . . 150w | M/V VALVE HEAD . . . . 50w
GS700K KEYS AMP. , , 150w [ M/V VALVE HEAD . .. 100w
706 GRAPHIC BASS. , . 150w | LEAD/BASS HEAD . .. 100w
TRUCKER PA . . ... . 150w | SLAVE........... 100w
7216 BASSCAB . . . . . 200w| CAB4x12.......,. 100w
74124 x12. ., .....200w| ALLPURPOSE CAB 2x12100w
7 MPH HORN UNIT
REVERB HEAD . . .. .. 65w

L4HEAD ......... 200w| HEAD ........... 130w
LACAB2x15 . .. ... 200w | 212RHCAB ....... 1w
L11 HEAD. . .. ... .. 250w 412B3CAB. ... .. ..
L11CAB4Xx12. . .. .. 200w

GRAPHIC HEAD. .. . . 120w

GRAPHIC O/D HEAD . . 120w

CAB4x12 ... .. ... 120w
2 x 12 HORNS

CENTURY HEAD .. .. 100w
MUSICIAN HEAD . . .. 200w
412F2x12CAB. . . .. 200w
T300 HIGH FREQ.PROJ.
G100 LEAD HEAD. . , . 100w
B100 BASS HEAD . . .. 100w
EM120 MIXER AMP. . . 100w

A4115H SELF POWERED
CAB 100w
EM160 MIXER AMP. . . 150w

PLUS: 4 WIDE RANGE OF MM MIXERS

Barclaycard, Access,
H.P. Facilities
And Mail Order
Available

-AND MANY MORE

The London Amplification Centre
88 Chalton Street

off Euston Road
London NW1
01-388 4094

OPEN MON-SAT

10am — 6pm
Two minutes walk from

Euston/Kings Cross Stations



Tel. 01-387-7349

SEE HOW MUCH YOU
CAN STILL BUY FOR £53

_No( one, but two Three tone controls: The loudness switch. This headphone socket  Don’t let the prics fool
inputs! treble, middle, bams Turn the ame full up for  sutomatically cuts the  you. This “‘cheap’ amp
maximum overdrive and  loudspesker out when uses a 10in. Celestion
sustain, use the switch to  YOU Plug in a pair of 'spo'aknr. Hard to believe
keep the sarme sound cam; L
at low volumpe.

The Intermusic Imp is a 156 watt rehearsal amp which delivers  believe in other people. But all this for just £63* must tell
like a stage amp. The same circuits used in producing the tone you a lot about the Intermusic team, By now you should

of the big Intermusics are used here, the only difference is the have got the word about the fantastic Intermusic reliability.
size and the price. So for the studio, the routining session or the bedroom,

In a cynical world there’s little enough to make you Intermusic has it.

I ]
ﬂ @muyhl@ PA:CE Ltd., Kneesworth Street, Royston, Herts.
Canadian Distributor: —

Northern Audio Musical Enterprises, 953 Fraser Drive,

is Musical \Valuel Suriomon, Ovrt L7 L5, caracs
’ *E xclusive of VAT



Summerfield, Saltmeadows Road, Gateshead, NE8 3AJ

DARYL STUERMER lead guitarist
with ‘GENESIS’ now plays an

Ibanez Artist EQ guitar. See and
hear these outstanding guitars for
yourself at your nearest IBANEZ
dealer. —_—

.. _-‘
‘------------------------------.
Send me the latest information on IBANEZ guitars.
| enclose 20p for postage.

NAME _

ADDRESS

CLLUL LT LIS
auwemaw®
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MEET
LEO

wscwan FENDER
OMPETITION

OPEN TO ALL PURCHASERS* OF MUSIC MAN AMPLIFIERS AND INSTRUMENTS UNTIL APRIL 1979, THE
WINNER TO RECEIVE AN ALL EXPENSES PAID TRIP TO CALIFORNIA DURING JUNE 1979 TO MEET LEO
FENDER, DESIGNER OF THE SABRE AND STRINGRAY GUITAR AND BASS, AND VISIT THE MUSIC MAN
FACTORY PLUS TOURS OF HOLLYWOOD, LOS ANGELES, DISNEYLAND AND OTHER NEARBY
ATTRACTIONS. (U.K. AND EIRE RESIDENTS ONLY).

NEW 65 AND 100
WATT SERIES COMBO
AMPLIFIERS FROM
£350-AVAILABLE
NOW AT YOUR DEALER!

COMPLETE THIS COUPON WITH YOUR NAME AND ADDRESS AND FORWARD WITH LARGE STAMPED
ADDRESSED ENVELOPE TO RECEIVE THE LATEST MUSIC MAN BROCHURES.

SEND TO: STRINGS AND THINGS LTD., 20 CHARTWELL ROAD, LANCING, SUSSEX BN15 8TU.

10




10 Longacre, London WC2. Tel: 01-240 5411

SYSIEMS &
COMPONENTS

FROM =
& 1<@QraceEsounp

Complete stage/disco/concert lighting and control systems available, plus
one of Britain’s largest selections of colour media. Contact Lincoln Park
House, 01-240 5411.




LETTERS

o0

QUERIES

Letters and Queries,
'"BEAT INSTRUMENTAL'
1B Parkfield Street,
London

N

N

Basses, both at £110. The cases
for the latter will be available in
February at £25.

What advice can we offer?
Well, it looks as though only the
Hondos are within your price
range. On the evidence of the
Hondo Precision bass copy
{sorry, design), their HRB2B
and HRB2S must be well worth
alook.

Squealer

Bread or
batter?

Dear Sir,

Having owned an old wood
snare drum (dimensions 14" x
5"') for two years | still strive to
get a clean, crisp sound out of
it. | have tried all combinations
of tensions on both batter and
snare head, and different ten-
sions of snares, all to no avail.
I've fitted a Remo Ambassador
Weather King batter head in the
hope of more fuliness and
responsiveness, but the drum
still has a loose, flat, boomy
sound.

Would you suggest changing
the snare wires, which at the
moment are 20-strand, for a
more responsive set? | also get
an irritating snare buzz on hit-
ting my toms. My diagnosis is
that the snares are individually
slightly out of line form one
another, causing an uneven ten-
sioning on the head. Any
suggestions on this would be
helpful.

One last thing: what are the
signs that a snare head needs
replacing? After all this, you
probably think | need a new,
modern snare. At the moment |
do! Keep up the good work.

Martyn Waller,

Barnsley.
Maybe you need a new drum,
maybe you don’t. It's impossible
to be definite without seeing it
for ourselves. As a general rule,
however, it's safe to say that the
modern taste for “‘clean, crisp”’
snare sounds is catered for by
metal drums. A metal snare will
always sound dryer and “har-
der’’ than a wooden one. If you
are sticking with a wooden
drum, the sound can be im-
proved by increased tension on
the heads (which you’ve already
attempted) or by using the thin-
nest, clearest snare head you
can find. You can get rid of
boom by running a strip of felt
under the batter head, held in
place between the rim and the
wood. This deadens the sound.

12

The snare wires themselves are
unlikely to.be at fault. You have
tried various tensions on them,
and if increased tension was no
improvement we must search

-elsewhere for the source of the

problem. The bottom head (i.e.
the snare head) is unlikely to
need replacing as a result of

playing, since you aren’t
actually hitting the thing. Try a
thinner head, as already
suggested.

You want a new, modern
snare? Inexpensive (if you call
around £70 inexpensive) metal
snares which are also good
value are made by Tama and
Pearl, amongst others. Second-
hand you might pick one up for
less than £70.

Out of reach

Dear Beat,

My ambition, like many fellow
bassists, is to one day own a
Rickenbacker. As | am sixteen
and still at school a Rick is well
out of reach; | am therefore con-
sidering buying one of the many
good copies on the market
(stereo if possible) | would ap-
preciate some prices {(up to
about £160) of these copies, and
any advice you could offer. At
the moment, incidentally, | am
using a CMI Precision copy,
which 1 like. Do CM! make a
Rick copy?

Kevin Precious,

Hull.

One would think that such a
question would be easy to an-
swer, but many of the importers
and distributors we spoke to
were exceedingly cagey about
giving information. The reason
is that the work COPY is now
taboo in the guitar business.
There is no longer any such
beast as COPY a REPLICA.
There are only "guitars based
on a well-known American
design’”’ or “guitars of Les
Paul/ Stratocaster/ Rickenbacker,
etc. style.”

The reason for this bizarre
round-about way of saying “Er
yes, we do import copies but
they aren’t really copies” is that
there are a number of legal ac-
tions pending against the
predominantly Japanese com-
panies who are still making
replicas of Gibson and Fender
guitars. This is the main reason
behind the current rash of
original design Japanese models
on the market. It is also the
reason why COPIES are quietly
diminishing in number.

Despite all this, Ibanez con-
tinue to make the 2388B at
£239.86, the 2389B at £306.02
and a fitted case for £50.33.
These guitars will, however, be
withdrawn pretty soon for the
reasons already mentioned.
There is a Cimar for £208 (case
£48), the Shaftesbury 3419 for
£199.95 (including case), a CM|
at £183.50 and two Hondo

Rickenbacker bass: still an ambition.

Dear Sir,

| would like to make a few
comments on your review of the -
Welson Black Pear! guitar which
appeared in the September
issue. You mentioned that it
was one of the cheapest solid-
bodied electrics you had ever
tested, but there are surely
many cheaper guitars (less
than £120 which are also
considerable better.

This leads me to the question
— why haven’t you reviewed
some of these even cheaper
guitars, because there are many
people — students and out-of-
work guitarists — who regard
£120 as a lot of money. I'm on
the dole after leaving school
with two ‘A’ levels (wow!) and |
would agree with your advice
about looking in the music sec-
tions of Melody Maker and Ex-
change & Mart for good
second-hand instruments. But |
also think that people should be
more aware of the potential of
cheap instruments, which can
often be turned into really good
axes with a little bit of work,
which requires more patience
and common-sense than
master-craftsman ability.

| own a Columbus Les Paul
copy which cost me £30, and |
have modified it so that it is easy
to play (to me at least). The
pick-ups weren’t exactly ace:
they fed back. | looked under
the covers and what did | find?
Single-coil jobs hiding beneath
chrome “"humbucker’” covers!
This is the case with quite a few
of the cheaper copy guitars, ap-
parently. To stop the squealing
feedback | poured wax into the
cover and around the coil, and
this has cut the noise to an ac-
ceptable ievel.

| have also polished the frets
and cleaned up the fingerboard.
To me, playability and the pick-
ups are the two most important
factors. You can get good pick-
ups for under £25, | understand.

Here is a suggestion: either do
a review on five or six cheapish
guitars, comparing them with
one another, or write an article
directed at those who, like



Columbus: one good brand in the
copy field. The Strat (above) and
Les Paul versions remain popular
buys.

myself, have only a limited
amount of money to spend on
guitars and amplification.
Phil Ailen,
Gerrards Cross,
Bucks.
Living in Gerrards Cross and
short of money, eh? We thought
the stockbroker belt was one

part of the country where Gib-
sons grew on trees. Never mind.
To answer your points in or-
der—

There are indeed cheaper
guitars than the Welson Black
Pearl, but precious few these
days, and fewer still which could
be described as good. Yoursis a
Columbus — you may be in-
terested to know that the price
of a new Columbus currently
stands at £130. It is a sad fact
that you have no alternative but
to go second-hand if you don't
have the money. All the guitar
players who eventually “made
it” tell stories of how they scrim-
ped and saved for the guitar
they not only wanted but
needed. If this meant working
overtime in an asbestos factory
or shovelling manure for a living,
they did it, because they
thought it was worthwhile.

You are quite right about the
“disquised pick-up syndrome.
Readers beware! The feedback
was caused by the vibration of
the covers, and thus the wax fill
put a stop to it A firmer sub-
stance like resin will work even
better. And yes, polishing and
perhaps filing (very carefull) the
frets is a must. A bit of wax
polish applied to your cleaning
rag will do the fingerboard no
end of good.

First, however, don’t forget

Columbus a word of discovery
Explore the new Columbus
range for yourself.

ask your dealer
for details now!

(olumbus :

CONSTELLATION g

orwriteto. . .
MORLEY ROAD
TONBRIDGE
KENT TNS 1RA
Name
Address

that very simple things can also
be preventing your guitar from
sounding as it should. Have you
put some decent strings on the
guitar since you bought it? Have
you adjusted the action and the
intonation to the point where
the guitar both feels and sounds
acceptable? As for the pick-ups,
Di Marzio and Mighty Mite are
both  well respected as
replacements. Di Marzio Super
Distortions are £29.95 each,
Dual Sounds £31.95 each, and
the FS-1 s £24.95; Mighty Mite
single coil pick-ups are £16.25,
whilst the humbucker costs
£21.50. Oh, and there’'s also an
article on the whole subject fur-
ther on in this issue.

Lastly, why don't we review
five or six cheap guitars
together? This is an interesting
idea — maybe we’ll take you up
on it. We always endeavour to
cover the lower end of the
market. If we seem to review a
lot of expensive gear as well, it's
because we also have to cater
for the richer inhabitants of
Gerrards Cross.

Beatle-backer

Dear Sir,

| have some queries which
have been bugging me for some
time and I'd be grateful if you
tould fili me in.
1) What is the make of Ricken-
backer 6-string guitar that John
Lennon was always seen playing
with the Beatles in the early six-
ties?
2) How much is the Hofner bass
— the violin bass used by Paul
McCartney, and why is it not in-
cluded in your Equipment Price
Guide?
3) What P.A. set-up did the
Beatles use in the sixties?
4) Did the Beatles use Vox
AC30’s or 50’s on stage?
5) How come that in the very
early Beatle photos you see
them playing Hofner, Ricken-
backer and Gretsch guitars
when they were earning about
ten bob a night?
6) In what keys did the Beatles
record ‘She Loves You’' and ‘|
Wanna Hold Your Hand’?

Eric Thompson,

Larne,
N. Ireland

1) Lennon ended up with a semi-
acoustic, model 1996, which
was advertised, after 1963, as
the Beatle-Backer. In 1960 he
was playing a natural Rick with a
Bigsby tremolo and ¥%-scale
neck. The next was a black 325,
also with a Bigsby. This mode/
had a full-scale neck and a thin-
ner body.
2) The violin bass currently

retails at £184 and the case at
£15, It is not included in oyr
Price Guide at the moment, but
we have asked the distributors,
Barratts of Manchester, for a
price list of the entire Hofner
range.

3) The lads used to hire their PA
most of the time; in Germany
they sometimes used an
Echolette system (system in
those days meant a pair of
columns).

4) Both AC30's and AC50’s were
used during the gigging years,
Paul using mostly the AC50.
Later models were named after
them, ie. Beatle amps and
Beatle cabinets, as they moved
up through Vox range.

5) In the early sixties it was
possible to make quite good
money performing live. It would
be wrong to equate the £15 a
night you made in 1963 with the
£75 a night most semi-pro bands
are STILL being paid today. The
prices of guitars and am-

plification have risen
astronomically  since  then,
whilst  gigging fees have

remained pitifully low. This is
due largely to the emergence of
disco’s.

6) Listen to the records and find
out!

O pear

Dear Sir,

| have recently acquired an
old Vox pear-shaped bass which
| believe dates back to the six-
ties. | was wondering if you
could give me any idea as to
how many of this type were
produced and how much it cost
when new.

M. Mears,

Bideford,
Devon.

The Vox pear-shaped quitars,
both 6-string and bass, were
made between 1965 and 1968.
The very first was made for the
late Brian Jones, who ap-
parently took to it immediately;
Bill Wyman received the first
bass, but since he favoured the
round tone of the old semi-
acoustic basses, his was ac-
cordingly a hollow model. Later
basses were solid, and in fact
only fifty of the semi-acoustic
pearshaped type were made. In
all, just five hundred of the three
varieties came off the
production line, though perhaps
this is the wrong term since they
were hand-made virtually
throughout the manufacturing
process. Your particular bass
{presumably a solid) would have
sold for about 95 guineas.
Remember guineas?
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Pro-line 815 — from Leslie, the leaders in speakers. It pumps out 215 watts RMS of Discrete

Quadrasonic Amplification but there’s nothing discreet about this one —there’s quality in
the sound and it hits you. Hearing is believing but how’s this for a whole bunch of features:

@ Solid state, 2 channel bass-reflex speaker system.
@ Stationary channel has a specially treated 15"
woofer for pedal and bass tones and three matched
6x9’s at front and sides for a wide spread of mid-
range and treble frequencies. ’
lie

Sound in Motion rotary channel has 2 rotors.

High compression treble driver and rotary horn for .
the upper range.
Newly designed Rotosonic drum for the lower range.

4 separate volume controls and treble response
sliders; create your own response curve!
The 4 amplifiers virtually eliminate pedal keyboard  Details from: LESLIE SPEAKER DIVISION
intermodulation “garble” to give a superb, clean Boosey & Hawkes (Electrosonics) Ltd.,
top-quality sound. 4 Brick Knoll Park, Ashley Road. St. Albans,
So go along to your Leslie dealer for a try out and Herts AL1 SNX.
he'll take you through the whole bit. A member of the Boosey & Hawkes group
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Wants you to have a free copy of eagletoons
number one with your next purchase of Ernie

Ball/ Ernesto Palla/Earthwood strings to meet eagle
k’'neagle and friends and read the epic “Homemade
Jam’’ cartoon story which features the Ball Eagle
family. Get a copy today!
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AT YOUR LOCAL STORE NOW!

SELF-STYLED SUPER-STUD
SALESBIRD, STUDENT OF
SCREW-UPS & SILLY STUNTS




PATRICK MORAL

In search of the

atnck Moraz must have the

most boring credentials in the

world. With Refugee in the
early Seventies, he went on to Jom
Yes, making Relayer with them at
weekend’s notice, before settling mto
his current swivel chair behind the
keyboards of the Moody Blues. If
that’s not enough to give you lockjaw
from yawning, Patrick runs a solo
career, plays the odd jazz festival and
has more keyboards than the average
small shop.

In keeping with this alarming lack
of street-level credibility Patrick
knows how to-use his gear and is
well-equipped to discuss it; 1
therefore found myself hacking a
path to his room through the fur-
piled carpet of one of London’s
snappiest hotels in search of the usual
tape recorder-full of technical
information and opinions.

His background, to begin with, is
obvious. He trained classically and
went in for piano competitions ‘‘until
I realised that music should not be
competitive.”’ At the same time, he
soaked up all the appropriate
influences: folk music, jazz,
Beethoven, Bach, Stravinsky and
Rachmaninov. Later on, he listened
to Yes! ‘‘All the training and
influences were very important,’’ he
admitted, ‘‘but I soon realised that if
I wanted to expand my horizons 1
would have to become more self-
taught.”’

More to the point for the aspiring
keyboard player, Patrick was not
born in the middle of a vast bank of
expensive keyboards. All collections
do begin with one, after all. ““When I
started as a professional I just had a
Hammond M100. The first things I
added were a Wurlitzer and
glockenspiel for different colours. I
always imagined great possibilities for
a multi-keyboard set-up, and by 69 1
had already built-up my gear to
include a Pianet, a vibraphone —
these were all useful instruments at
the time.”’

That list pales into insignificance
next to the vast array used on this
current solo album (Patrick Moraz),
but before we could sink our teeth
into the meat of the interview we
changed course (just for the sake of
the millions who love the bands) to
take in a few words about Yes and
the Moody Blues.

On the frenzied wastes of Relayer:
‘I think it was the most progressive
record that Yes ever made. It was
going in a very interesting direction.
16

Take the solo off Sound Chaser, for
instance. That had a very intense jazz
rock feeling which they haven’t
carried on: in a way, it’s possible that
the technique I’ve developed for
playing solos is taster than Rick’s.

I won’t ever knock Rick —

he’s a great player for what Yes are
doing now. I could do the solos, but
I played a more orchestral role during
my period with them. I think the best
Yes albums are Fragile, Close to The
Edge, the Yes album especially.
Going For The One was a good
album. I developed it with them for

ultimate synthesi:

two years but I never got any credits
on the album. A lot of the harmonic
and rhythmic progression in Awaken,
the big number, was my work.”’

In that case, what did Patrick think
of the way the wealthy Rick had
played passages written by his
forerunner? ‘‘He played it very well,
except probably the piano, which is a
different style. Having heard the new
album only twice I may say that I’'m
glad I’m not in the band any more.
Don’t get me wrong, it may sound
great on stage, but the music is not
universal enough for me. It’s a bit
too complicated for what it wants to
say.”’



Not half as complicated as Relayer,
eh Patrick? ‘*Ah, I was never
associated with the writing of
Relayer.”” Well, it wasn’t a case of
making the best of a bad job, was it?
(I never asked him all these saucy
questions in the hotel, by the way).
““I found the ideas and playing on
Relayer very interesting — the way
they can twist a track, the
overdubbing system.’’ Beyond a
certain guarded honesty, Patrick
won’t put the boot in on Yes.
However, most people must go along
with the theory that the muse started
taking long holidays after the days of
Close To The Edge.

Had the split with Eddie Offord
had any bearing on this alleged
decline, I ventured? ‘“Up to the live

album, Eddie had a great deal of
influence, but not on Relayer. He
became less involved before he split.”
After Relayer, as the world knows,
Yes ironed out their personal
differences with the wayward Rick
and returned to the opinion that he
had to be the best keyboard player in
the world. They kissed and made up,
and with no hard feelings Patrick was
eased back into the big wide world.

The Moodies, of course, are now
making use of Patrick’s undoubted
keyboard talents, and 1 put it to him
that the laid-back orchestral tones of
the Moodies were much neareg to
Patrick’s true musical spirit than the
techno-flash of Yes. ‘“‘Let’s say that
Octave is much easier to play in terms
of chords and lines, but playing it
with the right feel and emotion is as
difficult in its own way as playing
Yes material. It’s the intention, not
the notes. The band is still rooted in
the blues idiom.”’

Patrick got the job because, so the
story goes, Mike Pinder is breeding
finches and/or has some financial
entanglements and is generally a little
out of it at the moment. Whatever
happened to Mike? ‘‘I’ve been asked
this question many times. I don’t
even know Mike. I don’t know what
happened, really. All I know is I’ve
been called in to do a gig with the
Moody Blues, and I know that the
door is always open to him. Even if
they wanted to carry on with me and
him, whatever, I’m sure there would
be a possibility of a compronrise. The
whole situation is very loose. They let
me get on with my solo career, play
my jazz festivals...”

Regard the Yes and Moody Blues
sections as a totally separate part of
the interview, gratuitous garnish. We
now move onto Partick Moraz as just
a damned good keyboard player in
his own right. Just to get in the swing
of things clap your peepers over the
keyboards he used on the solo
album: marimbas, harpsichord,
Steinway grand piano, vibraphone,
Hammond C3, Minimoog,
Polymoog, custom built eight and
four voice Oberheim synthesizers,
Computron, Yamaha CS80
polyphonic synthesizer, Micromoog,
Sennheiser Vocoder, Yamaha CP70
electric grand, Mellotron Mk2, ARP
Pro-soloist plus effects.

As usual on his solo albums,
Patrick keeps a theme going to give
him an excuse for weaving in all his
different sounds: in this case it’s the
effect of civilisation on the primitive
world. The album features just
Patrick and a Brazilian percussionist
called Djalma Correia on various
unpronounceable ethnic instruments
— but what about Patrick’s

keyboards?

On the Vocoder: ‘““Maybe that’s
just a littie homage to Herbie
Hancock and George Duke, as they
play a lot in that fashion. 1 wouldn’t
do it over a whole album, but it was
the first time I was able to express
words on the record.”

OK — what the hell is a
Computron? ““I’ve put that because
I’ve used one of my polyphonic
synthesizers as a computer. Instead of
playing the notes with my fingers I’ve
played the sixteen programmes of the
Oberheim. 1 just hold a note with one
finger or with gaffa tape. The way 1
played it, it sounded to me like a
form of computer music — after all,
a polyphonic synthesizer which
remembers everything is a mini-
computer.”’

Another instrument from the list is
the Mellotron, but it transpires that
Patrick has become dissillusioned
with it. “I’m not really interested any
more in sounds produced by tapes,
I’ve turned to proper synthesizer
sounds. As for the Moodies, 1 know
they have a sound with the mellotron
which they developed, but they didn’t
use one on Octave. But I respect what
they did — Mike was the first person
to bend a note on a mellotron. 1’ve
always thought that the Hammond
and the Minimoog sounds were
classics, and before it happened |
imagined that synthesizers would
become polyphonic and offer a
greater range of possibilities.””

At the same time as Patrick is
developing his role as Mr. Polyphonic
Synthesizer, some of his instruments
from the past have fallen by the
wayside. Whatever became of the
Orchestron, something he was deeply
involved in some years ago? ‘‘This
company approached me in America
and they used my name to develop
the company, but | was never happy
about the way things were going and
they were never able to fix me up
with a machine that worked
properly. I paid money in to them
to develop the big three manual
Orchestron — I’ve never seen the
money, I’ve never seen the instrument
and they’ve never developed the
machine the way it had to be. So |
don’t want to be associated with
them, and I’m not backing the
product up in any way at all. It was a
fantastic idea, you know. It was
already invented in ’49, and in
America you have seventeen years to
hold an exclusive license before it
becomes public. The idea was a
plastic disc read by a photocell, and
the disc was cut by laser. There were
these problems that had to be ironed
out — there was no delay, some kind
of re-entry problem ...... anyway, it
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PATRICK MORAZ

doesn’t matter as 1’m not interested
in those sounds now.”’

But one love affair — the grand
piano — remains constant. ‘“The
piano is the most basic instrument,
but at the same time it is a symphony
orchestra by itself. Intentions is a
spontaneous piano improvisation, and
that track is complete with just
piano.”’

On the amp side, Patrick has
stayed with his old system of putting
everything directly through the PA.
““Everything except the Hammond,’
he explained, ‘‘and with the Moodies
there isn’t a Hammond.”’ It follows
that his monitoring becomes vitally
important. ‘“Well, my foldback
system is really a mini-PA. It’s all
DI’d. I use Amcron amps, and in
America I am to use an S4 system,
one developed by Roy Clair. It’ll
have crossovers, horns, bass —
everything — and it will give me the
truest sound possible. It’s just like a
giant hi-fi system. I’ll also be adding
a reverb unit, probably EMT. Yes
used the same people as the Moodies
do now, so it’ll be the same 32
channel Clair we used in Yes, and it’s
flown from America to Europe. In

Europe we sometimes add some of
the Tasco system. It won’t be a
repeat of Yes in America simply
because they are the only band I
know who sometimes play from the
middle of the arena.”’

Apart from the instruments he has
chosen to convey his theme on the
album, two other items of interest
emerged from the way Patrick had set
about recording. The first was the
fact that he did it all from the studio
control room. ‘‘It’s not a new idea;
some guitarists take a long lead and
sit in the control room to get an exact
picture, but I’ve extended this further
by recording all the electronic
instruments there. That permitted me
not to do many overdubs. I had the
Oberheim eight voice, the four voice,
the Minimoog, the Yamaha CS80 and
the bass pedals right behind the
mixing desk. 1 was able to position
the sounds as we were going along. 1
think the stereo image of this album
is very important as it’s really an
imaginary film. The percussionist
stayed in the studio, and on some
parts of the album there’s just the
two of us playing it all at the same
time. You see, I never wanted it to-
sound like ‘a keyboard album’. The
lead line of Temples of Joy probably
sounds like a guitar — it’s not.”’
There’s a nice inversion of the Queen

‘no synths’ philosophy!

The second little trick up his sleeve
was something he’s dubbed LSP.
“That’s just a little black box which
appears to radically change the sound
of the stereo picture. An engineer in
Switzerland designed it, and we could
have cut the album with this box
without having to mix it at all. We’ll
call it LSP — for Large Stereo
Processing.”’

Three cardboard boxes with Wasp
written on the side were perched on
the table — proof that Patrick had
discovered another keyboard he felt
he could put to good use. “‘I think
it’s a great instrument,”’ he raved,
‘“and for that price it puts the
synthesizer into anybody’s pocket. It
sounds fantastic through an amp. Of
course with the keyboard being flat
you have to develop a very different
technique.”

Now, if Yes and the Moody Blues
don’t seem to you to be expanding the
frontiers they once did, don’t make
the mistake of writing Patrick Moraz
off as just the latest member of this
rarified set. The man has a lot of
keyboards, knows how to use them,
and will probably be the first off the
starting block when technology
unveils yet another incomprehensible
synthesized beast and needs someone
to play it properly.

Seé, hear and play the New

HAMMOND B-200
‘at Gig Sounds

The B-200 . . . Another reason why
most pros won't settle for anything less
than a Hammond. It features the famous
‘Hammond Sound’, copied by many but
achieved by none. The B-200 is
devoted to professionals who depend on
superior performance and great sound.
It's portable with no sacrifice in features
or tone of traditional Hammond Tonebar organs.
There's also a new, custom high powered Leslie
Speaker, the model HL 822, specially created
for the B-200. The blending of the best,
Hammond and Lesliie

P& You know what Hammond have done for

electronic organs . . . play the B-200 to know
what Hammond can do for you.

Leslie Speaker model HLL822

HAMMOND ORGAN
The Sound of Success
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Ey Even among 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 jointly,
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
London WC2. Sheffield. I Dublin 2.
Tel: Tel: 07415 64585 Tel 711222

COUPON

Name

Address

Please forward detailed
particulars on the
professional Electro-Voice
programme.

clectro-Voice Division
Gulton Europe Ltd.
Maple Works

O/d Shoreham Road
Hove BN3 7EY
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es, it’s Lizzy time again! Only sixteen months have passed since Phil Lynott graced our coveted front cover,; only seven since
Brian ‘Wild Horses’ Robertson was catapulted to subsequent obscurity in the same place. So why another Lizzy-ite so soon?
The simple answer would be that | had a passing interest in seeing how new gurstar player Gary Moore was settling down with

the redoubtable ligging triumvirate of Lynott, Gorham and Downey (even though ‘settling down’ in Lizzy equates with ordering the sea
to retreat!) — but there’s more to it than that. You lot who voted for the archetypical BoFs in a recent weekly paper’s annual poll: has
your favourite band been on tour recently? Has it produced two platinum albums in a space of fourteen months (including an
unprecedented double live set)? Does it maintain any level of street credibility by association with the more refreshing elements of the

new wave? The questions could go on and on. At least you gave them the ‘Best Album” award.

Thin Lizzy, by maintaining a hard touring schedule and a steady stream of tough, driving albums have managed to avoid the
‘Supergroup’ tag, even though in terms of sales etc., they are probably one of the biggest: the stigma of inactivity has not yet blown
in their direction, and so the inclusion of Gary Moore as a permanent member, plus the fact the man has a solo album out on MCA

pushed him onto the cover!

So, who's Gary Moore then? “'The best rock guitarist in the world”’ is Phil Lynott’s reply, although it must be admitted that Phil has
something of a vested interest at stake! To find the answer for myself, | spent a highly entertaining few hours with Gary and the rest
of the band down at Good Earth studios in Soho where they were working on the forthcoming Lizzy album.

When did you start playing the guitar?

| started playing when | was about ten or
eleven years old. My father was a promoter
in Northern lIreland, so | was seeing
showbands live when | was five years old
and I'd always been in touch with music
through him. | have this vague recollection
of bits of drum kits and PA stuff around the
house. | think it was just meant to happen:
he came home one day and asked if |
wanted to learn to play the guitar, so | said
yes. |'d always had like a lot of music in my
head. A friend of my dad’s bought me this
Framus guitar — cello bodied, F-hole it
was. It literally was like a celio against me
‘cos | was so small and | could hardly get
my fingers around the neck! He showed
me the A major chord and that was the
only tuition |'ve ever had!

Who was there to listen to at that time,
then?

| started listening to the Shadows — from
the word go | was never interested in
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playing rhythm guitar. | always wanted to
be a lead guitarist — that was my big thing,
you know?

But it's difficult to learn lead just on
your own, isn’'t it, not having any rhythm
helping you out?

Yeah — | had to copy Hank Marvin solos
(that's as far as | can go 'cos !I'm too young
to remember anything earlier than that}.
My old man was into Little Richard and
Chuck Berry and all that sort of thing — like
he turned me on to rock’n roll, but | was
too young to really appreciate it so | didn't
get into it until the sixties.

After Hank Marvin?

Well, then the heavier stuff came along — |
really got inot Jeff Beck. In fact | was
talking about that on the way here: the
thing | always remember about Beat
Instrumental from those days is reading
about Jeff Beck — that's the first time |
ever heard of him — in Beat — and |
thought | ought to check him out so |

started listening to the Yardbirds — that
completely turned my head around.

How could you copy Beck’s solos on
that Framus?!

| conned my old man into buying me a
Telecaster by joining this band. | said I'd
stay with this band and I'd pay for the
guitar. He put the deposit down and as
soon as | got the Tele |t split the band up
took the drummer with me and formed a
trio. (He's probably still paying for it!) |
remember picking it up — Fenders have
this certain smell to them!

What happened next?

I left school just before | turned sixteen,
went to Dublin and joined a band who at
that time were just getting their stuff
together. Phil (Lynott) was the lead singer.
Skid Row was my first pro band — so it
was straight out of school and into -a
professional outfit. | knew what | wanted to
do — | was supposed to be doing O levels
but | didn't want to get into that: you don't



need ‘O’ levels to play the guitar and that's
all I've ever wanted to do.

But your musical experience at this
point was just stuffed in front of the
record player ripping off Jeff Beck
solos?

Yes, that's just about it. There had been
the Bluesbreakers album — and that just
about revolutionised the whole guitar
syndrome. It's the definitive Eric Clapton
album. | learned all those solos, and then
started playing them my own way putting
bits in here and there and I'd played a bit in
Beifast clubs where | met Rory (Gallagher).
We were so poor then — like if Rory broke
a string I'd lend him my guitar and vice
versa — we couldn’t even afford strings, it
was that bad. We did quite a lot of gigs
together — | had a little band called
Platform Three playing all the old biues
things.

So, when | met the guys from Skid Row
| was standing in for their regular guitar
man Dave Lewis who'd had a car crash —
funnily enough he had another one last
week. | wasn't really into their stuff — they
were playing a lot of West Coast stuff, the
Byrds, you know? (Sure do Gary) and |
wasn’t too sure — but the band did have
something special: Phil was doing all these
weird things at the time. He was only the
lead singer — he couldn’t play then — and
he had this Bison Echo which was like his
instrument. | really saw the band as a) a
way of getting away from home, and b) |
reckoned it could grow into something.

Did it?

Well, Phil split from the band after about
six months and we continued as a three
piece: we played support to a lot of the
English bands which played the National
Stadium in Dublin — people like Blodwyn
Pig and Jethro Tull, and then Fleetwood
Mac came over.

Is that significant?

Yeah — our managers had already
approached Mac’s manager, Clifford
Davis, about an album we’d put down over
here, but he'd said we'd have to wait until
Fleetwood Mac came over. So, we played
the gig and Peter really liked my guitar
playing; he was knocked out. He came up
to me — and he was, like my hero; 1
couldn’t believe it, that he’'d even talk to
me, let alone invite me to jam later on! | sat
up with him in the hotel jamming all night
till about 6 in the morning. | couldn’t believe
it — | was walking around six foot off the
ground. He was doing interviews over
there and saying things like | was the best
guitar player he’'d ever played with — just
getting out of hand ... so he influenced
their management to bring us over here,
and they set up a tour for us, and we
scrapped the album and re-did it and
managed to make it sound worse than the
first time. We were such twits — we
didn’t know what we were doing.

Anyway, we had some crazy
promotional hassles with our management
who were always putting us in the wrong
places at the wrong time, so | decided to
split around the end of 1970. It wasn’t all
that amicable a split either — they’d started
concentrating more on going down well
than on playing well which is how we
started out: we just played a load of ****
on stage, getting really out of it all the time.
| like to have fun yeah, but | need to have

the music going on as well as it just wasn’t
happening anymore.

I’'ve always tried to keep the music end
together in everything I've ever done.
Where did you go to?
| got my own band together — the Gary
Moore band; we did one album for CBS
called ‘Grinding Stone’ which didn’t sell too
well although it became something of an
underground cult hit in the States for some
reason; a lot of people picked up on it over
there. The band lasted about two years,
but we ran into financial difficulties and the
mandatory trouble with the management,
so we split the whole thing up.

Wasn't this around the time you had the
first flirtation with Lizzy?

Yeah — we split up after I'd had a cail from
the band when Eric Bell left in the middie of
a tour of ireland at the end of '73 — we
managed six hours of rehearsals and there |
was on stage! Anyway, that lasted about
six months and | put in quite a lot of work
on the Nightlife album: but it was
beginning to get a bit like Skid Row all over
again — and | was getting tired of working
in a three piece; I'd two years of it with
Skid Row, and my own band ended up like
that ‘cos | couldn’t afford to keep the other
musicians.

That's pretty taxing on your style isn’t

it?

Well, that's the only way | can play
anyway: if the space is there you know, |
can fill it; | just found the whole thing was
becoming too restricting and it wasn't
musical because that whole middle range
of the music was missing. The rhythm
section would be bouncing along and I'd be
right over the top of it but that middle bit
was missing the whole time and there was
nothing to give the thing any real shape or
form to the listener. In a sense you have to
play less rather than more because if you're
playing anything adventurous, like modally
or anything scale-like, over a root bass
note, it just would’'nt make any sense. You
have to stick real close to what the bass is
playing all the time, and that’s not really
music; if you’'ve got to think in the same
key as the bass all the time — well, it just
doesn’t work for me: so | got out of the
band.

There followed a few months of self
analysis then, didn’t there, before you
re-emerged with Jon Hiseman?

Yeah —'| had a real look at myself before
calling Jon; I'd read somewhere that he
was thinking of reforming Colosseum or
getting something together, and I'd got
this thing in my head that all | wanted to do
was play with the best musicians in
Sngland, without giving a **** about what
| would actually have to do. I'd decided to
raise my own playing standards, and the
best way to do it would be to play with the
very best musos available. | was tired of
frigging around, and I'd really straightened
myself out and said, ‘right, I'm just going to
¥¥xxxxx play with the best people | can
get.’

So who did you find?

Well, there was Jon, and Mark Clarke
who’d been with him in Tempest, and
Graham Bell. Graham's like his own worst
enemy — he's a lovely guy — but he was,
like, so out of it all the time he just got lost
‘cos the three of us together were such a
*¥»xxxxx* powerhouse. We had a fantastic

blow together one night, just blow our
**Ex* away: it was how I'd imagined it was
playing in Cream or something, ‘cos those
two, Mark and Jon, they didn’t have to
look at each other. They'd been playing
together for, like, three years and they had
a fantastic rapport going and | was really
going on this “til Mark split and that really
brought me down. He went to the
States with Ken Hensley — don’t ask me
why ‘cos I'm still trying to figure that one
out!

It took Jon and | a year and a half to
actually get Colosseum Il on the road —
the real ****** was trying to get a
keyboard player — we auditioned 55
keyboard players. | don’t mean they came
in and played a few bars, | mean some of
those guys were with us for three weeks at
a time just exploring the potential that
might be there and Don Airey was just
about the last guy to come along: we
nicked him from Cozy Powell, and boy
were we lucky — he was exactly what |
was looking for. | wanted someone | could
really bounce off, who could play the Jan
Hammer style, and Don was the only guy
who could do it. He was amazing!

How long did that line-up keep
together?

We did a couple of Continental tours, but it
wasn’t good with Mike Stars — it was

hardly a gig for a singer while we were off
on the long instrumental passages; so we
asked him to leave, and we asked Neil
{Murray) to leave, and we started looking
for another bass player and we came up
with this guy John Mole, and that worked
out pretty good. We had two albums —
considering all the faults | still look at that
band as being unique. The level of integrity
and musicmanship was very, very high.
Although the gig wasn’t as physically
exhausting as say a Lizzy gig, it just drained
me all the same; it was really intense, and
I'd deliberately set up to be difficult like
that. We never got bored; everyone had
their own solo spot, everyone had the
chance to get out there and make
something of themselves and that was like
part of the challenge: plus, the material
was structured in such a way that you
didn’t have to play in the same way every
night; you could go off on tangents,
develop it a different way each time. The
whole thing was really flexible, and that's
what | liked about it.
So, what went wrong there?
| think looking back now, I'd equate it with
any of those bands overloaded with
creativity — the John Mclaughlin
approach — a meteoraric rise, and then the
burn out. We had this burst of energy at
the start, and the band was way over most
people’s heads; the tracks were long and
we never got radio space, and the music
was over-complex although | still consider
most of it to be very strong, and in fact the
only thing that really drew attention to
Colosseum when they hit their biggest
peak was the fact that I'd been with Lizzy
for three months on the Queen tour. Which
brings us up to last year when | got a call in
Austria asking me to do the American tour
with them ‘cos Brian had cut his hand up,
you know, and | agreed. In fact | had set
aside that period to work with Phil anyway,
so | did the gigs.

Continued over . ..
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Can we talk about your solo album
now? Who did you record with?
Simon Phillips is on most of the album.
There's some playing by him which is just
unreal. We did all the solos live, right, with
no overdubs, so we're playing together and
you can really hear that. The two guys
from Colosseum — John Mole and Don —
are in there as well. Don’s great — he has
great harmonic and chordal knowledge and
he's very good at helping me to arrange
things, to get them technically right. He
gets all the correct modulations whereas a
guitarist will play the chords as he knows
them, Don will back you out of that and
make you colour the thing a little bit more.
So that’s where he came in really useful.
Plus John was the only bass player.around
at the time that could handle the
arrangements — not that they were

difficult, long complicated things — let's
face it, just to get any bass player to keep
up with Simon was difficult enough!

Phil and Brian (Downey) are on a couple
of tracks as well — the more bluesy
like we did a slow version of

numbers,

‘Don’t Believe A Word’ which in a way is a
tribute to Peter Green because |'ve done it
in his Black Magic Woman style, with that
real feel to it which | still really love. | still
listen to Peter Green’'s playing. He was
Jefinitely the best blues guitarist ever —
white or black.

It seems such a waste somehow that he
just stopped.

| saw him a few months ago and played
him ‘Don’t Believe a Word’ and he loved it.
The odd thing.was he said '‘That's like
something I’'d write’: he didn't cop for a
minute that I'd got it from him. He didn’t
seem to realise that he was a very big
guitarist once and meant a hell of a lot to a
lot of people but he remembers everything
about me in frightening detail. He didn’t
seem to remember a lot about himself or
his own past. | mentioned |'d listened to
‘that John Mayall album the other day’ and
he said, ‘which one’s that?’ and | said ‘Hard
Road’, and he just said, ‘oh yeah, like that
one did you?’

It was a very emotional episode for me
because |'ve got the guy’s guitar, you
know, and he walked in and it was sitting in
front of me and he just scraped across the
strings but he wouldn’t pick it up. It was
very strange — but he’s a great guy; | love
the guy. | can understand what he went

through — | just didn’t expect it from him
as he was such a stable person, for
something to snap just like that. It was a
great loss — who knows what he could
have done? ... where were we?

Still back with Colosseum, believe it or
not! The Variations thing came along
didn't it, just before you eventually did
leave the band?

Yeah — that’s right. Andrew Lloyd Webber
approached John about this project, the
Variations. What happened for me on that
score was that | never realised it was going
to get so out of hand. We were in Morgan
Studios for about two weeks working on
the tracks for that and the next thing is
mention of a performance, and then the
next thing we were off to America, and
then a TV show — and there we were in
America. So | just said "**** this’ and then
the Robertson thing came up again, fight
number 2 and I'd been wanting to work
with Phil again and Phil had been waiting
for the whole year. It was lucky as it
happened because we didn’t really waste
the year — They’d been off the road for a
while, and I'd beeh working on my album
and Phil on his so we'd been working
together in a way anyway.

How do you get on with Phil — after all,
this is the third time you’ve been in a
band with him?

Phil and me, 1 think, ironed out a lot of our
difficulties a long time ago 'cos | was able
to go out and explore what | wanted to do,
and Phil has been able to do what he
wanted to do; it's worked out really for the
best because we’'ve always respected each
other, and we’'ve always wanted to work
together while there have been certain
things which have prevented us from doing
so. At the moment we're living together
(pardon?) while I'm looking for a new
place. We don’t have any hassles. And
Scott — | just get on great with him,
People are saying the guitars sound so
much better now and our sounds really
blend together and Scott has really come
out of himself — he’s blown his **** off
some nights out there.

He bought a new guitar while we were
away — paid a lot of bread for it though,
two thousand five hundred dollars for a Les
Paul — sounds great though he must have
been out of his mind!

How do you get on with Scott's
playing?

Great — he has a lot more personal style
than say Brian whom you could compare
to a lot of other players. Now we're
actually sharing the leads and there’s more
dual guitar work in Lizzy now than there
ever was.

It’s not competitive then?

No, | don’t think so, not in that respect. |
think we try to work with each other, as
opposed to against each other. Each of us
is going to do the best we can — but we're
not out to blow each other off. Naturally
we try to play our best when we're on
stage — and that's the way it is.

Phil, | think, is a lot more relaxed about
the whole thing now because he feels he's
got a band which gets on together, he's
got a band which wants to make good
Jexxxxx* music, wants to play good rock’n
roll: and Lizzy is a unique band now in the

Continued over . ..



fact:
Cleos one of our best
friends...and vice versa.

the artist;

the equipment:

Cleo Laine always insists on the
best in compositions, arrange-
ments, and instrumentalists —
small wonder that on all her
international tours she,
won't settle for anything
less than her Shure
microphone. Cleo's
SM58 has a wide
response that takes her
phenomenal range in

its stride, and offers the
famous SM58 mid-range
presence peak for a
distinctive, clean, bright
\ sound. [t lets Cleo do
3 her own thing, and treat
# every song with highly
personalized feeling

and power.

Sing your song to a
Shure SM58. You may
find that you have a new
"best friend.”

Cleo Laine's a very special
friend of ours. Shure has
followed her highly individual
sound (and been part of it)
from small jazz clubs all the
way to the largest auditorium.

Her hit album, Best Friends,
is a unigue collaboration with
classical guitarist John
Williams, with sensitive
arrangements by Cleo’s
husband and producer John
Dankworth. Cleo's voice finds
a perfect complement in the
guitar's interpretive
accompaniment. They have
made what they call “a
spirited attempt to break
down the artificial
barriers in music.”
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GARY MOORE

way they cut across so many things.
Although what they play is like very basic,
they’ve got like the new wave influences —
a lot of the stuff we've been doing is very,
very aggressive. When you put American
bands against Lizzy they look so *******
soft.

| mean, we’'ve played with Kansas, Styx
— do me a favour! They're all about 35 for
a start those guys and you go out there and
you're playing with them and they've got
hydraulic lifts coming up with grand pianos
and all that **** — | mean, | blush, {there
followed here a tirade against Styx at a
certain gig in the States!) It just makes you
look at all that music and say ‘why did |
ever try to do anything? it makes
everything sound so ******* stupid, you
know, that all you want to do is get out
there and ******* kick ass every night: and
that's the beautiful thing about Lizzy — it's
just so direct. | mean, why put up barriers
for yourself, why bother, what's the point?

We're not trying to educate people: you
can hit people at gut level, and you can still
do it with quality because the one thing
that Lizzy definitely has over a lot of other
bands is the -quality of the songs. Phil
writes such /good ******* songs. He
marries lyrics and melody so successfully
in a heavy rock idiom, doesn’t he? That's
Phil’s thing — he doesn’t consider himself
to be like a virtuoso bass player. He's not
into that, and he doesn’t have o be with

Lizzy, although he is a very good bass
player and he's perfect for Lizzy. He and
Downey just play so tight: they're like a
**xxxxx synchronised bass and bass drum:
you should hear them in the studio, it's like
... it's just like one person; and it makes a
great ******* hass for me to solo over
because they never get in your way.

How is your solo playing developing in
Lizzy’'s confines?

This sounds really pretentious in a way, but

3

““I don’t think in terms of keys
and chords when I’m playing”

I’'m really starting to think of myself as like
an illustrator, musically because I'm
starting to go with Phil's words. I'd never
realised it before, but I've been playing
with the words all the time. Like in the
Cowboy song when Phil goes ‘these
Southern girls don’t seem the same’ and
I'll make the guitar whistle over the top:
that's just one example, and then | started
realising | was doing it all the time; and the
movements too. When Phil goes, ‘roll me
over and turn me around’ I'll turn around as
he says it. Now I'm bringing it into the
studio with me and trying to make every
solo relate to the words. Like we do a song
called ‘'S & M’ and | want to make the solo
on that sound like someone being
whipped; forget the ******* scales and all
that ****, it's got to be like an effects
thing, you know? That’s what it’s all about
— playing is one thing, but applying it is
quite another. You’ve got all this technique
at your disposal, but it's what you do with
it that really counts.

That's especially true of much of the
jazz-rock syndrome from which you've
come isn’t it? There's technique by the
ton, but little meaningful application.
There’s more to it than that — | mean, say,
Jaco Pastorious, for all his technical
experience, is never going to be a big star;
and rock ‘n roll isn't about living in
obscurity; it's about being up there and
pulverising people, and letting ‘'em know
you’re there, right?

Like Al Di Meola is like the perfect
example of complete, cold playing. | went
to see the guy and his technique is
astonishing — but it wasn't a great
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discovery on my part to find he was so cold
as | knew that anyway. Allan Holdswarth
has a melodic sense that Di Meola will
never have. Al comes from a classical
background — his acoustic playing
especially is so rigid; no matter how fast
he's playing he’s perfected it in the
classical slow to fast method, just building
up that speed; whereas | haven’t, which is
why I'm a very uneven player so | just
¥rxxxx¥ go nuts, and just go at it; !
wouldn’t bother sitting down and
practising something slow. | mean, | don’t
know what I'm doing half the time.

People ask me '"how do you play’ — and

| don‘t know how | play. | don’t think in.

terms of keys and chords when I'm
playing; I’'m at that stage now where | just
know that neck and something else takes
over when | play. Like if | was playing and
you were trying to hold a conversation with
me | just wouidn’t hear a word you were
saying — it's hard to describe. | get up
there on stage and the whole world just
ceases to exist apart from the music.
Can we talk about your guitars now,
Gary? What are you playing at present?
On stage at the moment I’'m using three
different guitars. My main guitar is a 1959
Les Paul Standard. | got it from Peter
Green and one of the pick ups had been
reserved at the time — but it got changed
back to normal. Actually Neil Murray did
that by mistake. He used to clean my guitar
for me every day; and he came in one day
and said ‘one of your pick ups was round
the wrong way so I've changed it." | left it
that way 'cos the wire inside was too short
then to reverse it again; so, after I'd shot
him! ...

| use a ‘62 Stratocaster as well and also a
Melody Maker — | think it's 1960 vintage
with a Di Marzio PAF on it and a set of
Grovers, which | bought for £75 last time |
was in the States. The Melody Maker is
just .. | can't believe it fwho can
nowadays ... Asst. Ed): the beautiful thing
about that guitar is ... | had a vision for
that guitar — **** that sounds stupid! |
had a sound in my head that | wanted to
hear and | just took a wild cast at it. | got
the Melody Maker and got Andy, our guitar
roadie, to stick the Di Marzio in, and the
sound just came out the way | wanted it. |
just did a solo with it last night, and the
sound is just so ******* dirty, it's just
unbelievable; it's got a real edge to it, and
the harmonics and the top on it are great: it
just screeches out at you. |'ve got it set up
with a higher action than the Les Paul and
fitted with lighter strings as well, so it's a
real bendy job, you know? It's beautiful for
bending for the real screechy solos. The
strings on the Les Paul are like 10, 13, 17,
30, 42 and a 52 so that’s got a real heavy
bottom end to it. The Melody Maker ends
with a 42 — and I've got the same set of
strings — {Boomer Silver Bullets?) on the
Strat as well.
Why the heavier strings on the Les
Paul?
I‘'m not sure. For some reason | find on the
Les Paul | just don’t need to use very light
strings. The neck is so good that | just get
around it with no problem; | can use
heavier strings and still bend them the
same amount when it's set up properly. It's
a beautiful guitar. That's my favourite
guitar — I've had it longer than any other

I've owned — some six or seven years now
and | really love it.

How does it compare with the Melody
Maker which you seem to be quite fond
of already?

I'm really getting into the Melody Maker
now. | mean |'ve started using it for whole
sets at one point because it's a very light
guitar and | can jump around with it, you
know?

Any other guitars?

Yeah — |'ve got another Stratocaster
which I'm having completely rebuilt. |
broke the neck off while | was having a row
with me chick (that's all water under the
bridge now.} So I've got the body of the
guitar and I’'m having a new neck built for
it, and I'm having Di Marzio’s put on it. |
also have the real heavy modified tremelo
unit, with a heavier bracket so you can
break it off so easily! I'm really looking for-
ward to checking that out because | think
Di Marzio pick ups are a major im-
provement on the pu’s supplied standard
with the new Gibsons and Fenders. The
one on the Melody Maker is great: | don't
get noise off it or anything like that.

Mind you, for some reason, one of
Scott’s three Les Pauls, on the Custom one
he's got two Di Marzios with Gibson covers
on and they just screech all the time. |
don’t know what that’s about. | can go
straight into a Marshall crank, it up, and get
the most beautiful sound without pedals or
anything.

»
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““Peter Green was definitely the
best blues guitarist ever —
black or white”’

You're a Marshall man, aren’t you?

Oh yeah, definitely . On stage | use just the
one top — sometimes the Master Volume
and sometimes just the straight two chan-
nel job and two 4 x 12" cabinets. | have
them up on a flight case — not in a stack
because on the real big gigs I'd rather get
the spread width-ways. It really does make
a big difference because I'm walking
around all the time and if there were one
underneath | just wouldn’t hear it because
Phil's right there beside me, and he plays
loud, you know?

There’s been talk that you'll be using
radio pick ups.

Yeah — the Schaeffer Vega radio control.
We've only tried them, like once, in New
York. We haven’t had a chance to work
with them yet, but we want to get into
using them as we need that freedom on
stage. The way we all jump around and
everything is tying us up in knots at the
moment. Phil’s the only one that’s using it
at the moment — he’s been using it for like
about a year. Plus there are a lot of in-
teresting things you can do with it which |
won‘t go into now because that's all part of
the plan. They work OK with effects pedals
in between the guitar and amp, and of
course they cut out any chance at all of
electric shocks feeding back — so that
makes them definitely worth using. Mind
you they cost about three grand each! A lot
of people are using them — Neil Schon
from Journey — he told me about another
one which is much cheaper and is sup-
posed to be much better for guitar, but I've
forgotten the ******* name of it! | have
found that these things affect the tone of
the guitar because you've got to play at
lower volume levels; they’ve got a gain and
a pre-amp in them and that'’s the last thing
I need!

What about extra effects pedals?

| use a Coloursound Overdrive, especially
for the Strat because | find it reaily beefs it
up; | use an Echoplex, but | don't know
whether | can consider that a permanent
feature as I'd like to find-a better delay unit,
but on the other hand the Echoplex is so
simple: it's just got two controls on it
which means | don’t have to prick around
with it all night. We just don’t have the time
to mess around with complicated effects.
I’'ve tried the MXR Digital Delay but it just
takes so long to set it — you're better off
having that just on the PA system. | also
use an MXR Phase 100, and a Coloursound
Wah-Wah, but as soon as we stop playing
Johnny The Fox that'll be out the window:
that’s the only reason | use it because you
can’t get away without using it on that
track.

Have you considered using a guitar syn-
thesizer?

Yeah, funnily enough, | went to the Frank-
furt Trade Fair earlier this year (last year
now Gary) and | managed to try out the

‘Hagstrom Patch 2000 — and | was really

impressed with that ‘cos for my style, for
the sort of speed thing, because it works
on the frets — you can play it one handed.
| think it scans the frets 2000 times a
minute so there's no way |I'm going to be
ahead of it — forget that! The trouble is
you can’t play chords because it's only
monophonic. Against that you can play it
as a regular guitar and there’s just one
switch to bring in the synth section. |
played it through an Oberheim Expander
Module and it was beautiful.
But how did you get on with the guitar
itself, which could be thought to be the
system’s drawback?
Yeah — it would be OK just for one or two
numbers — I'd like to use that sort of thing
purely as an effect; there’s no way |'d want
to play a Hagstrom guitar all night, but it
would be nice to be playing something
really simple and then just punch it in —
| mean, What is that?!

| don’t really want to get into it on the
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level that keyboard players have for exam-
ple. I'd like to use the Oberheim because
it's got such a beautiful tone — it's only a
little unit — and just go straight through.
I think 1’d use a different amp. You need a
very high quality amp to handle syn-
thesizers — especially the bass end. I'd use
something like really clean for that par-
ticular sound. The other drawback is you
can’t bend notes — it would be amazing if
you could bend normally because you
could make it sound so expressive then — |
find that synthesizers can take away the
emotional aspects of the music. Still, |
think it's a great idea: 1've tried the Roland
thing and it doesn’t seem to respond as
quickly, and it's a messy sort of sound and
| don’t like it. The Trade Fair though was
pretty interesting — the Japanese certainly
seemed to be taking over everything.
Speaking of the Orientals, have you
tried out any of their guitars?

Yeah — | like the Yamaha — if they're out
there and they want to give me a guitar, 'l
use it, you know? — No, the thing is, the
Yamaha: is like what a Gibson should be
now. THey're just made so well, the tones,
the neck, everything, they're great, | mean
Santana was a real Gibson freak, and he's
using the Yamaha; he'd been playing Gib-
son all his life, for years and years. |'ve tried
the one that Midge from the Rich Kids has
got — it's got a real good sustain on it, real
nice heavy body — pretty much like a Les
Paul in a way.

But, in the end, | think you can get like
'yvour sound’ out of anything — any in-
strument that’s playable and tunable, but
it's a personal thing with a guitar.

You see, I'd like to get on better with the
Strat than | do — but |'ve always had this
sort of block against the Strat, even though
| use one for a long time in Colosseum |
always find myself drifting back to the Les

| always find myse/f dr/ft/ng
back to the Les Paul”

Paul. It's a funny sensation that, because
I've never found that I've conquered the
Strat. I've never got far enough on top of it
to say ‘Yeah, I'm a Strat player.” With this
new Strat that | talked about, I'm trying
more to adapt it to my personal needs. The
first thing is | want to get a thicker sound
out of a Strat, a fatter sound, but yet have
the facility of the tremelo arm. Eddie Van
Halen’s done it because he uses one old
PAF Humbucker — that's all he uses, and
it's not a real Strat anyway. It's a Schalson
or something — made in New York
anyway. It's the heaviest Strat body |'ve
ever picked up: anyway, he’s got that pick
up, one volume control, no tone control
and that’s it — and he gets a great sound
such a big sound just from a Strat — mind
you, the eight Marshalls may have had
something to do with it! He's about the
best I've seen this year — he’s got a good
sense of dynamics, with a lot of balls to his
playing: in fact | like that band for that
reason. They're the only American band
Wlth any KR energy’ any L EE 222
¥**¥* to them.

Well, the same could be said in a British
context about Thin Lizzy. Gary Moore’s re-
entry, hopefully on a permanent basis this
time {although people tend to have a habit
of splitting bands just after talking to me)
can only mean good for the band.

The new album is scheduled for release
sometimes before/around Easter ‘79, and
judging by the couple of tracks | was able
to preview in November, Lizzy are going to
benefit from the introduction of Gary’s
combination of jazz speed with rock *****

We should, in fact, all benefit.
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BIRD BROTHERS
SPIRIT OF ‘566
COMBO

Price: £219 ex. VAT
Reviewed by: Peter Douglas

bustin’ into the Beat offices with alt

guns blazing. When the smoke had
cleared | picked myself up off the floor,
dusted myself down and surveyed the
place for damage. Miraculously there was
none. The only difference was that a large
box was now sitting in the middle of the
floor looking like it had just fallen off the
back of a stage bound for Medicine Hat.

At the risk of this little tale getting out of
hand, it should be said that the Bird
Brothers are a pair of Rochdale cowboys,
Arthur and Peter by name. They are
already well-known for their exploits
throughout Lancashire County, but the
Spirit of ‘56 amp is their first venture into
the field of manufacturing. It joins a tiny
field of hand-built valve-powered British-
made combo’s, and as such can only be a
good thing. .

But why Spirit of '56?

The answer is that the Brothers are, and
| quote, ““totally committed to making
amplifiers the way amplifiers used to be
made — with no compromises.”” Normally
one would laugh bitterly at such a
statement and toss the press release into
the bin. It is, after all, the kind of thing
every single amplifier manufacturer says
about his own products. But a closer look
reveals that:

1) The Brothers are currently turning out
no more than five amps a week.

2) These amps are all lovingly hand-buiit
by Admiralty-trained engineers, all joints
individually wrapped like After 8 mints.

3) The whole lot is helped along quite
considerably by four EL34 glass tubes,
snortin’ and smokin’ at the back.

T he notorious Bird brothers came

Instinctive

That is by no means all, either. One is
instinctively pre-disposed in favour of the
amp by the sheer appearance, which is
reminiscent {to put it mildly) of the oid
beige Fender amps of, oh, round about
1956. You could tell the difference at 100
yards, but beyond that there are
similarities.

First, however,
28

the details. Nominally

the amp is rated at seventy watts r.m.s.
This is a conservative rating (as it always
tends to be on valve amps) and the noise
comes out of a 15" ATC speaker. As it
happens, the amp on review had a Fane
speaker in it, but those coming off the
bench now have an ATC. The amplifier
section is controlled by (left to right)
volume 1, volume 2, treble, middle, bass
and master volume. On the far left are the
two channel inputs, and on the opposite
side are the indicator light, standby switch,
on/off switch and fuse holder. The back
panel, for a change, has absolutely nothing
onit.

Old boots

in the classic manner the channel gains

can be wound up to produce that warm,
creamy distortion so beloved of guitarists
from Rochdale to Ocho Rios. And
conversely, a clean sound may be obtained
by winding up the master. But all this is
fatuous nonsense — you all know how
these things work. All that remains for me
to say is that the sound from the combo is
as warm and creamy as a saucepan-full of
Ambrosia.

A lot of this has to do with the fact that
we are using valves instead of transistors,
but it also has something to do with the
size of speaker. Why, | wondered aloud
during the Brothers' visit to Beat's shack,
a 15" instead of the usual 12" or even 10”'?

Peter Bird chewed ruminatively on a
match as his hand twitched against the
handle of his Smith & Wesson. A savage
glint came to his eye as (Oh, get on with it/
...... Ed.}) Well, anyway, the feeling
behind the decision to use a 15’’ was that
most combo amps are lacking in middle,
that thay often sound rather thin. Well, let
it be said here and now that the sound from
this amp is successfully fat. It is especially
suited to the requirements of some of the
newer guitars coming on to the market. For
example, | spent a while with the Ibanez
Artist reviewed nearby, and the power of

the highs came through well, whilst the
lower frequencies were thickened up and
rounded out to a degree they were not by
the other combo we happened to have in
the office at the time.

We can skate lightly over the matter of
construction. Tough as old boots, and the
struts across the back provide perfectly
adequate protection to the valves. There
are metal corners all around the bottom,
but none on the top, and | would suggest
that the addition of four more would
complete an otherwise excellent job. The
handle at the top means that one man has
got a lot of lifting to do. There again, the
Bird Brothers also run a protection racket.
The flight case (£65 extra) is built from 3-
ply timber with aluminium seams, butterfly
latches and snap-down handles. Then
inside there’s about two inches thick of
foam. What this adds up to is the likelihood
that the whole shooting match will
probably survive World War Three. Let's
just hope there’ll also be a guitarist left alive
to prise the case open.

Another of the striking features of the
amp is its amazingly low signal-to-noise
ratio. With the knobs all wound up to ten
there was feedback all right, but hardly any
hiss. At high volume the high frequencies
from your guitar {assuming, of course, that
it's a guitar you're amplifying) come
rampaging through in earnest, and any
remaining doubts about the suitability of
this thing as a guitar amp are banished at
once. With a speaker this hefty there must
be a market of Rhodes players out there
who would take to it like Ford workers to a
strike.

in conclusion, a Bird in the hand is worth
the two hernias you get lifting it. Or to put
it another way, all the ideas built into this
little combo are sound ideas, and my only
regret is that you're going to have trouble
getting hold of one. A lot are being shipped
to Germany, where they still appreciate a
good British valve amp, and my strong
suspicion is that demand will soon outstrip
supply. Answer: act now to avoid
disappointment.



String
Orchestra

Already famous
throughout the
Music World for
their reproduction of
String Orchestral
effects, Logan have
created arange of
professional
keyboards designed

by specialists for / » i || Caravelle
use by the most ' T 249

discerning of musicians.

Just look at the ; £1 ,490

specification of the ' ‘

fabulous Caravelle T 249

Portable with its

built-in String Melody,

host of flute and

orchestral voices,

comprehensive Synthesis,

Piano & Percussion

section, intermixable rhythm

patterns — to name only a few .

basic features — Unbeatable Value

at £1,490 R.R.P.
Why not ask your local Dealer NOW

about the Logan Professionals

or write to us for more information.

Logan Electronics (UK) Ltd

Recommended
retail prices
including VAT

Unit 3, Queensway Industrial Estate, New Milton, Hants BH25 5NN Tel: (0425) 618220
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YAMAHA SS30

STRING MACHINE
Price: £760 inc. VAT

Reviewed by: Tom Stock

Yamaha now rank among the very

top manufacturers of musical
equipment — and the growing conviction
that they know it too — their new SS30
string machine has been dropped in the
market and, to some extent, left to its own
devices in the deep end. After ali, there is
something of a genuine choice in quality
string machines and at first the £760 asked
for the Yamaha may seem expensive when
compared with products from Roland and
Logan among many others. However, on
further inspection, the Yamaha does
provide some extra facilities which take
care of the price differences, and becomes
a very attractive overall package.

As if to emphasise the fact that

Appearance

Indeed, it's the packaging which first
strikes the eye: very similar indeed to the

CP30 and CP20 pianos, the SS30 comes in
a mock rosewood cabinet. I'm devoted
(aaaah) to its appearance ‘cos it would be
very much at home in my lounge, but I'm
not that sure about the surface’s ability to
withstand the inevitable knocks and
scratches it's bound to receive on the road.
All the controls (rotary and rockers) are
black plastic, and all the lettering white.

Tuning

From left to right across the top of the
keyboard the controls perform the
following functions. Twin rotary controls
(one inside the other) look after the tuning.
The outer one handles tuning with other
instruments, and the inner one slightly
detunes the machine internally which can
be used successfully to create some
interesting string effects. The Vibrato has
two rotary controls, one operating the
length of delay before the vibrato comes
into effect after a note is depressed, and
the other affecting the amount of vibrato
employed.

The sustain section, again, has twin
rotary knobs, one for cello and the other for
violin {embracing, in this instance, the viola
voice). The cryptic ‘KBD. SPLIT' affects
the range over which the cellos operate on
the keyboard — variable from one octave
(C-C), through C—F sharp, to two octaves,
Cc—C.

Volume

Next come one rotary and three rocker
switches under the general ‘Cello’ heading.
The Volume balances the cellos against the
remaining voices — a very useful facility.
‘Slow Attack’ — also available on violins —
is precisely that, giving that momentary
mutedness which identifies violins and
violas on slower passages. The other two
rockers are labelled Cello 1 and Cello 2.

The four rockers in the Violin section
operate ‘Slow Attack’, Viola, Violin 1 and
Violin 2. Two rotaries under the 'Brilliance’
heading add presence to cello and violin
voices separately, and lastly there's an
overall volume control.

On the same plane as the keyboard is the
‘Orchestra’ section: a rotary handing the
‘depth’ or amount of orchestra effect, a
rocker giving two pre-set modulation
speeds, and two rockers, one each for cello
and violin. On the back panel is the mains
input, jack sockets for foot controlled
volume and sustain, and a line out jack.

OK, and now for the inevitable question
— does it work? Simple answer, yes,
and very well. All the voices approximate
to their original acoustic instruments
extremely well — provided you don’t play
the thing like a piano and organ using
obligatory 5th chords. (When have you
ever heard a string section playing like
that?). The orchestral section especially
warm and the variable modulation ‘depth’
only enhances the realism. The ability to
delay the entry of vibrato is extremely
effective when used to provide a solo violin
over a held-down cello chord.

Sustain

The vibrato’s entry can be delayed by
anything up to a couple of seconds and
when coupled with slow attack the SS30
provides the nearest thing to a chamber
quartet I've yet to hear from a synthesised
instrument.

The sustain range is adequate and the
action very subtle — judicious twisting of
the control will give an instant imitation of
either an anechoic chamber or the Albert
Hall. More careful adjustment will,
however, give all the spaces in between!
The Vibrato, | felt, could have become
more modulatory but | guess there’s a risk
that the String Machine would then be
looking to become a full-blown synthesizer
rather than a remarkably good imitator.

Procession

So; a very welcome newcomer to the
ranks of synthesised orchestral keyboards.
The SS30 continues the seemingly never-
ending procession of quality instruments
from the Yamaha stable and should have
little trouble in keeping its head above the
water in the deep end.




RHAPSODY 610

A portable instrument with the endless harmonious
sounds of a grand string orchestra and added piano
and clavichord effect.

MAIN FEATURES
— 61 note keyboard from FA 43,6 Hz to FA 2793 Hz
which may be divided in two: 25 keys for the ac-
companiment and 36 for the melody.
The following draw-bar registers, giving way to an
unlimlted combination of sounds, are available for
each of the wvo sections: Violoncello, Strings,
Piano and Clavichord.
Decay: Alows sustain control on the four voices.
_Each of the four push-buttons marked «Cancelsy
offers the choice of the desired etfect.

GENERAL FEATURES
—  External tuning control.
Photocell expression pedal.
General switch and pilot light.
Stereo output {(One channel for Violon-
cello/Strings and one ' channel for
Piano/Clavichord).
Dimensions: cm. 103 x 30 x 14
Weight: Kg. 16
— Bagin sky.
if desired, the Elkarhapsody 610 can be supplied with
chrome-plated legs and the respective bag.

ELKARHAPSODY 490

offers the effects of a violin orchestra with it's
Violoncello and Strings registers.

This instrument's main job, is to serve, as a sup-
plementary keyboard, another organ which does not
have the features described above and it is therefore
enriched with exquisite musical embellishments.

It can be connected to the organ amplifier or to an ex-
ternal one

ELKARHAPSODY 490 . . . Your organ’s best helper .

MAIN FEATURES X

Manual with 49 keys C to C

Voice registers: Vicloncello and Strings

Controls: On/Off switch with pilot light — Volume con-
Sustain lenght control

ning: allows external tuning of the instrument

Optional: Photoefectric cell expression pedal with

respective cable — Legs with respective leatherette bag

— Unbreakable plastic case.

DIMENSIONS: cm. 85,5 x 25 x 10 WEIGHT: Net Kg.

9,5 — Gross Kg, 14

Maybe youd do better
with strings attached...

ELKA-ONLA
(UK)LTD

19 BLUEBRIDGE INDUSTRIAL ESTATE.
HALSTEAD, ESSEX

Telephone: 07874 5325/6




HOHNER MG300M

£209.75 inc.
VAT

Reviewed by: Tom Stock

Price:

il right, hands up those of you who
thought that Hohner guitars are put

together by an army of 5 o'clock
risers on the autobahns of Germany?
Dumpkopf! Donner und Blitzen. Vere Ver
you ven zey built ze factory, eh? Yes,
you’'ve guessed it already. If a ‘copy’ guitar
is made anywhere in the world then it's got
to come from Japan, and that’s as true of
Hohner as of those which either hide
behind American sounding names, or
come up with their own unpronounceable
alternatives.

The guitar in question here is Hohner's
£209.75 MG300M — | wish someone would
clarify whether we're allowed to talk about
copies etc — which "tends to resembie’ the
Les Paul Custom in no uncertain way, at
least at first glance. £209 is no little back
pocket full of green ones, at least not for a
guitar which appears to exist as a copy,
rather than offer something a touch
different. Bear in mind the last couple of
issues we've reviewed Les Paul look-alikes
costing many pounds less and ostensibly
all we get here that's different is another
pick-up.

Construction

Right, then, out with the magnifying
glass and open with the ol’ peepers then.
The finish on the model | had for review was
a rich red — very attractive — and there
didn't appear to be any immediately
identifiable faults with the construction.
Body and neck are mahogany, and the
fingerboard, complete with mandatory
plastic position markers, is rosewood. The
hardware is gold-plated, but it does look a
bit on the cheap side: impossible to say
why accurately, but that was the
impression the axe gave me as it sat
looking at the amplifier expectantly. ‘Not
yet’ | told it!

The bridge, saddie, and each individual
string can be raised and lowered by means
of a combination of large, medium, and
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small screwdrivers. Controls are simple:
three volume (one for each p/u) and one
tone control handling all three p/us. The
P/u selector switch, situated — ah hell,
you know where it is! — is marked rhythm
and treble with the obligatory centre
position which in this case operates all
three pick ups at once.

Skinny

Strapping it on holds no fears — it's
relatively light due mainly to one of its
major (for us in the office) problems — the
extreme thin-ness of the neck. Peter
Douglas and | both have relatively small
hands, and we both agreed that the
Hohner's neck is too skinny for us. Indeed,
it even looks skinny which leads me to
worry about its long-term durability.

Even before plugging in another problem
presented itself — the heel is damned
uncomfortable — quite honestly | had
littie chance of playing comfortably above
the 17th fret — above the 20th is just about
impossible.

So, plug in and start playing. The action
on this model was set up a touch on the
ultra-fast and low side — I’d have preferred
a slightly higher action but that's a matter

of taste. The finger-board is fast and the
ultra-light strings supplied — not
particularly pleasant but passable — bent
admirably well. A set of heavier strings
and a higher action would have endeared
the guitar to me a little more.

Tuning heads work well but are a little on
the high geared side — fine tuning is a
delicate matter with these items, but it
appeared to stay in tune well and |
wouldn’t worry about that aspect. If there
is a brighter side to this otherwise middle of
the road reaction, then it must lie in the
sound that comes from the beast. Despite
the provision of only one tone control,
there are an amazing variety of colours
available. In the ‘treble’ position you have
the choice of treble only, or treble and
middle p/u: in the middle position, all
three-with the sound balanceable by
means of the individual volume controls:
and on rhythm, a choice of treble and bass
p/u.

Circuitry

The tone control appeared a littie wierd
in its workings: from O to about 3 the tone
is very mellow and warm, almost thick.
Immediately you move the control the
barest millimetre however above that then
the treble pounces in with quite astonishing
bite. However, from there on up there is
hardly a difference in tone at all. I'm forced
to wonder if this model might have been
faulty somewhere in the tone circuitry
department.

Experimentation

Still, this unexpected bucketfull of treble
made me view the guitar differently:- |
particularly liked the p/u selector switch on
‘rhythm’ which gives bass and treble p/u
with the volume of the treble higher than
the bass, and full treble on the tone
control. This setting provides a quite
excellent and ‘different’ sound: plenty of
bass end attack, hordes of screaming
treble, and an unearthly gap where the
middie hides between the two extremes.
Most satisfying. Further experimentation
revealed a host of different settings which
could not be achieved on a two p/u guitar:
although I'm not used to playing a 3 pick
up job and hence found | had to make
some adaptations to my plectrum style to
avoid scraping across the top of the middle
p/u.

Comparable

So, there we have it — a strange beast
about which I'm not really able to commit
myself. There are undoubtably some errors
in construction — the neck/body design is,
to be kind, not very good at all and quite
out of order for a guitar costing more than
£200. On the other hand though, there is
the sound itself — well worth going for,
and. comparable with guitars costing
considerably more. All in all, I've an open
mind on the subject, and would neither
advise against it nor recommend it. That on
this occasion, must be up to you.
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ROLAND BOSS
EFFECTS

Prices: See text
Reviewed by:
Peter Douglas

Boosters. They must do . their job

properly or they aren’t worth having.
And of course the manufacturers are aware
of this demand for something that actually
works rather than something that merely
sounds ‘‘freaky’’. Brodr Jorgensen lent us
six Boss effects units, neatly laid out on
their demonstration board. Bearing in mind
the prices (see below) Boss are competing
at the professional end of the market. You
can certainly buy units with the same
names for less, but do they work as
correctly and usefully as the Boss boxes?
We shall see.

Certain features are common to all six of
these little machines. The metal housings
are all the same size and all uniformly
tough. They look as though they would
stand up to life on the road, and that's
saying something. Each is colour coded;
each is made to operate not by means of
the usual click-switch on the top, but by
means of a kind of pedal with a rubber top.
Pressing this pedal down switches the
electronics on or off and simultaneously
lights an LED at the top. The latter
indicates whether your battery is still
working. And incidentally, there is only any
drain on the battery when leads are
connected to both input and output. A
large ribbed screw can be whipped out to
lift the pedal up and allow the battery to be
charged.

All the units come with instructions, and
all have rubber bases to ensure that they
won’t slide on stage. The initial impression
was good. It was time to investigate each
in detail. | strapped on my axe, plugged
into the first unit and prepared to strike a
power chord ... ..

I t's important not to see effects as Talent

GRAPHIC EQUALIZER GE-6
Price: £62.15 inc. VAT

Well, yes, not necessarily the best one to
try out with a power chord! The six sliders
operate at 100, 200, 400, 800, 1600 and
3200Hz, providing scope for cut or boost of
156dB. This is actually quite a lot of
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variation, and if you aren’t familiar with the
operation of a graphic you’'re in danger of
boosting the total output too much. The
best use for such a unit is in a room whose
acoustics ruin your normal sound, making
it too bassy or too trebly, or perhaps losing
the lot. You might, on the other hand,
have a rather poor amp which you can’t
afford to replace. The graphic can help to
improve its tone when used permanently
with it. Thirdly, you might care to use it to
enable your solos to cut through, without
altering the natural sound of the instrument
too much. As such it offers a more subtle
alternative to the simple power booster.

You can't change the position of the
sliders with your foot, but you shouldn’t
really have to. This is a good, unfussy little
box which does its job. A man can ask for
no more.

SPECTRUM SP-1
Price: £39 inc. VAT

Puzzle. What does it do? Is it working? Yes,
it is working. It's just that the effect is
subtle. There are two rotary knobs, one
called "balance’, the other “‘spectrum”. If
you play a chord and twiddle the spectrum
control manually, you get a phased effect.
The balance control simply adjusts the
proportion of ‘normal’’ sound in the total
signal. Brodr Jorgensen admitted that the
effect is not dramatic, and said that it
works best with bass. They also told us
that ‘it grows on you." Maybe it does.

DISTORTION DS-1
Price: £36.41 inc. VAT

A sophisticated device with three rotary
controls for your delight. The first is for
level, then there’s a tone control and one
for adjusting the amount of distortion you
actually want. The most welcome and least
often seen feature is the tone knob, since
this adds a whole further dimension to the
kinds of fuzz you can get. By rolling off the
treble you can dispense with some of the
{inevitably) rather harsh, grating noise that

TONE

’ & OUTPUT INPUT &= 3

Distortion
DS~1

these effects always produce. A good box,
since it covers the whole range of
distortion, not just the nasty end.

PHASER PH-1
Price: £49 inc. VAT

Two knobs — one for rate, the other for
depth. The immediate shortcoming that no
amount of twiddling will make up for is the
lack of depth. If you're paying nearly £50
for a phaser, it should be capable of
everything from the slightest modulation to
the most dramatic, swirling phase. Though
| never had the opportunity to try one, | am
informed that the older AP-2 phaser was
somewhat better. What the PH-1 does, it
does acceptably. There just isn’t enough of
it.

OVERDRIVE OD-1

Price: £39 inc. VAT

This is the “'clean’’ version of the Distortion
unit. In other words, what you get is
sustain without the fuzz. It works best on
single notes, the characteristic tone being
super-smooth and pure. With chords it
can’t quite hold that smoothness, and the
signal begins to break up. Two knobs here,
one for level and one for overdrive. The
OD-1 doesn’t really do much, but is fine for
producing a clear, authoritative soloing
tone. Grit your teeth, twist your features
into an expression of supreme anguish,
throw you head back and try Oye Como
Va.



TOUCH WAH TW-1

Price: £43.58

I've saved the best until last. This is the
most impressive envelope follower unit 've
yet encountered. For those who aren’t
familiar with the term, this is a device
which "“wah-wahs"’ the signal
automatically, the wah being triggered by

the level of signal coming from your
instrument. It takes a while to figure out
the precise relationship between the
“sensitivity’’ and “‘peak’” controls, but in
essence they vary the degree of attack
required to trigger the wah sound. A small
switch labelled “up’’ and “down’’ alters the
direction of sweep, i.e., if you imagine a

Xn
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traditional wah-wah pedal, down is from
bass to treble and up is from treble to bass.
The Touch Wah is superb — very funky
indeed with a bass guitar.

Conclusions:

The construction and durability of these
effects is faultless. They are attractive to
look at and easy to operate. The pedal idea
for switching in and out means that there is
no loud click when changing over from, or
back to, normal. | would, however, quibble
with the use of the LED. Surely this could
be adapted so that it stayed on when the
unit is in operation. In this way it could still
serve its current purpose as an indicator of
the battery’s condition. The signal-to-noise
ratio for all the units is exceptionally good
— it makes them perfect for studio use,
where standards are that much higher.
They are not cheap, but they seem to be

reliable, and for the performing and
recording musician, it's reliability that
counts.

Coming next month:

Shergold double-neck
Acoustic guitar combo, and
plenty more.

Billy Cobham
cookson

ZILDJAN CO.
‘g, Ctomt
gy cvm®
[N

35



ACOUSTIC 126
BASS COMBO

Price: £426 inc VAT
Reviewed by: Peter Douglas

or many vyears Acoustic hass ampli-

fication has been regarded with the
same reverence as the Rickenbacker 4001

it's the gear all aspiring bass players
would like to own. That said, it seems to be
less visible on the stages of Britain than on
the other side of the Atlantic. It's possible
that this is a result of the marketing policy
of Acoustic U.S.A. — viz, to franchise in-
dividual retailers in the U.K. {of which there
are twenty) rather than appoint a sole
distributor who will supply everybody. This
exclusive approach to supply means that
the punter can't just drift into his local em-
porium and come out with a stack. He may
have to travel quite a way. Is this fair? The
retailers have grouped themselves together
in a consortium which ensures that no-one
else gets their hands on the goods.

Anyway, this particular item is a single
channel, dual input 100 watt 1 x 15" model.
it weighs a ton, but has a set of castors.
The cabinet is front-loaded with a large
port at the bottom — similar, in fact, to the
Roland Studio Bass 100 combo we
reviewed last year. The overall appearance
immediately gives the impression of class
and solidity. It doesn’t try to be flash
because it doesn’t have to try. The front
panel says it all: left to right we find the two
inputs, one normal, the other with a lower
impedance and thus better suited to guitars
with weaker pick-ups. Next comes a bright
switch, for extra crunch and ““clickiness” in
the sound, then volume, trebie, mid and
bass rotary controls. Next along is a power
boost switch whose function is a) to in-
crease volume and b) to cut down the high
frequencies.

The graphic equalizer section is what
really makes the Acoustic an attractive
proposition, however. They were amongst
the first to adopt the idea, and many have
subsequently copied it. The advantage of a
graphic are numerous; to re-cap, for those
who can’t quite see the point, a graphic’s
function is to offer a finer control over the
tone of the amplifier. Those familiar with
graphics come to recognise at a glance the
tonal characteristics of a setting by the
shape of the slider waveform. Flat res-
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ponse, for example, is indicated by a flat
line of sliders at the OdB position. Cut at
any given frequency is represented by a dip
in the line, and boost by a rise.

Such a system only comes into its own,
however, when you can switch it in and
out. The idea, in other words, is to set the
rotary controls to your satisfaction with the
graphic set flat. You then arrange the
graphic for the special setting (whatever
that is) that you think will add punch for
those special moments in the set when you
emerge from the shadows at the back of
the stage and surprise the audience by
being briefly funky.

But as | say, this only really adds pizzazz
when you can switch from ’‘straight’”’
sound to equalized sound. Unfortunately
the 126 doesn’t come with a footswitch, so
you will have to spend extra on buying one.
If used without a footswitch the graphic is
automatically in operation all the time. The
sliders operate at 70, 125, 350, 820 and
2000Hz, and an LED to the left of them in-
dicates whether the section is on or off.
The on/off switch for the amplifier is
located on the far right.

So that’s what you've got to play with,
apart from various sockets on the back
panel for the missing footswitch, for pre-
amp out (for direct injection etc.) and for
additional power or effects.

These days the general standard of guitars
and basses is considerably higher than it
once was, and hence a good amp. /s
required to bring out the potential of
whatever you're playing.

In the case of the Acoustic, the facilities
are there for producing the more up-front
sounds required by the modern bassist; this
means that although you can get as much
of the traditional woolly, thudding sound as

your heart desires, the bright switch and
the graphic combine to bring out the treble
end of the bass guitar. Hence | would
recommend the 126 unreservedly for
anybody playing in a funk band, or for any
devotees of the Jean-Jacques Burnel
trebley growl. The amp’s designers have
responded to some of the recent trends in
music by providing the range, and it's en-
tirely up to you whether you use it all or
not.

Likewise, every watt of the prescribed
power output does its job. Volume on
around three or four was more than
enough to compete with drums and two
100 watt guitar amps in rehearsal, we
found, and there was no hint, at that level,
of distortion. The 15’ speaker, by the way,
is a Vega — which should tell you enough.

As we would expect, the Acoustic is
built to take a beating on the road. The
cabinet construction is faultless. It's good
to see how much better this aspect of amp
building has become over the last few
years. There is full corner protection and,
in addition to the castors, a pair of handles
located on one side; on the opposite side
are four metal feet. This is a thoughtful
provision, since it means that you can put
the amp down while it's being carried
without scrunging up the cabinet cloth.

The 126, in conclusion, is a workmanilike
combo which won't fill you with delirious
excitement. The styling is neat, quiet and
conservative, and since everything works
exactly as it's meant to, there are few sur-
prises. This, in other words, is just what
any bass player could wish for. The price is
not low, neither is' it expensive. Con-
sidering the highly professional standards
both set and achieved in the design, it’s vir-
tually a bargain. Five stars.



Richie Furay picks with the best of em:
Angellco Guitar Strings.

2
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When you're a top, professional folk rock guitarist like
Richie Furay, you've got one thing in mind: making
good music. For over ten years, Richie has insisted

on the consistent quality of D’Angelico Guitar

Strings. He just won’t accept substitutes.

In his book,D’Angelico Guitar Strings are

the tops. And he ought to know.

The Ultimate in Strings and Picks, none finer. .. perfect for pickin’
DISTRIBUTED IN THE U.K. AND EIRE BY STRINGS AND THINGS LTD, 20 CHARTWELL ROAD, LANCING, SUSSEX BN158TU

Most delay units can’t
match the performance of the
£229.95 Morley Electrostatic
Delay Line. Here’s proof:

eDistortion free — .meets recording levels

for frequency response and noise.

eShortest delay time on the market —
as short as 10ms for rich, full
doubling effects.

eContinuously variable delay control
for precision setting from 10ms up
to 330ms.

eDelay only output for mixing.

einfinity of repeats from single
response to runaway.

eFor live use by vocalists, amplified-
instrument or P.A. Mono or Stereo.

] COMPLETE COUPON AND SEND WITH LARGE STAMPED,
1l ADDRESSED ENVELOPE TGO U.K. AND EIRE DIiSTRIBUTORS,

STRINGS AND THINGS LTD, 20 CHARTWELL ROAD, LANCING,
I SUSSEX BN158TU FOR BROCHURE.

And, in its own price
range this patented
Morley EDL is indisputably

the finest delay line available — bar none:
tape, digital or analog. But then, you really
wouldn’t expect less than the best from Morley. [ Neme

We built it failsafe because your Town ~ Postcode
MO RLEY ® | career depends on it...and so doyes ours. ounty - Dept B1




IBANEZ ARTIST 2618

Price: £374.50 inc VAT,
case included.
Reviewed by. Peter Douglas
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Anything from Ibanez these days
has to be treated with respect,
if only because of the price. They have left
behind their reputation for cheap replicas,
and for the last few years have con-
centrated on original designs that are both
tasteful and thoughtful. The idea behind
the Artist range seems to have been to
produce an “‘instant classic’’. The quality
of the components, the antique-type finish
and the gold-plated hardware all point that
way.

Perhaps the single most striking feature
of Ibanez when they first started producing
their own designs was the extra-powerful
pick-ups. The typical tone of the Super
80’s, which are the type featured on this
model, is hard and bright, which naturally
makes screaming sustain a cinch. This has
the converse effect of making the guitar
less useful for rhythm work. In any case,
lead players are the people who will be
most interested: there are 24 frets, and ac-
cess to the very highest is easy. | was
reminded of the Kawai tested last month —
similar thinking has gone into both, though
the details differ.

Screwed

When you actually get down to playing,
the first thing you notice is the height of the
frets. They stand pretty tall off the board,
and this instantly demands a slight adap-
tation of playing technique — namely, the
amount of pressure you place on the
fingers of the left hand. Pressing down too
hard results in a slightly sharpened note.
This becomes increasingly marked the fur-
ther you move up the neck, so extreme
precision becomes a must. Now 1| per-
sonally found this a little disconcerting. For
quite a while it seemed almost impossibie
to get the thing in tune. With practice it
became easier, but | suspect that this
might prove off-putting to the casual
music-shop strummer. (Not you, Joe) |
must also take issue with the siting of the
top strap button — as indeed Pat Travers
did with the Ibanez Pro 2681. It's screwed
in right at the end of the top cutaway, and
the effect of this is to make the guitar off-
balance as it sits on the shoulder. What
Travers did was to re-position this button
down at the heel, where the neck joins the
body.

Though the design is, as |'ve already
said, generally conventional, the machines
deserve special mention. They call them
Velve-Tune, and their particular qualities
are a) the double worm, which "‘eliminates
play and lash’" — in other words, stops
them slipping, and b} the torque ad-
justment, which allows you to keep the
heads as tight or loose as you want. | found
the gearing a little too sharp, however, and
would also have preferred gold-plated
machine heads to the “pearloid” (ex-
pensive plastic) ones that these guitars
now come with.

The bridge design is excellent. Not only
is there a lot of room for adjustment,
especially backward/forward adjustment,
but the whole thing is connected with a
sustain plate, which is set flush with the
top of the guitar. This idea isn't new —
Yamaha guitars have had sustain plates for
a few years now, but it does help to coax

that extra little bit of raunch into the sound.
The tailpiece seems rock solid enough for
the manufacturers to name it (possibly
tongue-in-cheek? Do the Japanese have a
sense of humour? No surely not) the
Gibraltar.

While we're discussing hardware, the
four controls (two volume, two tone) are
equally superb. Not only do they look nice
and chunky and feel smooth to operate,
but you are assured of getting them to turn
at the flick of a fingertip thanks to the black
serrated band around the middie of each.
This is more important than it may sound;
most adjustments to volume and tone are
made in the middle of a piece of music, and
hence have to be executed very quickly.
For the same reason | would quibble with
the position of the selector toggle. 0.K.,
tradition (i.e. Gibson) dictates that the
toggle should be at the top of the body. It's
easier from the playing point of view,
however, to have this nearer the playing
hand. Personally | favour a point about 2
below the bridge.

The only piece of hardware | haven't
mentioned yet is the nut, which is a "'half
and half’” nut — half brass and half bone.
Why? Because this apparently allows a
more balanced sound between open and
fretted notes. A good thought.

The materials used for the rest of the
guitar can't be faulted. The body is solid
mahogany with a carved maple top. The
contours are smooth and aesthetically
pleasing, the top arching nicely and the
back hollowed slightly at the top end to fit
the player. The neck is glued on and joined
to the body with a flowing and almost in-
visible join. Thus there is no ‘heel” as
such, and where | have referred elsewhere
to a "heel” | am merely indicating the
place. This shaped area makes the guitar
sit comfortable in the hand when you’re
playing above the twelfth fret, and is most
welcome.

The fingerboard is ebony — not that
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