May 1980
Uu.S.s

SCOTT GORHAM
X Life of a Lizzy
b GENESIS

. Then there were two

, SPYRO GYRA
o / They did it their way

|| e BUGGLES
The plastic people

Instrument Reviews: Music Man bass, Masano
acoustic,Premier Club C1 kit, Matamp combo.



fact:
' the PRO MASTER sound system

is not an evolution...
it’s a full-blown REVOLUTION!

The PRO MASTER modular sound system ushers in a new generation of sound system
versatility, reliability, and quality for today’s entertainers, musicians, and speakers—for
use in settings as diverse as intimate clubs, lounges, large auditoriums, churches, and
schools. Its multitude of performance-proven features is the result of sophisticated
computer design techniques, advanced materials, and countless hours of personal
consultation with performers and sound technicians.

Revolutionary New Console

Finally! The best of both worlds. A console so easy to use that it won't
overwhelm the beginning group, yet with the advanced features and
capabilities required by experienced professional performers—such
as pre-fader monitor mixing, effects and/or buiit-in reverb, with their
own tone controls, LED clipping indicators with attenuators on each
input, and full patching facilities for every system component. Super
power: twin 200-wait solid-state power amplifiers! Doubles as a
stereo recording console for groups that want to "lay down a few
tracks” without paying for studio time, or can be used as an uitra-
sophisticated keyboard mixer with power. Unitized ARMO-DUR™
structural foam combination case and chassis makes it more durable
than steel. Ultra-light: only 47 pounds.

Revolutionary: Variable Dispersion
Sound System

Advanced new variable dispersion high-frequency horn system
projects your sound—everywhere in the house, giving you a choice
of 60° long-throw, or 120° wide-angle dispersion with the twist of a
knob. Tailors the sound to the room—even L-shaped rooms.

Revolutionary New Loudspeaker

Every extra ounce—every unnecessary cubic inch—has been
computer designed OUT of the PRO MASTER loudspeaker. Modern
materials and moulding techniques accommodate a high-
performance 15-inch woofer and high-frequency horn and
compression driver in a startlingly small, efficient enclosure. Less
than 28 inches high, 23 inches wide, 16 inches deep. Weighs an
easy-to-handle 58 pounds. Yet, the power handling capacity is a
remarkable 150 watts, and the frequency response is 50 to 15 kHz.

PLUS. ..Revolutionary: FEEDBACK FINDER™/Equalizer
PATCH BLOCK™ Patch Panel
LED Status Indicators

4] SHURE |

PRO MASTER™ sound system

Shure Electronics Limited, Eccleston Road, Maidstone ME15 6AU—Telephone: Maidstone (0622) 59881
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GRAHAM PARKER € GUILD

LI ROCK AND ROLL is riding a New Wave...thanks
- - tobands like Graham Parker and The Rumour.
Graham sings lead, plays Guild, excites a fan
following that has grown blgger and bigger since
Howlin’ Wind in 1976.
Graham brought his tough, pounding style from
Britain to the States, where the passion in his
- songwriting has become a trademark. He’s forceful,
demanding, impatient with anything that isn’t
perfect. That’'s why he plays a Guild.
Getting into the New Wave? Get into Guild.
It'll take you wherever you want to go.

Guitd

HAND-MADE IN U.S.A.

»
..

Guild Guitars (U.K.)
Saltmeadows Road, Gateshead NE8 3AJ

In U.S.A. address Guild Guitars,
225 W. Grand St., Elizabeth NJ 07202
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in UK. send 0.25p inUS.A,
for catalogue and price list. include Zip.



Tony Horkins gets out the red
book and says. ..

Scott -Gorham

This is your Jife
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going on here. Back in

July ‘79 BEAT featured
the then Thin Lizzy guitarist
Brian Robertson on the cover,
and within a couple of months
he had left the band. But we
tried again. January ‘79 and
Gary Moore said cheese and sat
pretty for the front page. Come
the summer, he too retreats
hastily from Lizzy’'s front line.
Now, we try again, and if Scott
leaves the band after this you
have my promise that it's the
last time we feature a Thin Lizzy
guitarist on the cover of BEAT.
I’'m beginning to feel guilty,

Over the last few months
Scott has been kind enough to
express his opinions in the
review pages of our magazine.
Out of the equipment he’s
reviewed he’s already bought a
Yamaha combo which he used
on Lizzy's newest album. He
also had a go on the Carlsbro
lead combo that Brian
Robertson reviewed for the
mag, and he bought one of
them to use at home instead of
his Boogie. Apart from that he
slagged off Charlie and loved
Gordon Smith, while inventing
brand new technical terms like
“popping its P’s’’. So now,
Scott Gorham, this is your
life...

Scott was born 28 years ago
in L.A., California and picked up
his first instrument when he was
thirteen years old — the bass
guitar.

| was in Junior High School
and | went to this school dance
and they had this band there
called The Original Continentals
who were playing a bunch of
surf music, and things like that.
They didn’t really have a lead
singer. They just had this guy
that would walk up to the mike,
chant a few things, put the mike
down then stick his thumb up
his arse. But | thought it was
pretty good. | was looking at
these guys, and all the chicks
were looking at them.

So me and these two other
'guys went to school the next
day and said ‘Well, if they can
do it, so can we.” “And so, a
star is born.

It transpired that the rest of
his school buddies already had
their instruments sorted out and
the only thing left to play was

& here’s something strange

the bass. Young Scott wanted
@e in a band so much that he

didn’t give a damn what he
played, so the bass it was.

"} wanted an lbanez bass,
and back then |banez were just
crap, and | had this little purple
amplifier. We had some re-
hearsals and | really didn’t know
what | was doing on the bass.
They just yelled 1,2,3,4 and I'd
just pump out any fucking note.
Then we got this guitar player in
the band and again they yelled
1,2,3,4 and | pumped out any
note again and this guy turns
round and says ‘What the hell

were doing. | got better and
better and eventually { was
pretty damn good at it."”

It was round about this time
that his guitarist friend who
taught him the bass riff got
killed in a motorbike accident,
which led Scott to drift from one
band to another.

| was in and out of a lot of
bands, and the main reason for
me quitting was because nine
times out of ten | thought the
guitar player was full of shit. So
| thought I'll go out and play

His custom built effects rack. The gap in the top right corner normally

houses a Yamaha tuner.

are you doing?’., | said ‘Well |
don’t know, man, I'm just
hitting the fucking strings!” So
he told me that's not how you
do it and he started teaching me
the names of the strings and the
names of the frets.”

The guy taught Scott the
standard twelve bar bass riff and
he was so proud that he knew
how to play it he decided to use
it on just about every song the
band played. Obviously they got
a bit fed up with the riff so he
thought he’'d better sit down
and learn maybe one or two
other ones.

| used to listen to the bass
players on some of my records
and try and copy what they

guitar, and maybe ['ll satisfy

myself that way. So | got myself
a really shitty cat gut acoustic
guitar and practised chords and
that, and the bass lines I'd
learned came in handy too.
Through my bass playing ('d
learned my way around the neck
so it wasn’t that hard to switch
to guitar. From that time on |
forgot about the bass and just
carried on with guitar.”’

The first time he actually
played guitar for real in a band
was when he was about 19
years old. It was a group called
Red Eye and they only did one
gig. Around this time his major
influences were Jeff Beck and
Eric Clapton.

““Hendrix was just too far out
there for me. | loved all the
sounds that he got but there
was no way | could sit down and
say I’'m going to play just like
Jimi Hendrix. In those days !
used to practise a lot because |
was real desperate to be known
as a guitar player, rather than a
bass player. A lot of people
wouldn’t let me be in their band
as a guitar player because | was
known too much as a bass
player.”

Between Red Eye and Thin
Lizzy he was in a number of dif-
erent bands, mainly with his
brother-in-law, Bobby Benberg,
the drummer in Supertramp.
They used to work on a system
where one of them would get in
a band and he’d suggest to the
rest of the band that the other
one should join., Bobby moved
to England in 1971 because he
thought there was more
happening here and spent two
years talking Scott into coming
over too. When he got over here
he got a little pub band together
and started doing the rounds.

“"We were playing pubs all
over London and through the
band | met a iot of different
musicians and heard through
the grapevine that Lizzy were
looking for another guitar
player.

"One of these people that I'd
met asked me if | wanted him to
put my name down for an
audition. | said yes but I'd neve-
heard of them. I'd seen their
name in the music papers but |
didn’t know who the hell they
were. | went down to the
audition and Brian Robertson
was already there, plus Brian
Downey and Phil, and | turned
up with my Japanese Les Paul
copy and my lumberjack jacket
and baggy jeans screaming ‘‘Hi
guys, I'm here!”, and they all
looked at me and went “Oh
God, here comes another one!”’
Apparently they’'d gone through
about 20 or 30 guys who were all
real jokers. They taught me
about 4 or 5 songs of their and |
caught on really fast and | guess
that surprised them a bit. At the
end of the day | packed up my
guitar, said thanks and they said
"Just a minute, what's your
phone number?”’ So Phil takes
out this little piece of paper
about an inch long and writes
down my number and | thought
“Well fuck me, they can’t even




give me a full piece of paper. |
just get a torn of little corner.”

With thoughts of failure in his
head he was more than just
surprised when Lynott rang up
that night and asked him to join.

““My first thought was well if
they can only afford the corner
of a piece of paper for my phone
number, what are the wages
going to be like?*’

At that time Lizzy’s deal with
Decca was up and they didn’t
have another lined up. They did
2 smalt tours of England which
culminated in a night at the
Marquee with all the big biz in
attendance. Phonogram were
first in and with the new line-up
only three months old they went
into the studio to record
Nightlife. Personally speaking |
still rate Nightlife as a superb
and timeless album which
boasts some fine guitar playing
(listen to Robertson’s solo on
the title track) and holds the
original version of ‘Still In Love
With You’, featuring Gary
Moore on lead guitar.

""We hadn’t been together for
long enough to work out a
whole album’s worth of good
material, “"Hence Gary Moore's
helping hand. Gary had been in
Lizzy for a short while previously
when the band were just a
three-piece. Although ‘Still In
Love With You' was the only
track on Nightlife that Scott
wasn’t playing on he does admit
that Brian Robertson was more
active as the band’s lead guitar
player in those days.

‘Even though we like to say it
was split up 50/50 Brian did
more. Back then he was the
better player.’’

It occured to me that while
Brian was in the band it was
more obvious that he was a
better player than Scott, and
when Gary Moore joined |
thought it wouldn’t be too long
before Scott decided to just give
up. However with Moore in the
band Scott seemed to go
through a drastic improvement,
developing the melody in his
playing and tightening up the
sloppy notes evident in earlier
days. What brought on the
improvement?

I don’t know, | guess it was
fright! | knew | had to pull out
my thumb and start to become a
better guitar player. I'd got
really too lazy about guitar play-
ing and | guess that when Gary
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The pedal board is hidden behind his front monitor,

came in | just had to try that little
bit harder. It made me pull out
all the stops and think of myself
as a real guitar player. | started
practising a hell of a lot more”’

About ‘the Gary Moore thing’
that has been talked about and
speculated on a million times,
Scott has this to say.

’Gary changed a lot when he
got in and | guess he just got a
little bit too big-headed about
everything and it just got weird.
After about six months things
really started to go downhiil and
people started realising that the
pacing on stage had just got
completely out of hand.”’

With that we stopped talking
about Moore and started taiking
about new man Snowy White.

“Snowy’s great because
there’s no ego weirdness and
he’s such a fucking great player
and he's coming up with some
really great ideas. He's never
had a chance to do any of the
publicity stuff, the photo
sessions and the interviews so
it's like a whole new world for
him. When he does it it's just
like he's always done it, so he's
really good that way. And of
course with gigs he’s played to
some of the biggest crowds in
the world when he was playing
with Pink Floyd.

""He’s a really bluesy type of
player but he can play anything.
Right now it's just a matter of
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Scott gets ready for a good picking session with his ‘59 Les Paul. /
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him getting used to our music
and already he’s doing it and
he's fitting in great.”

When Brian was in the band
they had the perfect guitar
match. Scott would hammer
out the big chord while Brian
would play the three-string riff.
That magic got lost somehow
with Moore in the band, is it
going to come back with
Snowy?

“Well I'm not going to tell
Snowy how to play his guitar.
Some of those kind of things
might be gone forever but then
again a new thing is going to be
created. |t could be even better’’

What direction do you see the
band going in?

| don’t know what direction
we're going in, we're just
playing music. That's the only
direction | know about. There is
no planned direction that every-
body's going in, you can’t do it
like that otherwise everyone will
just go nuts.”’

And with that we had to end.

Scott pictured with his stage gear line up at Shepperton Studios.

R .

The interview was conducted at
Shepperton studios where the
band were rehearsing their live
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set for the current tour.
Although still a little rough
around the edges, the addition

Like most pro musicians
Scott has a whole load of
guitars, but his main one is a
1959 Gibson Les Paul, which
he’s holding on the cover
pic. Apart from that he’s got,
likes and uses a black
Yamaha SG 2000 and a
Farrington Les Paul. All
guitars are fitted with Dean
Markley strings.

As of late he’s stopped
using Marshall gear and
moved over to Burman,
apart from the 50 watt
combo he uses as a monitor.
On stage he uses two
Burman 100 watt amps and
two 4 by 12 Burman cabs. In
the studio he uses one of the
Burmans with one of the
cabs and the Yamaha G100-

SCOTT'S EQUIPMENT

112 combo that he reviewed
in the Dec/Jan issue of
BEAT. When he uses it he
by-passes the Yamaha
speaker and uses the
Burman cab.

Both on stage and in the
studio he uses a number of
FX, which have been
custom built for him. in the
rack he's got an Altair
alternator, a Yamaha tuner,
two MXR flanger/doublers
{he has two and sets one
permanently on flange and
the other on double), a
Mantec Logic seven and a
Dynacord DRS 78. All of
these are remotely operated
with a custom-built pedal
board which he hides behind
his front monitor.

of Snowy sounds as though it
will be a fruitful one. His playing
is relaxed yet still has an edge of
urgency about it.  Brian
Downey, as usual, never falters
off the beat and Lynott plucks
out a basic riff while
concentrating mainly on his
inimitable vocals.

And then there’s Scott. The
man yawns and gets bored like
every other human being, but
I've never seen him on a
downer. When most people
would be shaking in their boots,
Scott keeps a grin firmly across
his face. The eternal joker, the
laid-back American that made it
to the big time. Out of all the
people in Rock’'n’Roll I've had
the good fortune to be able to
meet, Scott is one of the
friendliest and most genuine,
with a rare talent for guitar
playing and a sharp ear for a
good joke.
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When someone with the reputation of
JBLlaunch a new range of speakers, they’ve
got to be better than anything else.

Even our own.

And we’ve done it with the ‘E series?

Sodo you really getincreased power
handling, greater efficiency and even lower
distortion levels than you got from our own
highly-acclaimed ‘K series’?

Absolutely.

How? Years of intensive research and
development have culminated in an entirely
new kind of speaker.

First we looked at the magnet. Our ‘K
series’ was renowned for the excellence of
the Alnico magnet. For the ‘E series’ we've
superceded even our own almighty Alnico-
with a new design of ferrite magnet that
out-performs and out-classes any other.

It boasts SFG.

Symmetrical Field Geometry. The
production of a totally symmetrical magnetic
field to greatly reduce third harmonic
distortion.

The)BL'K series’'made news.
The newJBLE’s’ will make
headlines.

And to eliminate second harmonic
distortion (asfar asis technically possible)
we've fitted an aluminium Flux Stabilising
Ring.

Alot of changes? You’re right.

But the things that don’t change are the
.. superior manufacturing standards that made
ourname.

Like the hand-wound coils of aluminium
ribbon, the specially developed high-
temperature adhesives, the cast aluminium
frame and assembly instead of stamped sheet
metal. They’re all part of the drive towards
optimum efficiency and higher powerrating.

So to put a headline in your backline,
just post the coupon and we’ll be happy to
send you all the information.

JBL‘E series!
Name
Address

_ Postcode
Harman UK, St Johns Road,
Tylers Green, High Wycombe,
Bucks. Tel: Penn (049 481) 5331

BLAZELYNN ADVERTISING LTD

Bl.JBLS
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Q: This is the first time you've
played more than just key-
boards?

TONY: That's not strictly
true. I've played acoustic guitar
many times on Genesis albums.
A lot of people wouldn’t be
aware of that. On tracks like
‘Supper’s Ready’ and ‘Musical
Box’ and ‘Cinema Show’ par-
ticularly there have been two
basic acoustic guitars and !'ve
been one of them.

Q: Is it fair then to see your solo
album ‘A Curious Feeling’ as an
explanation of a myth?

TONY: When {'m not writing

from existing sources | tend to
find myself writing in allegorical
ways. I'm too self conscious to
really think in purely personal
terms and if | wrap it up in a sort
of a story — | mean something
like ‘A Trick of The Tail' is a
prime example of a song that is
just pure allegory and it's
simple. To interpret a ‘Trick of
the Tail' takes very little
knowledge. | think anyone can
do it if they bother to — This
thing is a bit like that although |
see it more as a story and more
of a surface thing. | think a lot of
it is quite self-explanatory. Itis a
story and | think a lot of it is
fairly obvious.
Q: It is built on a very suspect
hypothesis — the notion that
you can have love or power but
not both — the second song
seems to suggest that?

TONY: Well that's the key
song. | agree with that as a
weakness. But you’ve got to
think of it as a ten year old boy.
It's a question of what he under-
stood at that stage. What he
knew. When you’re 10 years old
you know absolutely nothing
about relationships with
women. The thing is he doesn’t
realise what the choice is. The
other thing that is important
about the song is that it is called
‘The Lie’ and the point is that
people often believe things that
never actually take place. You
convince vyourself that some-
thing happened that didn't
actually happen. | was trying to
get across a lot of things and
with a lyric to try and get across
a lot of information is very diffi-
cult. If it’s a little vague then
that's my fault but you just
cannot get across that much in-
formation in a lyric unless you
want to have a whole string of
information on an album cover

GENESIS

and then the cover looks like a
newspaper. | don’t like that too
much. | never liked the inside
cover of ‘The Lamb Lies Down’ |
always felt that put off 90% of
the potential audience who just
thought it was silly.

Q: Why did you actually decide
to do this album?

TONY: Well the most im-

portant aspect of it was that |
wanted to write a song about a
man consciously losing his mind

they know that it's going and it
will never come back again. |
just wanted to write about that.
The particular song where it
occurs is a tragic and very sad
song. It was even before | wrote
any lyrics to it. That was to me
the cornerstone of the whole
album. That was to try and get
across in one song the feelings
of a man who was consciously
losing his mind. The other key
song is the song immediately

Tony Banks and Mike Rutherford
bare their solos and talk about their
recent independent waxings. First
Tony talks to Bruce Elder. . ..

so that he.knew he was losing it
which happens obviously with
certain ilinesses. People know
their mind is slipping. Some-
times you see people, par-
ticularly old people, who are
losing their mind and you
wonder what is actually going
on in their minds as they feel it
slipping away from them and

after that which was first of all
an instrumental track ‘The
Waters of Lethe’ which is
supposed to interpret his fight-
ing against that feeling and then
his calm acceptance of it.

Q: That again is using
mythology?
TONY: Yes. | know. |

originally wanted to call the

album ‘The Waters of Lethe’ but
then | realised I'd have to
explain to virtually every person
| came across what it meant. |
thought, *“I can’t face that’ so
I'll call it ‘A Curious Feeling’ and
have a track called that at the
point on the album where it's
relevant. The idea was that he’d
lose his memory and the idea of
the waters of Lethe is that it's
the one you bathe through to
lose all your earthly memories in
the Underworld. It just seemed a
lovely idea of an image. It had a
very watery feel to it and it just
seemed perfect for it.

Q: Where did you find your
vocalist?

TONY: A lot of people were
trying to find vocalists for me
and we just listened to a lot of
tapes and | had quite a few
recommendations and Kim
Beacon was the guy | used.
When | heard a tape of him |
thought he was ideal.

Q: Do you sing on this album?

TONY: Not a note I'm glad to
say. Kim does all the backing
vocals but he was obviously
directed by me. | mean he'd
never done that kind of thing
before because he’s very much
a spontaneous sort of singer. ..
a Rhythm’'n'Blues singer. ..
that's what he likes to sing. So
he quite enjoyed being restricted
in this sort of way. He's got a
really nice voice. It was different
working with a singer who was
perhaps a very natural singer as
opposed to say someone like
Pete whose a much more con-
trived singer which is nice in a
different kind of way. It's
interesting that because Pete'is
a very good natural singer if he
let's himself sing naturally but
he so rarely let's himself do it.
He hasn’t really done it on any
of his solo album work yet.
Sometimes when he sings spon-
taneously with the piano he can
sound really good without think-
ing about it too much but he
gets terribly hung up about
using effects on his voice and
trying to-get it right. | think it's a
pity but that’s my own opinion.
Q: You open the album with an
instrumental track which aimost
sounds like an overture in a way
because you've got a very heavy
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organ sound in that. Is there a
specific reason for opening it

that way?
TONY: Yes. That track
was... | wasn’'t sure if | was

going to use that track on the
atbum or not and | used that par-
ticular piece of music in a film |
did recently called ‘The Shout’
and that was the main theme
used in it. It was also used
extremely badly in the film |
think but | thought the film was
good. [ just felt I'd like to use the
piece as it stood because a lot of
the music that came on the
album stemmed from that idea.
Interesting as well is that the
song itself is a variation on a
song that appeared on 'And
Then There Were Three’ called
‘Undertow’. This track is called
'From The Undertow’ because it
is an extension from it. There’s a
climatic theme in the middle of it
which is a sort of variation on
the main chorus theme of
‘Undertow’. It's a very short
piece. It's slightly disturbing. It's
an exercise on a particular
chord. | thought it was a good
place to start. | liked the first
chord. It's a good first chord for
an album. Also | didn’t have -a
starting track. In lots of ways
the album starts with the first
vocal track and it's not a good
opening track that. | needed
something. | wanted to use this
piece of music. | felt it was
appropriate. So those are all the
reasons why | used it. A good

first chord | think is the most
important thing.

Q: On the album what instru-
ments do you play?

TONY: They are the same as |
use with Genesis plus one or
two that | have acquired since
the last album and one or two
that were lying around the
studio where | was recording. |
tend to use whatever is avail-
able. The main extra instrument
| used was the Yamaha CS80
but that’s not used that exten-
sively. The main keyboards used
on the album are the Yamaha
Electric Piano. A CP70 | think
it's called. And also the
Polymoog and the ARP 2600.
Those are the three main ones
and | use endless multi-tracking
of those three plus sometimes
adding a couple of CS80 tracks,
a certain amount of guitar, a
certain amount of bass.

Fuzz boxes for example, when
they were the only one that was
around for a long time, there
was an awful lot you could do
with them. You used to get
sounds using electric piano
through fuzzbox that were really
quite original. They would
sound like synthesisers except
synthesisers hadn’t been
invented at the time... | won't
say they hadn’t been invented
but | certainly wasn’t using one.
Q: What about the other in-
struments?

TONY: | play acoustic guitar,
a little bit of lead guitar. On ‘The
Waters of Lethe’ the lead is
taken by a guitar. And there’s a
certain amount of aggressive
guitar work done on one or two
things. Just sort of hitting the
chords hard. There’s bass
throughout the album.
Q: The temptation must have

‘A good first chord | think is the
most important thing’

Q: Are you very fussy about the
instruments you use?

TONY: | like to keep an eye
on what’s going on particularly
when it comes to effects
bubbles. | think effects bubbles
can do more than anything else.
You can do so much with them.

been there to use people from
Genesis?

TONY: Instantly | thought of
making a solo album the first
thing | got in my head was that |
wasn’t going to use any of
them. The only person | would
have considered using out of all

of them would have been P%
because (a) he does do a lot of
work for other people anyway
and (b) drums are a thing | really
can’t cope with. When it came
to guitar and bass one of the
reasons for making a solo album
was so | could do it because |
wanted to do it just for the hell
of it. | reckon | can play bass as
well as a lot of people who call
themselves bass guitarists. OK
so | know | can’t play as well as
good bass guitarists but | can
do it as well as some people who
get away with the name of bass
guitar and so | thought “Why
not,” | didn’t really need any-
thing that good.
Q: Is that a desire to play other
instruments or are you normally
happy playing keyboards?
TONY: Well as | say it was
fairly arbitrary that | ended up
playing keyboards. | could have
ended up playing guitar. ['ve
never been very good on guitar
but that's because | never de-
veloped as a guitarist. For a long
time I|'ve known the basic
chords so | got myself to a cer-
tain standard so | could under-
stand what guitarists were talk-
ing about and also so | could get
across certain ideas to them. I'd
rather show them a chord shape
rather than having to say “"Well
try and get B Flat minor 7th"’.
Also Mike Rutherford has never
been very keen on using terms
for things. He’s not very good
with the musical notation stuff.
He does it much more by feel.
So it’s really useful to know how
to play it yourself.

In Time with the Tunes .
In Tune with the Times.

Either way, TEMPO-CHECK, the new quartz controlled
microcomputer for musicians, helps you get it right.

Much, much more than just a precision digital metronome,
TEMPO-CHECKS 2 programmable memories (beats per bar and
cross rhythms) give over 120 combinations. Tap the Tempo button
and the computer calculates your speed and there are also

12 quartz controlled tuning notes from C to B.

TEMPO-CHECK is now essential equipment for many top
musicians. At only £62.50 (inc VAT) can you afford to be without

one!

From leading music stores, or write to:

Pulse Designs Ltd.,
Park Farm House,
Ashtead,

Surrey.

Tel: 03722 72197

Trade enquiries welcome.




ol it woj,”’ started
V| IW Genesis  bassist
Mike Rutherford

when asked about his recent
solo album ‘Smallcreep’s Day’.
But knowing that he’s normally
a well-spoken individual | let him
finish his sandwich before
continuing the questions.

Mike is sitting in the West
London office of his publicist,
en route to a photo session. So
the instructions are to keep the
interview brief.

You were saying Mike.

“"Well it was about the begin-
ning of 1979 when | started
writing. | didn’t know what |
was going to do. | had old
material, and | thought V'll use
that. But when it came down to
it | couldn’t face any of the old
stuff. | wanted to start afresh.
And after writing for about six
weeks | found | had a mixture of
songs and a lot of bits, which
worked very well as bits. But
when | tried to join other bits to
them | felt they were weaker.

LYRICAL

"“So | decided to do one side
of the album as a long piece,
and obviously | needed a lyrical
idea to join it all together.
That’'s when | went for ‘Small-
creep’s Day’, which was a book
| read three of four vyears
before.”’

Was the course of the album
meticulously planned?

“No the form of the album
took shape as | went along
rather than setting out with
definite ideas, which is the way |
normally work."’

Owners of ‘Smallcreep’s Day’
will know that the distinctive
singer on the album is Noel
McCalla, who used to be with
the now defunct Pub-Rock
Funk/Soul band Moon. Wasn't
he an odd choice for Mike to
make?

“Well | had a very bad time
with singers, they kept on
letting me down. | had wanted
Chris Thompson from Manfred
Mann, but that fell through.
Someone had put Noel on a
short list when Pete (Gabriel)
left years ago.”"

- REVELATIONS II

MIKE RUTHERFORD

He was suggested as a re-
placement for Pete Gabriel?
“"That's right. Nothing came of
that, but | dug out a copy of this
old Moon album that someone
had sent me. | really liked his
voice, but he was doing very
different stuff to what | wanted
him to do. It was very Souly.
But | always believe that a really

good voice if their into it can
sing surprisingly varied styles,

which he showed on the
album.”’

‘Smallcreep’s Day’ was re-
corded at Polar Studios in

Stockholm, Sweden, which was
built by Abba. Was it the facili-
ties that attracted Mike?

“Well | recorded out of the

country purely for financial gain.
it's all very painless, you leave
the country for two weeks. But
I’ve got a feeling now that if we
didn’t do it for financial reasons
we might do it anyway. | like
shutting myself away for two
weeks. | get so much done in
that time. There are no
distractions.

12



""We'd heard about this place,
and our producer Dave
Hentchel went over there and
was most impressed. And be-
cause it was built by Abba, who
aren’t short of a few bob, it's
very well equipped, and has the
best money can buy. That
doesn’t necessarily guarantee a
good studio, but what's nice
about it is the control room,
which is the size of most
studios. It's all natural wood,
which gives it a very light atmos-
phere. It wakes you up and
keeps you going.

CONTACT

“The control room s
hexagonal and the studio is built
around three of the sides, so
you've got very good contact
wherever you are. And when it
comes to overdubbing,
especially on a solo album,
where a lot of it's me, | just
shove all my gear in the control

room, apart from the micro-.

phones.”

When he's in the studio Mike
says he doesn’t have any set
sound in mind.

"'l go purely for what my ears
say is nice. | don't believe that
perfection in sound is that
important. There's the odd Neil
Young track where all the
meters are in the red, the whole
thing is over the edge, but it
sounds great.”’

And now to the part of these
interviews that you wait so
eagerly for — the formative
years.

BASS

'’| started playing guitar when
I was about eight, and made
very slow progress. Then when |
met the rest of Genesis at school
the other guitarist was better
than me, so | had to be bass. |
now love bass, and | always
forget how much | do love it, |
don’t write on bass, and you
can’t play bass by yourself; it's
only enjoyable in a group situa-
tion. So when we do an album
it's a case of blowing the dust
off the bass."”

Can you remember the first
bass guitar that you owned?

DRIVING

““Yeah, that's easy, it was a
Gibson EBO. Pretty duff it was

‘I go purely for what my ears say is
nice. | don’t believe that perfection
in sound is that important’

too. Then | got a Rickenbacker
which | stayed with for a long
time. | iike the Rickenbacker
sound. In the right place | like a
bassy bass sound, but on a driv-
ing track | like the bass to have
cut.”

From there, Mike was won
over by Shergold and he hasn't
changed since.

| got into Shergold because |
was trying to get a good electric
12-string. I'd had double-necks
— the Rickenbacker bass and
12-string. But the 12-string | just
couldn’t handie on stage. It was
OK for chordal work, but if you
tried picking on it you got a lot
of "distortion. | really liked the
Shergold 12-string and |
approached them and said ‘do
you have a bass? They brought
one around and | was most
impressed. Then | got them to
join the two, which they did very
cheaply because it was a
promotional thing for them. But
those guitars aren’t expensive
anyway. The bass is the part of
it | really like; it's got the warmth
when you want it, but it has the
cut and bite as well. it's the only
bass I've got. !t's silly really, but
for this album | wanted a
different bass sound, but | didn’t
have any other basses."”

FRETLESS

Mike then remembers that he
has an old Microfrets six-string
bass and a Hagstrom eight-
string. “‘But they’'re odd basses
for odd tracks, not the sort of
thing that you can wuse

frequently. | must get a
fretless.”

On the guitar front Mike is
very much a traditionalist.

""The main guitars | like are
Strats for chordal work; | like
the very bright cutting sound.
And I've got an |banez,”
{pauses while he racks his brains
for the model). "It has three
little pots on it and was co-
designed by Steve Miller of ‘Fly
Like An Eagle’ fame. Iit's
amazing for recording. You can
make it sound like a different
guitar. And we have a roadie,
Jeff, who has something like a
guitar hire shop. He has about
30 guitars which | have constant
use of. But on the solo album
and on the last group album |
tended to use nearly all Strat.”

SYNTHS

On the guitar fringe Mike
mentions that he uses two
guitar synthesisers, the Roland
and the Avatar.

"’On the Avatar | really like the
Hex Fuzz. But the tracking’s not
so good on it. It's OK live if you
miss a few notes now and then,
but on record it's not on. | find |
have to put foam under the
strings and occasionally put a
capo on it.

“The Roland on the solo
album was a great help because
of the polyphonic sound. Given
a bit of echo, chorus and
vibrato, it can produce a very
nice stringy sound. And it meant
when | was writing ‘Small-
creep’s Day’ | was able to write
as if | was playing a sustain

‘Quite a lot of the sustain sounds
on the album are a mixture of
keyboards and guitar synth.’

instrument, because | don’t play
keyboards.

"The last track on side one of
the album, ‘At The End Of The
Day’, the stringy sounding thing
was written on the guitar synth.
I wouldn’t normally have written
something quite like that. So |
find it invaluable.

“Quite a lot of the sustain
sounds on the album are a mix-
ture of keyboards and guitar
synth. It's quite good, because
you get a slightly different
quality mixing the two. It's
slightly rougher than straight
keyboards, it has a quality which

keyboards, being slightly
smoother and sophisticated
don’t have."”’

CLIFF

What music did the teenage
Mike Rutherford listen to?

“Well obviously The Beatles,
Cliff Richard. Cliff | think was
the first person | listened to. 'm
a big fan of Cliff. He was per-
forming at the first concert |
saw, and I've always liked him.
He had a bit of a dodgy period
around about the Eurovision
Song Contest. | liked him and
The Kinks and a lot of that era,
the days of great singles.

RADIO

"Then Genesis started and
we all had that sort of influence.
But as the group developed |
listened to iess and less. | listen
to the radio a lot when I'm
driving up to town, but doing
your own material the last thing
you want to do is listen to
someone else."”

As Mike if there’s any current
band that he particularly likes
and one name immediately rolis
off the tongue.

POLICE
"“The Police, but who
doesn‘t. There aren’t many

groups who can play with
rhythm the way that they do;
and Elvis Costello, Nick Lowe.
But | feel there are great barriers
put up by the media. Genesis
are regarded as old-fashioned.
But ! listen to some of the music
around and there isn‘t much of a
difference, | don’t think. Good
songs are good songs.””’

MARKPALMEB/
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hen you're just dying
to put out some
records and none of

the big boys want to know,
 what do you do? If you're Jay
Beckenstein or Richard Calan-
dra, you form you own record
company, that’s what you do.
Sounds straightforward, sure,
but despite the easy delivery of
the story, you can be sure that a
lot of perspiration, not to men-

tion money, went into the
operation. Beckenstein, the
smooth-playing  saxist and

helmsman of Spyro Gyra tells it
like this: ‘I ran into Richard
Calandra, Ritchie had been a
drummer and he was in a very
severe auto accident. He came
out of it a year later, out of the
hospital and he was really unable
to be a drummer because he
had broken too many bones,
and when he was sitting in that
hospital bed realising that he
wasn’t going to be a musician
he decided he still wanted to
stay in music and so he started
dreaming about forming a
recording company.

"“He had some money, he got
an insurance settlement, and he
met me just as he was coming
out of hospital, and so he shared
his dream of a recording thing
with me.” They called it Cross-
eyed Bear records. | borrowed
some money, | had a little saved
and | borrowed some, and | mat-
ched his funds, and between the
two of us we recorded about six
or seven different acts, all local
people, and didn’t have an awful
lot of luck selling it. We had an
awful lot of luck getting a good
studio deal, and we had a lot of
luck not making
mistakes in recording, the recor-
dings came out pretty good, but
we were not skilled in the
business end or the legal end
and we inevitably got ripped off.
So we ended up running out of
money and the last thing we did
before the money ran out,
almost as a farewell gesture to
the whole thing, was we put out
the first Spyro Gyra album on
our own record label. It was a
sort of home-made album, and

o

SPYRO CYRA

terrible |

Are the big record companies always kicking sand in
your demo? Don’t despair, form your own label and
gain pounds quickly and easily. Jay Beckenstein,
the man who put the sax in Spyro Gyra, tells Paul

Sexton how it’s done.

/
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SPYRO -
GYRA

that thing took off, and things
have gotten better and better
ever since.”’

Ain’t that the truth. Anyone
who saw Spyro Gyra on their
February tour — | was speaking
to Beckenstein in the middle of
it and he told me "I don’t think
we've played to less than 1,000
people at a concert” — will af-
firm that the band have become
mainstream — three encores,
standing in the aisles, the whole
thing. The ‘Morning Dance’
album did over 60,000 copies
here and bore an appreciable hit
single, and 'Catching The Sun’,
the band’s new album, wasted
no time hitting the album chart.
Does it all surprise Beckenstein?

prro Gyra in informal attire. But which one is Jay Beckenstein?

"'I've come to accept our suc-
cess, | see that there are things
in the music that the public real-
ly wants, and so it no longer sur-
prises me, but initially | wasn't
expecting itatall.”

Jay himself had been playing
with the Buffalo Jazz Ensemble,
but by late 1975 found himself
part of the early Spyro Gyra,
playing bars with bassist Jim
Kurzdorfer and pianist Tom
Schuman, still in the band to-
day. Of the current line-up, he
says: ‘“We'd worked with all of
them in Spyro Gyra at one time
or another, but for the longest
time Spyro Gyra didn't make
money, or it made barely
enough money, and so players
would come and go as their
economic situation deteriorated.
| knew | wanted Tommy

Schuman in the band, | knew |
wanted Eli Konikoff (the drum-
mer) in the band, but up until

)

two years ago, Eli couldnt pay
his child support payments on
what we made, and so couldn’t
be in the band. So there'd been
many people in Spyro Gyra and
when we got some sort of suc-
cess and there were funds
available,| was able to hire or re-
hire the people that had been
the best over the last few years
and put together the best possi-
ble Spyro Gyra.

“I'd played in so many bad
bands, or maybe not bad, but
bands that had little or no direc-
tion and didn’t offer me a lot of
room to stretch out, and so in
the early days of Spyro Gyra, it
was like a great relief, it was a
chance for me to play as much
as | wanted, to play my music
instead of boogie-woogie-
woogie, boogie down, dance-
with-me, and so at first obvious-
ly it was really a thrill. After
about two and a half years of

playing in small bars, it started
to wear thin, but at just about
that time we got into recording

and it opened up a whole
‘nother door and a whole
'nother artistic field.”

So, out came that

eponymous first album, which
might also have been the band’s
last.

"l was proud of what Spyro
Gyra was, so the record was im-
portant to me. Spyro Gyra
which had been around for three
years and which | was very pro-
ud of was about to break up,
because people couldn’t afford
to do it any more, and so to me
the record was ‘'l dont want this
thing to go down without there
being some record of what a
fine thing we had’.

"} remember sitting at home
going ‘Well, If we sell 10,000,
we'll make all our money back,’
10,000 was a dream to me. We
sold 15,000 in the first three
weeks, and ended up selling
200,000 of that record. We were
the best music in the city, and
that's not to say that we were so
great, it's just that there was a
vacuum there. What we were
doing was exciting to people,
but no record company ever
came to Buffalo so nobody knew
about us. The initial success
was based on being loved where
we lived.”’

Beckenstein  acknowledges
the band’s debt to local radio
DJs, who backed the debut
album. “They were personal
friends as well as fans of the
music, and they got behind it
very strongly. My girlfriend’s
got 11 brothers and sisters, and
they alone got me so much radio
play so we worked very hard on
the promotion but it was very
homey."

When ’Spyro Gyra’ began to
sell on Crosséyed Bear records,
it was picked up by Ambherst,
the local distributor. But by the
time the band were thinking
about a new album, they'd
become too big even for
Amherst. Spyro Gyra signed,
through Ambherst, to Infinity
Records, and at last
Beckenstein and Calandra had
ali the funds they needed.

"It was totally different from
beginning to end, | was able to
do anything | wanted to ar-
tistically, | was able to make
'Morning Dance’ sound the way
| wanted it to sound.” Of the
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Percussionist Gerardo Velez breaks ranks for an evening dance with Jay.

first album he says: “’I’'m more
proud of the fact that we were
able to get the album out than |
am of the album itself. The
album to me is flawed, and |
couldn’t help it, | just couldn’t
afford real strings, | had to use a
string synthesiser.”’

All the way around,
Beckenstein seems happier with
the way things are now, and
doesn’t cherish many fond
memories of the old times. ''The
old days were not good. it's
easy to look back and wax
nostalgic about playing in tiny
little clubs within touching
distance of your audience, but |
don't forget that | was working
for 15 dollars and it was snowing
outside, and | was carrying my
own amplifier, and that occa-
sionally a brawl would move
towards the stage. | really don’t
get nostalgic about the old days
atall, | can get drunk on my own
time.”

Choice of instruments for a
band like Spyro Gyra is obvious-
ly very important, and Jay gave
me the lowdown. ‘I use only
Selmer saxophones {you

hear that Selmer, give me some),
and | use a real old tenor, | think
it's a 1938 tenor, and the
soprano and alto are Mark 6s. |
use 3% Rico Royal reeds and
medium face mouthpieces. Our
drummer (Eli Konikoff) uses
Sonar drums, | think they're the
only drums he'll use, our bass
player (Jim Kurzdorfer) is using
a Music Man bass, because he's
getting into slapping and picking
strings and it's a good bass for
that. The guitarist {Chet Catallo)
is using an L5 and | think the
other one is a Fender. The
hollow body is an L5 anyway.
Our keyboardist (Tom
Schuman) is using Fender
Rhodes piano, Oberheim four-
voice synthesiser and a Hohner
clavinet, and Gerardo (Velez,
percussionist) uses mostly LT
percussion.

“I'm using the saxes and
mouthpieces | used when | was
15, | found that it's easier to
change yourself than your in-
strument. Sometimes when you
keep switching your instrument,
you don’t have a centre of
focus, you never know whether

it’s you that doesn’t sound good
or the instrument. So once | did
find an instrument that was
good | stuck with it, and if |
wanted a differant sound, |
changed, as opposed to chang-
ing the instrument, and the
same thing with mouthpieces,
which is even more of a personal
thing. I'm using the same
mouthpieces | used in grade
school, and because of that
they're very familiar to me, |
really know what I’'m doing with

them. I've had ‘em for 20
years."’

Spyra Gyra now takes up
about 10 months of Jay

Beckensteins’ year, but he finds
time to get involved producing
other people, like Michael
Franks in the near future, and
possible the Brecker Brothers —
which would be a particufar thrill
since he rates Michael Brecker
as his favourite saxophonist.
You could start smaller than
Spyro Gyra and get bigger than
they are, but Jay and the other
Spyroids are a pretty good ex-
ample of doing it yourself and
reaping the benefits. All the

same, Beckenstein is cautious
not to encourage others to try
the same route:

“If you're a rich person and
dropping  20-30,000 dollars
doesn’t mean anything to you,
well by all means, go ahead. But
if you're in any kind of position
like | was in, it was an absolutely
enormous gamble, the odds
were just so drastic. A less risky
was of doing it is to try and do
just a couple of songs, and then
try to go to a record company
with that and interest them in
giving you funds to either com-
plete the demo or start an
album. We went about it that
way with some of our acts and
just got turned down, and out of
frustration said '"We’'re gonna
doit ourselves.””

""When friends come to meand
say "Should | do it that way’’ |
usually advise against it. It's
wildcat oilwelling, you sink a
well and the odds are 100-1
against it's gonna come in. If
you like gambling, try it."”’

J
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GUITARS

Fender Strat M/N W/T
Fender Strat R/N W/T
Fender Strat M/N L/T
Fender Strat R/N L/T
Fender Precision Bass M/N
Fender Jazz Bass R/N
Yamaha S/F 1000

Yamaha S/A 1000
Yamaha S/F 500

Yamaha S 800

Ovation Electric Balladeer
Ovation Balladeer

Ovation Legend

Ovation Matrix
Rickenbacker 4001 Fretless

Antoria Guitars up to 35% off

S/H Gibson Explorer
(Ltd edition)

£299.00
£289.00
£280.00
£269.00
£299.00
£330.00
£299.00
£330.00
£199.00
£259.00
£299.00
£199.00
£259.00
£156.00
£359.00

£450.00

KEYBOARDS

Elgam ES 2000 Synth £389.00
S/H Yamaha CS 10 Synth £279.00
S/H Korg Micro Pre-Set Synth  £220.00
S/H Organs from £299.00

Elgam Recital Deluxe down from
£1999.00 to £1599.00

Elgam Recital down from £1699.00 to
£1359.00

Elgam Broadway 500 down from
£1365.00 to £1092.00

Elgam Broadway 30 down from
£1135.00 to £908.00

Eigam Minstrel 210S down from £830.00
to £664.00

Elgam Serenade S down from £445,00
to £356.00

) (%) IRODIK

For more details contact

Tony Robins, Rook, 1 & 1A New Street,
Stourport-on-Severn.

Tel: Stourport {02993) 6797

Situated 20 miles from Birmingham,
15 miles from Worcester,
20 miles from Telford.

AMPS

Randall RE 300/212 down from £729.00
to £579.00

Randall RE120/210 down from £409.00
to £327.00

Randall RE 60/112 down from £318.00

to £254.00
Vox AC 30 £273.00
Vox AC 50 Lead £180.00

Also in stock Fender Rhodes,Custom
Sound, Carlsbro, Rokk, Trucker, H/H
and many many more items at
keenest prices.

| PLEASE SEND MEO:::URTHER DETAILS

|
|
| NAME ] |
I
|
I

| ADDRESS _




Carolina and raised in the

South. — S. Carolina; N.
Carolina; Georgia; Washington
D.C., spent some time in the
states of Michigan and lllinois
too, so my daddy tells me, al-
though | can’t remember those
two states. Later when | grew
up, | lived in New York State
and California. My parents
moved around a lot. My father
worked as a share-cropper, or
sometimes just worked for
different people on farms all
through the South, following
the crops about with the chang-
ing of the seasons and trying to
find better places for us to live.
We left S. Carolina when | was,
| think, about three or four and
went back and forth around dif-
ferent states; one place after
another. My mother would tell
my brothers and me that we
were moving. We would put all
out things in the car and move
on to the next place. Each new
home we got to, my older
brother, Frank, and | would
scrub the floors with hot water
and soap until our mother was
satisfied that we had got them
clean. That's what moving
around meant to us, that and
starting at a new school again.

| guess the first time | came
into contact with harmonica
playing had to be through
hearing Blues. There was a lot
of Blues about amongst my
tfamily and the people in the
places we went. My first
harmonicawas given to me when
| was nine and from that time on
| had a great love for the harp. |
was fourteen before | joined a
band. But, from age nine |
started learning how to play
school songs, train sounds and
western songs. | was a real
cowboy fan, going to movies
and stuff. There was usually a
harmonica player in those
western films. | was always
trying to learn to play those
things from hearing them and
seeing them in the movies, also
hearing things on the radio, that
is hearing western music on the
radio. You didn't hear a iot of
Blues on the radio when | was a
kid. As a matter of fact there
was hardly any at all. But | was
used to hearing the juke boxes
and records and hearing
harmonica. | always wanted to
play like those people. | started
Qlearn a bit — those school

Tvas born in Laurens, South
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A REAL BLOW

FOR THE BLUES

songs, Christmas songs —
things like “‘Frere Jacques’,
“Jingle Bells”, "“Mary Had a
Little Lamb’ and just learning
how to play the harmonica,
getting Blues sound and any
kind of sound | heard, | tried to
produce it on the harmonica,
things like dogs barking, baby
sounds, crying, trying to make it
talk. That was like taking a
beginners course. | didn’t know
it at the time, but, learning how
to play those kind of things gets
you used to the notes and
different holes and arrange-
ments of the harmonica. That
was very important for my
technique. Coming around to
Blues, | always wanted to be
able to play those sounds that |

heard on records. Blues wasn’t
a special music to me — just
everyday music that | grew up
with, and | wanted to play it too.
When | was born there could
have been someone playing
music in the next room, or next
door; if there was a next door
house to the place | was born.
But, at the time, there was
probably someone playing
harmonica somewhere close by.
| have so much love for the
harmonica. That's my feeling
about it anyway.

There were a hell of a lot of
harmonica players in those
days. There were kids around
who played harmonica much
better than | did and | was
always trying to learn things

from them, like playing in the
higher register. | picked that up
from other kids and it's a very
important part of the way | play,
| gradually learned how to do
train sounds, wah-wah sounds
and how to play single notes.
Tongueing on the harmonica
was just a thing | did naturally.
Nobody ever showed me that,
but | just put my tongue on the
harp, probably liked the way it
felt, something about the wood
or the metal, one of those
natural things to do. Natural
things are fine, but you must
practice them in order to
improve.

Moving along to when | was
fourteen, | first had my own

continued over

Harmonica player Johnny Mars is alive and well and

now living in

England with

his hot little

Rhythm’n’Blues band 7th Son. Here Johnny relives
his youth and gives a few words of advice to

budding blowers.

/
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GOHNNY MARS
CONTINUED

band in high school and played
some harmonica, but mostly
sang. Then, after | was out of
high school, | joined a Blues
band and got a lot of experience
there. | feel my style of playing

developed then. | listened to
other people playing live,
and on records, harmonica,

saxophone, guitar and organ
sounds. That was quite fascinat-
ing to me, trying to get organ
sounds. After that | had a band
in California. That was a very
important part in my life, when |
went to live in San Francisco. |
learned a lot from musicians

guitar sounds, to get the
screams out of the harmonica,
instead of just playing straight.
I've blown out a lot of
harmonicas that way too. But |
picked up a lot from listening to
those people.

In California | began playing
through more than one amplifier
and started blending sounds to-
gether to get really sharp
sounds, using a very small
crystal microphone — a cheap
microphone — so | could get a
tinny, distorted sound. Then |
got into better quality micro-
phones, with a more expensive
microphone the sound is much
better to start with, starting
through from mike to amplifier.
If your amp is equally as good as
your microphone, then you can
be sure of getting the natural
distortion sound from the

talking into a telephone and not
getting any response from the
other end. | have a microphone
that | designed and had made, it
has two volume controls which
enable me to get traces of feed-
back, to tail in on certain notes
or riffs, as well as being able to
become louder, or quieten the
volume to stop feedback, when
I don’t want it. Harmonica
players, or any other musicians,
will know exactly what I'm
talking about. Most harmonica
players have to run to the
amplifier to turn the volume
down, or bring it back up. The
volume controls on the mike
enable me to eliminate that

problem.
| like using electronic devices;
phaser, flanger, univibe —

different assortments of pedals.
| like experimenting with most

who never made records or any-
thing. Their names would mean
nothing in Britain. | learned a lot
from playing and jamming every
night, eating, sleeping, walking
and talking harmonica, which
means | played a lot. That's
when | really developed a style
of playing that has stuck with
me for a long time, although it
has changed over the years. |'ve
become more flexible and
learned more stuff. | guess it's
to be expected to keep learning
forever. | was influenced quite a
bit listening to guitar players: B
B King, Buddy Guy and
Hendrix. Hendrix was a big
influence in my harmonica
playing. Before | came to

@e | was trying to get the
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harmonica itself. | use a com-
bination of electronic devices to
accentuate the sounds. | work a
lot with feedback, blending
notes together with feedback to
be able to produce overdriving
sounds to make a straight
octave and to double an octave
as well. | like to play through
two amplifiers so | can get two
different things happening at
the same time. Playing through
two amps also gives a fuller
sound on stage. A full on-stage
sound makes me play better,
because | can hear myself.
Being able to hear yourself play
is just as important as being
capable of playing in the first
place, if you can’t hear, you
can't play the instrument — like

i

The Hohner Marine Band — the harmonica which Johnny started his career on.

anything | can get my hands on.
| would say, all in all, | play my
own way, but | know one can
hear a lot of the playing of the
people | was influenced by.

And now, living in London, |
have a new band formed with
some fine musicians — Johnny
Mars’ 7th Sun. And this is home
for me here — England is home.

About the harmonica players
that influenced me — number
one has to be Little Walter
Jacobs. He was the first person
to amplify the harmonica, at least
on record. On his early records
with Muddy, compared to later
days of amplified harmonica, his
playing is quite light, a Bluesy
Country sound. He didn’t have
the big octaves and sounds that

he had later. When Walter
started playing amplified, his
sounds changed completely. His
whole technique changed be-
cause of the electric sounds he
got. Little Walter has amazing
timing. A sense of timing, so
I've been told, most harmonica
players have that timing. It's not
like a bass player, where a bass
player knows exactly what his
layout is, to lay down a basic
foundation, which is much
easier than to fit those phrases
in and when to play and when
not to play. Little Walter was
‘The King’ in my mind and for
lots of other people too. He was
very advanced for his time —
still advanced even in these
times. Just listen to ‘Juke’ or
‘Roller Coaster.’

Now James Cotton plays a bit
like Little Walter and a bit like
Sonny Boy, that's Sonny Boy
No. 2 Rice Miller. James
Cotton plays like a horn secticn.
He has an incredibly big sound,
a heavy sound that has a lot to
do with the amplification. He
uses a really powerful amplifier
for his sound, but it's a fact that
his natural sound is heavy.
Some players have a heavy
sound and some have a thin
sound. Cotton says that when
he first came to Chicago he had
to learn to play like Little Walter,
because Walter was so popular
that people only wanted to hear
Walter sounds. Cotton was
playing in a band and he actually
had to learn the Little Walter
licks and stuff to hold down a
job. But Cotton has got his own
style and he's reckoned to be
one to learn from.

Take Junior Wells, he has
those poppin’ clickin’ sounds.
He can play through an amplifier
or through the P.A., either one,
and get a great sound. He plays
harmonica as if it were a
saxophone because of his single
note poppin’ and riffing. | think
he's one of the great Chicago
players.

Sonny Boy Rice Miller, was
one of the greatest players. He
had an incredible sense of time.
He could make music just
snapping his fingers. Some-
times if you listen to him his
finger snapping might even con-
fuse you to the sound he’s play-
ing on the harp. Sonny Boy’s
main thing was vibrato. He had
this really emotional sound,
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which is bright and trebly, with
long sweeping notes. | learned a
lot from him.

Now | come to one of the
biggest influences in my music,
Rich Estren, a friend who
inspired me to learn to be a
better harmonica player. He is
not widely known, but he
jammed with Muddy some-
times. We used to jam together
and trade licks off. He taught
me things and | taught him
things on harp. Rich Estren is
unknown outside San
Francisco, but | class him as the
most-magical harmonica player |
ever actually heard live.

People often come up to me
at gigs and ask about my
harmonicas and how to go
about starting to play Blues.
Ever since | was old enough to
pay for my own harps, | have
used Hohner harmonicas. |
started off using the Marine
Band, but now | use a mixture of
Golden Melody and Special 20
and Pro Harps. The harps for
playing Blues are single reed
vampers. The reeds of vamper
{diatonic) harmonicas are tuned
to play the natural notes of the
scale without sharps or flats.
Each hole has a blow reed and a
draw reed tuned to a different
note — twenty in all. There are
ten holes and the four middle
holes give a full eight note
octave. The holes on either side
omit some notes to give chords.

| suggest to a beginner that
the best way to start out is to

The Hohner Special 20 in the key f C The best way for a beginner to start playing the Blues.

buy a Special 20 in the key of C.
Begin by playing very simple
songs that you know in your
head:- ‘“’Happy  Birthday”,
“Jingle Bells" — anything that
is going to teach you single
notes, and of course play the C
scale. Playing this type of thing,
you will be playing in what harp
players call first position, which
is mostly blowing, but some
drawing too. You have to
master this first and it will help
you in playing Blues later. You
can also play single notes by
using your tongue to block out
other notes, while playing out of
the opposite side of the mouth,
e.g. use your tongue to block
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holes 1, 2 and 3 and blow or
draw on hole 4. You can try
blocking holes 2 and 3 and
blowing out of both sides of
your mouth. This will give you
holes 1 and 4. My advice is learn
to play without tongueing. The
way to learn to play Blues is to
master playing simply on the
harp then listen to records and
keep practicing until you can get
those sounds. If you can, find a
teacher, take two or three
lessons a week and play every
single day.

To use the correct harmonica
for the key your band, or
guitarist is playing in | shall use
C as an example. Using a C

M.HOHNER
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The Hohner Golden Melody — another Mars favourite.

harmonica is called First Posi-
tion, from the note in the C

scale, i.e. C. The most
commonly used position is
Second Position. When the

band is playing in C you would
use an F harp, which is a 4th up
the C scale. For Third Position, a
7th up the C scale is B. The B
is flattened to B flat using a B
flat harmonica.

Chromatic harmonicas
provide complete 12 note
octaves, with sharps and flats.
Each single hole contains four
reeds — a blow reed and draw
reed for two natural notes and a
blow reed and draw reed for two
chromatic notes. The chromatic
notes are played by pushing the
button on the side of the
harmonica. This cuts off the air
flow one set of reeds and allows
the other reeds to vibrate. | use
a chromatic on some numbers,
but | think it's best to get some
technique on a vamper before
trying to use a chromatic for
Blues playing.

2700 MOVIE STARS
ADDRESSES

Latest Edition!!! Verified
Current home addresses of
top movie, TV, sports,
recording, VIP’'s  and
superstars available. Send
£1.50 for list of names to:
A.CS.
Post Office Box 75151
Dept. Bl

Los Angeles,
California 90075
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2 he Crooks are one of
Tthose bands who have
suffered greatly at the
hands of the press. In November
‘78 the band got together and
started gigging around the
North London area, and a
handful of Mods decided to
show up to watch them. The
weeklies put the two things
together and voilal The Crooks
are a Mod band.

Now this was great when the
Mod thing was in full flight, but
now that the paper boys have
found a new fad to write about
(ie Ska) they’'ve decided to drag
The Crooks down with the
phase that they created.

. Asit happens, The Crooks are
a fine band. They can play their

instruments, they write catchy,

short, rock/pop numbers and

have an energetic debut album

- out on the ‘Blueprint’ label,
‘Just Released’. The closest
comparison you can make to
another band, on record, is The
Jam. Their major problem
seems to be their live act.
Whereas they can all play well
live, they can't seem to
communicate with their
audience (man). But that sort of

. thing comes with experience,
and a year isn't really a very long
time.

The band were put together
by guitarist Tim Parry and his
school chum Chris Broderick.
Tim met singer Dino Dean in a
drunken stupor one night and

" the three of them drafted in
drummer  Michael Sparrow
through a Melody Maker ad.
Tim explains.

""When we first got together
we used to get on the back of
the other bands to get support
gigs. We used to support this
band called The Monos who
were popular in a place called
The Pegasus in Stoke
Newington. Between us we
built up this whole thing and
when they decided they were
too big for the place, we took
over. We had a good following
there.”’

It was at The Pegasus that
they met their manager, Jazz
Summers, who saw them and

liked them. Did finding a
manager make a lot of
difference?

““Yea. Getting work in
London, as people know, is

really difficult. You have to ring
@ club owners every day for

TIPPED FOK THE TOF
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The Crooks

The Crooks’ front line: Tim Parry, left, and Dino Dean.

about six months and he might
just give you a gig, or he might
not. Getting a manager took
away all that pressure and let us
get on with concentrating on
the music. We've been playing
regularly ever since.*

The manager managed to talk
a record company or two into
coming down to see them on
their home ground where the
crowd reaction was good.
Blueprint, a Pye subsidiary,
were impressed, and their debut
single ‘Modern Boys’ was
released in September ‘79. The
single was well received and led
to radio sessions with Mike
Read on Radio One and Nicky
Horne on Capitol. And also on
Capitol, Peter Young decided to
use. it as the signature tune on
his Saturday morning Top 40
show. So overall not a bad
reaction for a first single.

With the contract came the
obvious advance which went
towards the purchasing of some

new equipment. Drummer
Michael Sparrow explains what
he did with his share.

"The kit | used to have was
basically a Premier kit, though
some of it was Olympic. |'d built
it up into a very large kit but they
were small sizes. Now {’'ve got a
big Slingerland kit. | much
prefer American kits, especially
the hardware. They seem to be
much more hard-wearing and
have much thicker shells. it was
a choice between Ludwig and
Slingerland.””

Before the advance Tim had a
Gibson SG deluxe.

‘It was one of the weird ones.
They only made them for six
months. It's like an SG
Standard, But now | use a Guild
guitar. It's an S70 and it plays
similar to a Gibson, though it
can sound like a Fender. |
bought a Hiwatt amp,
secondhand. it's powerful and
you can get a wide range of
tones on it. | was using a

Tony Horkins exposes
some criminal neglect

Marshall but our singer uses it
now for his rhythm playing.”’

Tim talks of Dino’s guitars in
his absence.

"Dino started playing guitar in
the set about six months ago to
fill out the sound. He started
with a Kramer but had a lot of
trouble with it. Now he’s using a
Peavey T-60 and he’s really
pleased with that.”’

They've still got. some of the
advance left, which was £10,000
and on top of that they’ve spent
a further £14,000 making the
album, which means that they
owe Blueprint £24,000, but
Tim's not bothered. i

"It sounds a lot but it's not. |
know bands that are in a lot
more debt. All it needs is one
sizeable hit single and we've
paid it back."*

With rehearsals, recording,
interviews and other things
bands are involved "in it's
impossible to hold down a full
time job or even a regular part
time job. And on top of that
Blueprint don’t actually pay
them a wage. How do they live?

Michael: “We don’t really, we

justexist.’ /
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his is the last of the string

I bending series before we

go on to further technical
adventures.

In previous articles | have

explained in detail the basic

principles behind string bending

playing and less rapping! So this
month I’'m giving you two pieces
of music for you to get your
teeth into.

The first is a Country Rock
style solo using a combination
of all the string bending styles

Next month
limit. But we

the sky's the
say farewell to

string bending with more
exercises to put your E string
out of joint.

PART 4: BENDING EXERCISES

ex 1). Finger the ‘C’ on the 8th
fret with the fourth finger, pick
the note with the right hand,
then pull the 4th finger off the
string with enough force to
sound the 'A’, (fretted on the
5th string with the first finger).

to insert your own ideas.

| have also included two build
up exercises which should be
played slowly at first until you
graso the sequence, and then
taken faster and faster until they
can be played fluently at
breakneck speed.

styles, and | feel it is now we have already covered, plus Exercise It is a chunky Blues
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Buggles in keeping with their
new found status as pop stars
arrived 45 minutes late for our
interview, but to be fair to the
lads it was Friday and the traffic
was particularly bad. ‘“’Sorry
we're late,” explain Buggles,
beaming apologetically, ''We've
been having lunch in Covent
Garden.”

Having arrived and settled in-
Geoff

ed keyboards player

ing anything just to make out,
living in a squalid flat when | saw

I'd try it, even if | didn’t like the
music you know, at least I'd be
able to stay alive for a couple
more years. Trevor happened to
be putting the band together. i'd
managed to borrow a Moog and
went along with a whole load of
keyboards, which | think im-
pressed him, and managed to
bluff my way into the band."”

""What impressed me about
Geoff,’”” points out Trevor, “was
that he didn’t say anything. He
came in, set it up and just did
what was asked for in the audi-
tion. You know, some people
come in and try to be friendly
with you, some unfriendly, the
whole bit. | was looking for a
keyboard player who was going
to play five or six keyboards and
Geoff looked like he could pro-
bably get it together.”’

That meeting took place four
years ago in London. And with
typical northern diplomacy
Geoff remarks ‘’| neither liked
Trevor nor disliked him. He was
just the guy who was putting
the band together.” However,
that chance meeting of two nor-
therners struggling to make a
living out of music in the big city
eventually gave birth to Bug-
gles. Through piaying together,
doing demos and re-writes of
other people’s material a friend-
ship and professional
understanding developed.

Trevor explains: “After a cou-
ple of years of mucking about
with other people’s stuff we
realised that they were getting
we deals on the strength of the

to some comfortable chairs | ask-

Downes how he came to meet}
up with Trevor Horn and how |
Buggles came about. ’| was do-

this ad. 'Top Chart Act needs '
keyboard player’. Well | thought

THE AGE OF BUGGLES

Who and what are Buggles?
Where did they come from
and where are they going?
Andrew Pike talks to the men

beh

Trevor ‘Buggles

work we’'d put in. Also the con-
fines of working with other peo-
ple was beginning to come to a
head. The turning point came
about 14 months ago. We'd
already written Video Killed the
Radio Star and a few other
songs. So we said let’s get some
money together, do the demos
in our way with us as the artists,
arrangers and producers and see
what happens.”’

The reaction to 'Radio Star
was quite favourable, but a
number of record companies
were worried about the identity
of the song’s creators. Were

ind the music . . .
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’ H.orn in the studio.

they songwriters? Were they a
group or what? At this stage
Geoff and Trevor were not sure
themselves about the next step,
but realised the potential was
there for something big. Then
Island’s Chris Blackwell heard
the tapes in America and had no
hesitation about signing
Buggles.

“Island offered us a deal as
producers, writers and artists so
we took the deal.”’

""Yeah, they offered us the
works’’, Geoff recalls: ""When
some guy comes up to you with
a cheque for £10,000 and you've
been trying to find 10p for the

and after a minor legal hassle

8

gas meter only a couple of mon-
ths before it's all pretty amazing.
Well, we took the deal because
itwas a good one.”

That was in June ‘79. Six
months and roughly £60,000
later the album was completed

with a Moog programmer who
would have liked an album
credit, Buggles’ first album
was released last month.

| asked Trevor about the
mechanics of making the
album.

"Making the album was pro-
bably the most difficult thing
I’'ve ever had to do in my life. It
was a very intense discipline. A
lot of the album was done on 46
track; we used Psaim studio for
the 46 track and for mixing. The
way we started was with piano,
bass and drums and in a lot of
cases a rhythm box. The idea
was to get a very contained
drum sound. We used a lot of
A.D.T. on the drums. Rather
than use an ambient drum
sound we put the ambience on
ourselves with the effects. We
used three drummers on the
album, a guy called Richard
Burgess; Paul Robinson who is
probably one of the best drum-
mers in the country; and a great
pop drummer Johnny Richard-
son who plays with the Rubet-
tes”.

’Having been around the ses-
sion scene for a long time we
knew a lot of musicians and
what they were best at, so we
picked them for that. We used
six different guitarists, they all
played little bits. We used a guy
called Dave Birch to play the
heavy bits 'cus he’s got a good
natural heavy sound — he
played the guitar line in ‘Plastic
Age’. Dave Christopher and Joe
Partridge did bits and pieces and
| did some acoustic guitar. We
didn’t really like guitars. The
album is purposely guitar light
because we wanted to do
something different.”’

Were you conscious of doing
something very different or
weird?

""Well, we were fed up with
the way things were going and
we felt we wanted to try dif-
ferent things to see if they’dby
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@sical. | think there had been a
decline in musicality almost, but
because of what we are because
of our training we couldn’t be
weird like say the B 52's are,
kind tunelessly wierd, we
couldn’t think like that. We
think in terms of tunes and ac-
cessible music. But we'd always
try and do something different.
A couple of engineers had told
us we were crazy, but it wasn't
because we thought there was a
gap in the market so let's do
something crazy. It was more
that we were frustrated. Things
like putting the voice through a
Vox AC 30 which is what we did
on Radio Star or using two
mikes on the drum kit and cross
A.D.T.'ing them or even using a
synthesiser to play an arrange-
ment. These were ali things that
people thought were crazy and
weird. But we had to try them
and for us they worked."”’

Having thrown off the con-
straints of working with other
people and been given an open
brief by Island | was interested
to find out what The Buggles at-
titude was to producing their
own material. Trevor explains
further. "“We pushed the style of
recording to its logical extremes
really. Everything was very well
thought out and carefully con-
structed. We didn't want
anything messy cluttering up
the album. As far as production
was concerned we saw the
songs as pictures. “'Video'’ was
a picture like a little screen play
which we tried to illustrate with
(he music. We wanted the

Keyboard player Geoff Downes and 5 peering Hérn

album to have that precise
clinical feel — it's all part of the
concept of the plastic age. But
rather than totally rely on
machines say like John Foxx we
took different musicians and
made them play like machines’’.

So what, | wondered, would
be the next step for Geoff
Downes — the one time choir
boy who always wanted to be a
pop star and for Trevor Horn
whose years of studio training

were now finally bearing fruit?

""We've spent a hell of a lot of
time in the studio, now we’d like
to get out on the road and play
live."”

And how will the material so
precisely constructed in the
studio be presented for a stage
show? Geoff was confident.

“We won't use tape and
things on stage to reproduce the
album parrot-fashion. The stage
is a totally different environ-

ment. We're gonna re-arrang}
the songs for live audiences.
We'll have a five piece band —
two keyboards, guitar, bass and
drums. It's an exciting pro-
spect.”’

So with the distinct impres-
sion that the innovators of
plastic music for the plastic age
are a little more substantial than
their Top of the Pops persona
would suggest and with best
wishes | left The Buggles to con-
template their live performance.
The tour kicks off in June.
Venue: Olympic  Stadium,
Munich.

IN NEXT
MONTH'S
BEAT.:

The Yanks
are coming—
Styx in Britain

Carl Palmer —
a message
from the PM

plus all the
usual news

and reviews
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JUST £19500 FOR THE 28-24 AUTOMATED
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The Sound Workshop 28-24 Automated Mixing Console
recently installed at Parkgate Studio, Battle, Sussex.
Please enquire for the price of your size console.

The Synton Vocoder and Sound Workshop Spring Reverb
are available with all the usual bargains from TRAD

Cadac 28-24 £28000.00 Scully 280 series 8-track from £2950.00
Neve 24-16-16 £20000.00 Philips PRO5S1 Stereo

Neve 30-16-24 - R Revox A700

Neve 20-4-16 [ ITA 10-4 Mixers

Trident ‘B’ 24-16-16... L Crown DC300A Amps.

Amek 2000 20-16 . . Eventide Flangers

Hill K Series 32-24 L Eventide Harmonizers..

Allen and Heath Syncon 28-24 | i Eventide Omnipressor..

Studer A80 Mk.! 16-track e Various Spring Reverbs....

Studer A80 Mk.Il 16-track with 8-track h/block...£13000.00 Gelf Phasers New

Studer A80 Mk.| 8-track JBL 4311, 4313 and 4301....per pair from
Studer C37 Stereo Dolby M16

Ampex AG440 8-track £3000.00 Dolby M24

3M M79 16-track with selectake £10500.00 Full range of AKG mics in stock......c.........
3M M79 24-track with Sonaplan Autolocate £16000.00 Prices are exclusive of V.A,T.

Ail goods tisted-above in stock at time of going to press

g 7-\=B ELECTRONICS SALES LTD
149b. St. Albans Road, Watford, Herts, WD2 5BB, England

Tel: Watford 47988/9

Telex: 262741




Large selection

including:

BUILDING A STUDIO?

B.E.L.8 CHANNEL NOISE

REDUCTION FROM £600
MXR STEREO COMPANDERS £100
MXR AUTO FLANGERS £150

MXR AUTO PHASERS

consoles and machines

of Recording

Trident A range 30x16x24
installed at our Luton Showroom
£20,000
Sound craft 24x8x16 Full Sweep
EQ and Penny & Giles faders
£5,000
Alice AD62 6 input mixer  £200
RSD 16 into 4 Mixer £700
Brennel Mini 8 with DBX 158
Noise Reduction £3,500
Allen and Heath Mod 2 16x8x16
Mixer £1,800
Amity Schroeder 16x16 Console
£3,000
Amity Schroeder 24 Track 1
Year Old £12,000
Alice Broadcast and Disco Mixer
£300
JBL L65 Monitors £400
Cadac Monitors with Amps suit
large control room £800
EMI Mono machine £200
Ampex, Lyrec and 3M 24 and
16 track machines from  £6,000
Scully 100 series 16 track £5,000
Audio Developments 30 input
8 group PA Console £4,000

Scully 280 8 Track recorder
£2,750
Scully 280 stereo
machines £1,000
Neumann Valve mic’s various.
Wurlitzer Juke Box £150
Hammond T100 Organ £700
Hammond M100 Qrgan  £1,000
Shure 5 input mono mixers £100

Grand Pianos Various,

Bechstein, Bosendorfer,

Chappell

Roland MC8 Miccro Composer
£3,000

Roland 100 M 5 Modular

Synth £750

ARP Omni £650

Roland 700 Synth. 9 Osc’s.4
filters,
36 note Sequencer. Gate delay

Loft Delay lines. Amazing
B.E.L. BF20 Flangers Stereo

B.E.L. BF20 Flangers mono

Lockwood,

4

Bose, AKG, Keith Monks,
MXR,
Trident, Sescom

All above Prices ex. VAT.

| Lafhih’

Audio Sales

Ampex,

50 Cheapside Luton Beds
Tel Luton 27195, 26693, 422387
Telex No. 825488 Ans back DONLAR G

4 THE PROFESSIONALS SHOP ;

Our large
consoles set
standards-
our small ones
keep them!

The name of Allen and Heath has
become synonomous with highly
sophisticated multitrack and sound
reinforcement consoles. The experi-
ence gained in these markets has
always been reflected in our smaller
units all of which offer the same
uncompromising standards of ex-
cellence but at prices eminently
suited to budget operations.

Mini Mixer

The Mini Mixer is the ideal
complement to any stereo tape or
cassette recorder. It offers profes-
sional features such as foldback,
echo, three band eg.and monitoring
at a most unprofessional price. This
amazing 6into 2 mixer converts any
hi-fi system into a mini recording
studio.

For further details and
a dealer list contact:

AHB

ALLEN AND HEATH BRENELL LTD.

Pembroke House,
Campsbourne Road,
London N8

Tel. 01-340 3291




In the second part of the
series, Chris shows you how

to get your fingers quivering

PART 2: STRING BENDING
AND VIBRATO TECHNIQUES

tring bending is probably nothing
S new to most guitarists nowadays.
= However, there are quite a number
of variations available under this subject
which | would like to cover, and | am sure
you will find something beneficial to your
playing within this article.
SINGLE STRING BENDING

In case you are a complete foreigner to

this subject, here are a few preliminary
points.
" String-bending” is the art of pulling or
pushing a string sideways across the
fingerboard of the guitar, thus raising the
pitch of the note, e.g. if you stop the 2nd
(B) string of your guitar at the fifth fret you
will produce the note E (the same as the
open st string).

Using the second and third finger of the
left hand to stop the note, pluck the string
as normal with your right hand, then letting
the note ring, push the string up towards
you.

You will hear the note you have plucked
rise in pitch smoothly, the same sound as
you would get by plucking your open string
and slowly raising the pitch via the machine
heads or tuning keys.

You will find it very hard to push or bend
the string unless you use fairly light guage
strings that have less tension and are more
pliable. You will also find it difficult to bend
the string with the left hand in the
conventional playing position of thumb in
the centre of the back of the neck.

You will have to turn your left hand so
the thumb rests against the bass side of the
fingerboard thus gaining the necessary
leverage.

You may aiso find you will need the
strength of your second and third fingers
combined to push the string. In this case
stop the string behind the fret with your
third finger, with the second finger tucked
up behind and resting on the same string.
You should now be able to bend the string
quite easily.

It is very important in these early stages
to be able to “bend in tune’’; that is to push
the note ""E’* accurately up to the pitch of
Q F#, oreven G and G#.

| know you can get a good effect by say,
plucking the “E”” bending it up a bit and
then letting it return to the original note,
but suppose you want to start by picking a
note that you have already bent to, say F#,
and then letting the string return to its
normal position at E. This is a very
attractive sound, but unless you know how
far to bend the string in the first place, your
first note will be horribly out of tune. To get
you used to this, here is your first exercise.

Stop the second string at the 3rd fret to
produce the note D, now push it hard
across the fingerboard until it reaches the
pitch of the open 1st (E) string.

You have just bent the note a full tone.
Now, without picking the note, try and
bend it the same distance. Now pick it and
see how in tune it is compared to the open
E string. Try this several times until you can
confidently bend the string to the correct
pitch.

Now move further up the fretboard
stopping the 2nd (B) string at the 8th fret
to produce the note G. Now pick the note,
then push the string till you bend it a full
tone to produce the note A. (Check this
against the A, 5th fret 1st (E) string). Then
pick the note whilst still bending the string
and let it fall back to G.

Finally stop the 2nd string at the fifth fret
to produce the note ‘E’! Thus we have our
first simple melodic sequence using string
bending to move smoothly from one note
to another. I've written it in notation below,
the accents (arrows) above the notes show
where you pick with the right hand and the
lines between notes show where a note has
been bent from one to another.

SEE EXERCISE 1

Here is another simple exercise: —
SEE EXERCISE 2

In these early stages it is very important
to check the intonation or “in-tune-ness’’
of all your “‘bent’” notes against the
appropriate conventionally stopped notes,
e.g. play this melody normally using only
stopped notes.

SEE EXERCISE 3

Now play the same melody bending the

notes where indicated. it should sound just

as in tune as the previous exercise,
although the effect will be slightly different.

For more advanced players already
familiar with bending here are some more
difficult passages utilising string bending.
Some of the bends involve pulling this
string away from you with the first finger
only,

SEE EXERCISE 4

For listening reference, try and hear the
playing on record of Roy Buchanan, Larry
Carlton, Albert King and Robbie Robertson
of The Band. This should provide you with
a good insight into what can be achieved.

Most players combine some form of
string vibrato with string bending in order
to sustain the length of the note, or for
dramatic effect. The most common form of
vibrato is achieved by bending a string
slightly but rapidly from side to side. It is
rather difficult to explain exactly how on
paper!, but try bending a note, then while it
is bent, use a relaxed “quivering’”’ motion
of the wrist to vibrate the string. Avoid the
stiffening of your wrist or forearm. This
motion must be both relaxed and
controlled. Now try the vibrato without
bending the note.

It will probably sound slow and irregular
at first, but with practice you will get it fast
and even.

Listen to Jeff Beck and the late Paul
Kossoff of Free for some inspirational
vibrato! For blues playing | prefer to use a
controlled slow vibrato. | really like its
"“moody’’ and less intense effect.

Getting back to string bending, you will
find it useful to incorporate bending into
your normal scale studies.

Rather than give you masses of fingering
charts, try and work out your own fingering
for major, minor and blues scales using at
least three bends in each scale!

Try and use the most logical fingerings
which require the least effort.

Here are a couple to start you off.

SEE EXERCISE 5

Armed with this additional method of
playing scales, you will soon be able to
incorporate string bending into any
passage which you would have otherwise
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played normally.

Finally here is solo in the style of Albert
King in a slowish Blues tempo for your
study and enjoyment.

SEE EXERCISE 6

As a postcript | would like to offer a little
advice on string gauges which may be of
some help to you, as you need light strings
for all these exercises but not so light as to
end up with fret buzz and a sloppy action.

Ideally your strings should be light
enough to bend any note comfortably one
whole tone, and with effort, 1% to 2 tones
away from the normal position.

On a 'Gibson”’ style electric, that is, one
with a fixed neck and bar tailpiece, |
personally use a set starting with .009 or (if
you are brave) .010. (For instance Ernie Ball
Brand Super or Regular Slinky nickel
wounds.)

TENSION

On a Fender style guitar, where the
strings disappear over the bridge at a
sharper angle, the slight increase in tension
would warrant the use of a set starting with
.009 or even .008 (Ernie Ball Extra Slinky or
equivalent).

On an acoustic guitar you are faced with
a problem, as the lighter the string, the less
acoustic tone and volume is obtained. For
this reason most acoustic players use
medium, or medium light gauge, Bronze or
Phosphor Bronze strings. However if you
want to bend the strings with any effect
you will need to go lighter still and possibly
use an unwound third string. A good
choice would be the Earthwood Rock ‘n’
Blues set, which is a lightish Bronze wound
set with a plain third to facilitate bending.

if you have previously used a very low
action, you might need to raise it slightly to
enable you to ‘’dig in’"" more to the frets
when you bend.

MAPLE

This will be particularly true if you have a
guitar with a maple fingerboard which is
pretty slippery.

I once owned a Gibson ““Black Beauty'’
with what they call a “‘fretless wonder’”
fingerboard. The action was unbelievably
low and frets were filed down into virtual
non-existance. In fact you could almost
play the damm thing by breathing on it!

Nevertheless it was so slick | just could
not get a grip on it when | needed to do
some note bending.

Most Gibsons nowadays are fitted up
with larger fretwire so that the problem
does not arise!

So in the next issue | will cover double
and triple string bending and the
combination of all bending and vibrato
techniques, and the application to different
sytles,

Keep practising and keep your ears
open!!
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A WORD ABOUT THE AUTHOR

Chris Gibbons is a 29-year-old exsession musician and arranger. He is
currently a guitar demonstrator/salesman at City Electronics Organ
Showrooms in Torquay.

As a session player he has worked on both sides of the Atlantic for
producers including Jimmy Horowitz (Rod Stewart) and Del Newman
(Elton John).
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Alex and all that Jazz

ALEX HARVEY

THE NEW BAND

THE MAFIA STOLE MY
GUITAR

RCA PL 25257

LOCK up your daughters and
hide the hard stuff, Alex Harvey
is back in town with a new band

and a new sound .
The first hint of the change is
the inclusion of veteran Jazz sax

player Don Weller, who
introduces himself in an
unassuming way on the
instrumental ‘Don’s Delight’.

Balancing him and 44-year-old
Harvey are (wo 18-year-olds,

guitarist Matthew Cang and
Simon Chatterton, who both
play like seasoned pros. Alex
sure can pick ’em.

The Mafia Stole My Guitar is
a varied and unusual LP that
reaches a peak on the salty
swaying ‘The Whalers (Thar She
Blows)’, but has no dull
moments. There’s an over
dramatic version of Johnny
Kidd and The Pirates’ ‘Shaking
All Over’ which gives Cang a
chance to take off. And a
glorious chanting slaves’
anthem called ‘Oh Spartacus’
where Chatterton shows his
considerable drumming skills.

Oh I almost forgot old Alex.
He’s just as strong as usual,
intoning in his rich Glaswegian
accent.

This lot are on the road soon.
It’s one tour I’'m not going to
miss.

MP

It's no

pretence

THE PRETENDERS
REAL RAL3

IF you liked the single ‘Brass In
Pocket’ that stayed at number
one for a couple of weeks,

“Och, it was nothing really.”" Alex displays his new band. From left to right: Don Weller, Gordon
Sellar, Alex, Simon Chatterton and Matthew Cang.

you’re quite likely to enjoy the
album just as much.

All three singles are on it (the
other two being ‘Stop Your
Sobbing’ and ‘Kid’) but this is.
compensated for by the fact that
the album contains 12 tracks
and lasts for over fifty minutes.

The majority of the songs are
penned by vocalist Chrissie
Hynde herself and the strength
of her voice is more noticeable
on the slower numbers. She
sounds more comfortable and
expressive on them. The best
fast track on the album has to be
‘Mystery Achievement’ which is
more subtle than other fast
numbers. It does have a familiar
‘Pump [t Up’ beat about it,
however, and is not the only
track on the album that sounds a
little like someone else. ‘Private
Life’ features guitar playing,
bass playing and especially
drumming right out of the
Police book. Lyric and melody
still remain Chrissie’s own
though.

The album is also good
proof of the effect a producer
has on a vocal. Eleven out of the
twelve tracks on the album are
produced by Chris Thomas, but
‘Stop  Your Sobbing’ s
produced by Nick Lowe. It’s
obviously still the same girl
singing, but where Nick Lowe
has brought out the sweet side to
her voice Chris Thomas has
brought out the seductive side,
which I for one find far more
enjoyable.

TH

Hancock's
half decade

THE BEST OF
HERBIE HANCOCK
CBS 84106

HERBIE Hancock has been in
and out of favour with the
world more often than Russia.
As the piano player with Miles
Davies’ band during the early
1960s he was constantly praised
by Jazz fans for his inventive
playing. Then when he rejected
straight Jazz and experimented
with electronics the fans left him
in droves. They were replaced by
other fans who dropped him like
a hot keyboard when he
embraced disco music.
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This is a six track taster from
five of Hancock’s later albums.
It includes the reservedly funky
‘Chameleon’ from his superb
Headhunters LP, which makes a
strange bedfellow for the overtly
disco song ‘You Bet Your Love’
from Feets Don’t Fail Me Now
(nothing to do with Little Feat).

Then on ‘I Thought It Was
You’ Hancock demonstrates his
affection for The Sennhesier

Vocodor. An interesting but
ultimately unsatisfying
collection.

MP

Back on
the beat

TOM SCOTT
STREET BEAT
CBS 83801

AFTER the wishy washy, polite
front parlour whitterings of
Intimate Strangers it’s

gladdening to see that this ace

saxophone player is back on the
beat with more vigour than ever.

This time around it’s not just
tenor, alto and soprano sax that
he’s wielding, but Lyricon, ARP
Quadra and various percussion
instruments as well, But it’s on
wind instruments that he really

excells. Without his delicate
balance, perfect pitch and
careful arrangements, Joni
Mitchell’s Court and Spark

wouldn’t be the tour de force
that it undeniably is.

Whether it’s his soaraway
style, as in ‘Car Wars’ or his
heavy riffing, which is used
masterfully in ‘Greed’, Scott
never fails to please.

MP

Going for
the heavy one

JEFFERSON STARSHIP
FREEDOM AT POINT ZERO
RCA FL 13452

To Scott — blowing strong again.

LOSING Grace Slick recently
wasn’t the setback that it might
have been. Starship’s sound has
become so formularised over the
past few albums that it’s quite
possible that all they did to
create a new one was put the
previous LPs into a computer
with the instructions ‘add heavy
riffs as desired’.

Paul Kantner is still hung up
on his cosmic playground trip,
but he’s got common sense.
What the world wants now is
heavy rock without unpleasant
after effects. And that’s exactly
what Starship give you. The
opening track and single, ‘Jane,
is a powerful, predictable ballad

that should get plenty of
airplay. But who needs songs
like  ‘Rock  Music’  with
illuminating lyrics like
“Rock’n’Roll is good time

music?’’ yawn.
This album’s saving grace is
guitarist Craig Chaquico, surely

one of the world’s most

underrated  kings of the

fretboard. Listen to his stunning

climax on ‘Awakening’, it’s

speed and inspiration combined.
, MP

Messy

Ramones

RAMONES

END OF THE CENTURY

Sire, SRK 6077

THE production on this album
is so wrong for the music I can’t
believe it’s actually happened.
Why a band like the Ramones
should be produced by Phil
Spector is beyond me. Maybe
I've missed the point, but to me
this album is a complete mess.

As per normal Spector has
produced this vast wall of sound
but in doing so has actually
weakened the sound of the
guitars. They’ve got absolutely
no balls at all. They’ve been
drowned in a sea of echo and
reverb and you can barely hear
them.

All this is a shame, because
the songs seem stronger than on
previous albums. Some of them
will sound great live, but they’ve
been messed up too much on
this album to be enjoyable.

TH

~

Worth shelling
out for

SHEL SILVERSTEIN
FREAKERS BALL
CBS, 31766

SHEL Silverstein was
responsible for the majority of
Dr Hook’s material in their
earlier days. Before Dr Hook
found success with ‘A Little Bit
More’ they released a brilliant
album titled ‘Bankrupt’ which
featured a host of Shel’s finest
songs. Available also is a ‘Dr
Hook Revisited’ album which
also features a ton of Shel’s
songs, even nuttier than on
Bankrupt. Among them is his
most famous —  ‘Sylvia’s
Mother’.

Freakers Ball is his own songs
performed by himself, and Dr.
Hook.

Included are such gems as ‘I
Got Stoned and I Missed It°,
‘Stacey Brown Got Two’ and
‘Don’t Give a Dose To The
One You Love Most’. Shel
Silverstein certainly had some
strange moments of inspiration.
All this for only £2.79.

TH

Everyone
loves Lene

LENE LOVICH
FLEX
STIFF SEEZ 19

LITTLE Miss Enigma swoops
back with her second polished
and pleasing work.

The clean, tight almost
clinical production adds to Ms.
Lovich’s image as a mysterious
Euro-child, and gives her a
chance to show that she is quite
capable of playing subtle
saxophone.

As well as the singles, ‘Bird
Song’ and the pacey, bright
‘Angels’ there’s an almost
unchanged version of The Four
Seasons’ ‘The Night’.

An album that’s difficult not

to like.
w
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AU D'O STUDIO SPECIALISTS

PROBABLY THE MOST UNIQUE SERVICE EVER OFFERED

A rather bold statement, you may say. Well, we don’t think so. Up until now there have been companies offering studio design facilities or
equipment supply and installation, but now we can offer both plus the ability to build the work we design. We have experts in every aspect of
design and construction at our disposal, and because we are all one team the work gets done faster and to a much higher standard.

We believe the future of the recording industry lies in the home; perhaps the basement, or a purpose built extension or outbuilding, where a4 or 8
track studio can give a creative musician the flexibility he needs without the problems or cost of hire found in a commercial studio. Our services
are aimed at this market, and we will be happy to discuss any aspect of it at any time.

THE FINEST QUALITY 4 AND 8 TRACK
EQUIPMENT IS ALWAYS AVAILABLE
FROM OUR EPSOM

SHOWROOM

TEAC {Closed Monday

TASCAM open Saturday} HE I
A.H.B. M.X.R
REVOX RAN
TRIDENT e e
J.B.L. 25 %
TANNOY Graphic
KLARK-

TEKNIK -
STATIK Graphic
A.K.G.

T Fianger/
fors Doubler l
FURMAN Digital
SESCOM Delay

M. X.R.

AMPEX TAPE i

- Transposer 4

9 SOUTH STREET, EPSOM, SURREY EPSOM 41822

TRANSISTOR UNIVERSAL AMPLIFICATION CO.LTD.

Manufaclurersof% ality Amplification & lithin Control S;stems
119 Charlmont Road, London SW.I79AB Tel-Ol-672 31370r 672 9080
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TR60
60 Watt R.M.S. output 12" Heavy duty full-range speaker. Twin Inputs

with gain distortion Bass, Middle, Treble, Master Volume Controls.
High quality reverb with depth control.

TR150 COMBO

100 Watt R.M.S. output 2 x 12" available. Twin Inputs with gain
distortion. Bass, Middle, Treble, Master Volume Controls. High quality
reverb with depth control.

TR150 TOP

150 Watt R.M.S. Output. Twin Inputs with gain distortion,
Bass, Middle, Treble, Master Volume Control. High quality
reverb with depth Control.

TR60 TOP
60 Watt version available.

All units in tough VINIDE finish with metal corner protectors complete with cover and mains lead
Send for our 36 page illustrated catalogue for full specs and details of slaves




Mike bashes his skins at the bottom of.a 4,000 gallon tank.

THERE’S no waltz rhythm in
the new Digital Rhythm Matrix
from Electro Harmonix. That’s
because the New York firm only
programmed the latest dance
rhythms into their DRM-16
Matrix.

The unit provides four types
{ of Disco beat, four types of
Rock, four types of Funk and
four other rhythms including

ﬂu;TNM ranTRIX

GITAL

NOT FOR WALTZ FANS

Reggae. Each pattern contains a
maximum of 32 beats in two.
bars and may include any
combination of bass drum, tom
tom, snare drum, wood block
and hand claps.

For more details contact
Electro-Harmonix at Unit 24,

Park Hall Trading Estate,
Martell Road, Dulwich,
London.
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Qe Electro Harmonix DRM 16 Rhythm ifatrix.

THE LATEST THING
IN SKIN DIVING

DRUMMER Mike Freer opened
his new music store in style —
by setting a world record for
underwater drumming.

Mike, who runs Freer Music
in Farnborough, Hampshire,
spent 122 minutes in a 4,000
gallon tank playing a fibreglass

Pearl kit with stainless steel
drumsticks.
Mike was interviewed

underwater by several TV and
radio stations including BBC

TV, Southern TV, BBC
Newsbeat, LBC and Radio
London. All the interviewers

used a microphone with a
contraceptive stretched over it to
prevent water leaking in, which
is apparently standard practice.
Now Mike is planning two more
stunts: drumming on water skis

and drumrming on the wing of
an aeroplane.

He said: ‘‘The first-half hour
was the worst. The water was
only two degrees fahrenheit
above freezing. But once I got
moving I was alright. I found it
was better to stick to rudiments
like triplets and paradidles.

“This is definitely a world
record. It’s going to be in the
next edition of The Guinness

Book Of Records.
“I’'m quite serious about
doing the water skiing and

aeroplane stunts. In fact Rat
Scabies want to play on the
other wing of the plane. The kit
I was using underwater was
Rat’s old one. He came along on
the day and gave me a bottle of
champagne.’’

= -

Mike being interviewed by David Stevenson of BBC Radio 4 with the

‘Durex’ microphone.

SHETLAND'S
GAIN

RESIDENTS OF THE Shetland
Isles will find it easier to get
hold of Teac and Tascam
equipment now that Gain
Acoustics has been appointed
northern Scottish distributors
for the companies.

Gain, who are based in
Dundee will.be building a four
track studio to demonstrate the
equipment. They also plan to
put a mobile studio on the road
during the summer.

For further information
contact Gain Acoustics, 11
Whorterbank, Lochee, Dundee
DD23AA. Tel: (0382)611476.

PORTABLE
MARTELLO

A new range of portable,
cordless PA amplifiers is being
introduced by Martello Sound,
who having taken over the
marketing of Reslosound
products.

As well as marketing their
own range of guitar amplifiers,
Martello will also be distributing
Reslosound’s Cabaret Radio
Mic System.

For details of the new Rello
cordless systems or for any
Martello/Reslosound  product
telephone Rye 3959. /
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IN a world where prices are
constantly going up, it’s nice to
find a price reduction.

PUTTING THE SQUEEZE ON

Hohner have just reduced the
price of their popular 48 bass
Student Piano accordion by
nearly £100 — from £263.75 to
£165.75. The reason for the
reduction say Hohner are the

increasing sales of the
instrument.
Gary Mann, promotions

manager for Hohner said: ““It’s
beginning to sell much more.
Production is three to four times
what it was. This means we can
make it cheaper.

“Its a fairly stable
instrument, used mainly by folk
musicians and schools. But you
do find some unusual people
playingit.”

BREWERY SPONSORS

~

ROCK COMPETITION

SINCE booze and bands
inevitably go together, one of
Britain’s major breweries has
decided to hold a national rock
competition, with £15,000 in
prizes for the winner.

The ‘Arctic Lite Rock Search
’80° competition is being
launched in England and Wales
by Allied Breweries in
conjunction with State Records
and The Daily Mirror Pop Club.

Bands can enter by sending a

' short tape of their music and a

photograph of themselves to the
organisers. Entry forms will be
available in the Daily Mirror
and through record shops. Then
selected entrants will take part
in regional finals throughout
Britain.

The eventual

winners will

receive £5,000 in cash, £10,000
worth of equipment, and a
recording contract with State
Records and financial backing
from Arctic Lite for their first
year on the road. The bands
placed second and third will be

given £1,000 and £500
respectively.

Mr Harvey Allen, Allied
Breweries’ National Brands

Director said: ‘‘Arctic Lite is
designed to appeal to the very
people who play and listen to
rock music. OQur development of
this campaign and our first ever
association with the world of
rock is therefore very natural.”’

The winning band will also
have the dubious honour of
having its name changed to
‘Arctic Lite’ for a year.

IF you’re worried about
damaging your fans’ ears at
gigs, Computer Engineering
have the answer. They have
introduced the CEL-206 noise
limiter which turns down the
volume when things get too
loud. If you ignore that for too
long the unit will cut off the
mains supply. A bit drastic, but
it ensures that you keep the
volume down to a reasonable
level.

The CEL-206 works by
monitoring the noise level on a
wide dynamic range sound level
meter covering 50-100 dB and
continually compares it to a
preset threshold level. It may be

IT'S JUST THE LIMIT

mounted on a wall and wired
directly into the mains supply.

A ¥ microphone with
integral preamplifier is provided
with the system.

The CEL-206 costs £375
excluding VAT and is available
from Computer Engineering, 14
Wallace Way, Hitchen, Herts.

MOVING
STRINGS

STRINGS and Things, the
guitar accessory firm has moved
from Lancing to Brighton. The
new address is Unit 2, Chapel
Road, Portslade, Brighton BN4
IPF. Permanent telephone
numbers have still to be chosen.

ZEROSLEEVE

ZEROSTAT, makers of hi-fi
accessories have introduced a
new protective record sleeve.

The sleeve is made from
special polypropelene, which the
firm claims cuts down static
considerably and is smooth for
scratch-free record removal.

The sleeve will sell for about
£1.95 for ten.

DAVID’S
DOUBLE

IT’S two in a row for David
Manger, who recently became
Rose Morris’ Salesman of The
Year for the second year
running.

David is the first salesman to
win the award twice. His prize
was a weekend in London with
his wife Gillian, and a silver
trophy, which was presented to
him by Rose Morris Chief
Executive, Peter Clarke,
_pictured right.

David Manger receives: his Rose-Morris ‘Salesman of The Year Trophy’ from Rose-Morris’ Chief Executive Peter

Clarke.

‘ _
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TO SONOR

LLOYD RYAN, one of the
leading drum teachers in Britain
has been signed to perform

clinics at Sonor dealers in the
U.K. throughout the year.
Lloyd,

who taught Phil

GYAN SIGNS EXPRESSLY

Collins of Genesis will also be
performing with his band
‘Lloyd Ryan’s Express’. He is
pictured with Sonor promotion
manager Chris Stevens, signing
the contract.

OVATION
WARNING

ROSE MORRIS have issued a
warning to potential buyers of
Ovation guitars.

The firm, which distributes
Ovation guitars in the UK says
that some of the instruments are
coming into the country through
other importers. And it warns
that guitars not imported by
Rose Morris will not have been
inspected by the firm and will
not carry the Rose Morris
guarantee.

All Ovation guitars have a
swing ticket on the headstock
giving an inspection report. If
you have any doubts about an
Ovation guitar contact Keith
Drewett at 01-267 5151, quoting
the guitar’s serial number.

JIM WILL
WIND YOU UP

KLARK EQUALISE

THE ORIENT

CHANG I International Airport
in Singapore will have one of the
world’s most advanced public
address systems when it is
completed later in the year.

The airport has bought 80
Klark-Teknik DN 27 Graphic

Equalisers to compensate for
the uneven acoustics of every
room and corridor in the
building. The DN 27s were
chosen in preference to two US-
made equalisers.

ik § i
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One of the 80 Klark Teknik DN 27 Equalisers bought by Changi Airport.

JIM DUNLOP has added a
novel string winding device to
his range of quality guitar
accessories.

The Stringwinder is designed
to make easy work of winding
guitar or banjo machine heads,
and will also remove bridge pins
without damaging them. It is
available in a choice of three
colours red, orange and
yellow — and costs 70p.

Also introduced by Jim
Dunlop is a range of glass guitar
slides made out of Pyrex and
soda lime glass. Both the
Stringwinder and the slides are
available through Hohner.

NEVE Electronics have won an
order worth £300,000 from the
BBC. It’s the largest single BBC
order ever won by Neve.

The Royston-based firm is
supplying the news and current
affairs studios in Broadcasting
' House, London with their new
" Mark IV general purpose studio
Qntrol desks. The desks will

NEVE NAB BBC DEAL

replace equipment which is
more than 20 years old.

The Mark IV desks have been
developed by BBC studio
engineers to provide full stereo
facilities. They also have 24
mono channels, ten of which
will be available to outside
correspondents.

IT'S ONE MORE
FOR THE ROAD

ROAD Electronics have added a
new speaker enclosure to their
range. It’s the RS-7120 system
which features a 12°° bass unit
and a Peizo electric tweeter in a
horn-loaded cabinet.

The new Road RS 7120 cabinet.

Full details of the RS-7120
and other Road speakers and
amplifiers can be obtained from
the firm at 2107 East 7th Street,
Los Angeles, California 90021 .
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Often heard
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__Acoustics Limited

Loucispeakers for the Professional

Top equipment manufacturers including Market
Leaders Jim Marshall and Carlsbro Sound specify from
the range of McKenzie “Professional Series’ of
loudspeaker drive units. The reason is quite simple,
they demand superb acoustic performance and a high
reliability factor.

The highly successful 12 inch series continues
unchanged in acoustic performance “WHY CHANGE
A GOOD THING", butis now built on a completely
new and improved chassis. These models received
excellent reviews with such comments as, ““the
twin-cone and bass speaker was outstanding,”” and
"‘we felt that the McKenzie sounded good and offered
exceptionally good value for money."”

The 100 watt and 150 watt 15 inch models are buiit on
rigid aluminium die cast chassis designed for front
or rear mounting. These top quality units have a
high specification. For example the C15 Bass 150 watt
has a massive anisotropic magnet system and a
3inch very high temperature voice coil.

FOR FURTHER DETAILS SEND FOR-
LITERATURE TO

Glyn Baxter

McKenzie Acoustics Ltd.

Rockley Avenue,

Birdwell,

Barnsley.

Tel. (0226) 43894

GUITHHS

WESTERN

FOLK
CLASSICAL
SEMI ACOUSTIC
ELECTRIC -

BASS MODELS
+

AMPS & ACCESSORIES
Columbus 5{{ n/baa st

Name

IAddress

R —|

" HIRE  SALES

| Public Address Co. (LEiCEST

LEICESTER

1 \

31 NEW PARK ROAD

+++++++++++++++++

; LEICESTER

+
+

+++++++++++++F+4+ 4+

P. A.~ LIGHTING

+ + 4+ + +
500/2500 watt P.A.
600 watt Foldback

6kW lighting rig/control
Multicore systems

SAVE YOUR HAIR-RING US HERE

06533-833471-2
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THAN ABIG NAMETO GIVE
GREAT PERFORMANCE

You could give the greatest back row spending the concert listening torelayed
performance of your life, but unless your sound applause from the front, because the Soundstar is
equipment is as good as you are, nobody will ever unidirectional, and the only sound that goes into it,
know. isyours.

That's why it's absolutely And because it Is made by
essential to use a microphone that wili re-produce Beyer Dynamic, you can be sure that the Soundstar
your voice accurately night after night, whateverthe  willrespond smoothly over the full sound spectrum.
venue. In fact the Soundstar is one

That's why Beyer Dynamic have of the most versatile and popular microphones
designed the Soundstar microphone. It givesevena  around atthe moment. It's ideal for almost every
beginnerthe chance of a fair hearing. purpose. Beyer Dynamic Soundstar. Because every

No need toworry about the great performance demands great performance.

Tor acompiete cAaiogue 0 Beyer progucis send 10 1:e adeTess De,ow

Bey en))

Dynamic

Soundstar M 400 (C) Beyer Dynamic (GB) Ltd. 1ClairRd.. Haywards Heath, Sussex RH16 3DP. Tel; (0444) 51003
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[ large proportion of the letters
A received at BEAT seem to be

connected with studios in one way
or another. The proportion of you that
don’t want to be stars want to become
record producers.

Most people know that uniess you’re an
established musician the only way to make
it as a record producer is to start at the
bottom and work your way up. A long,
long process.

The following is an interview with 21-
year-old Gordon Fordyce, a lucky young
man who’s already managed to secure
himself the title °‘Engineer’ at Tony
Visconti’s Good Earth Studios. Tony is a
producer best known for his work with
Thin Lizzy, David Bowie and Marc Bolan.
How did Gordon get as far as he has got in
such a short time?

ENGINEER

At the age of 16 Gordon left school with
five ‘O’ levels, knowing that he eventually
wanted to be a sound engineer. At school
he had played drums and had been gigging
around with a band there. Trying to get a

Qes Brian Downey'’s kit a beating.

Although it's not essential, playing an instrument can help you get that studio job. Gordon

YOU WANT T(

At 21, Gordon

Fordyce has go

position—he’s a studio engineer.

to his story ...

job in a studio with absolutely no
experience in anything proved impossible
so he decided to go to college on an
Ordinary National Diploma in Technology
course to try and pick up a little technical
knowledge.

Just before the finishing exams Gordon
was offered a job at Sonovision Film
Laboratories as trainee Sound Transfer
Technician. He took the job hoping that
experience would eventually go down

* 5 A

better than qualifications.

He worked there for a year and found it
“‘crudely beneficial”’. It was only crudely
beneficial as film sound is quite different
from working in recording studios, and the
equipment and tapes are totally different.

VACANCIES

After that year Gordon started looking
our for studio vacancies, and struck lucky
with Tapestry Studios, owned by John
Kongos. There he was trained on a 24-track
desk by Steve Dewey who was the studio
engineer.

Unfortunately Kongos decided to close
the studio commercially to get on with his
own material, leaving Gordon jobless. He
spent the next three months hassling for a
job as an assistant engineer but soon
realised that getting a job as assistant
engineer was twice as difficult as getting a
job as tape-op. The tape-op is the guy
that threads the tapes, presses the on and
off buttons and makes the tea.

TRAINING

The problem lay in the fact that the
studios like to train their engineers
themselves. They like to get them young,
make them tape-ops and let them learn. To
tie him over and keep his hand in he took a
job in A&M’s master and cassette copying
room.

““Things seemed to be moving a little
slowly there but luckily there was a tape-op
vacancy at Roundhouse Studios that I
heard of. They interviewed me for the job
and as I’d by now had a lot of experience
they accepted me.”’

He took the job but it meant going back
to square one again. He’d already spent a
year at Tapestry as a tape-op, and was back
doing it again. Also, at the Roundhouse he
was competing with three other tape-ops
and four engineers and he was the last in
line for promotion. Success seemed a long
way away.

After a month at the Roundhouse he got
his biggest break. Through his job he heard
of a position as an engineer at Good Earth,
so he got in touch and went for an
interview. By this time, even though he was
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himself

still young, he’d notched up a fair amount
of experience in the studio business, so he
got the job.

‘I was really pleased when I got the job
because the studio has a close and friendly
atmosphere and a good track record. I like
to think that I’'m working for a production
workshop rather than a music factory.

‘““Another good thing is that I’'m
constantly learning. I'm either doing my
own sessions (he did Dirty Tricks’ demo
tapes) or assisting either Tony Visconti or
Kit Woolven, the studio manager and chief
engineer.”’

mixing desk.

into a much envied
Tiffany Brown has been listening

He also feels that now he’s back in a
small independent studio the possibilities
are greater because the smaller the studio
the quicker the training process.

‘I still have to make the tea though”’, he
adds.

Advice?

““When you’re working with musicians
and producers, if you come up with good
results the chances are they’ll come back to
you again and again. Gradually you build
up a sort of clientele.

“Working in a studio is no nine to five
job. A lot of the time you’ll be working all

////’
fll_l:‘l‘\\\

Getting down to it at Good Earth. From left to right we have Gordon, Philip Lynott and Kit Woolven, chief engineer pictured behind thj

day and well into the night.

“When applying for vacancies it’s best
to know as much as possible about tape
machines and studio equipment such as
limiters, compressors, digital delay, noise
gates etc and try to find out about things
like lining up tape machines.

PLAYING

“It also helps, but is not absolutely
necessary, if you can play instruments as it
gives you a better understanding of what
it’s like on the other side of the glass.

“Also there are various books on
modern recording techniques which are
very useful to have.

““Writing letters is the standard approach
for applying for a vacancy but if you ring
the studio every now and again it will help
you build up a relationship with them.

“Your biggest problem is getting in. Big
record company studios usually fill their
vacancies internally.”’

What’s left for Gordon to do now is
build up his experience, spread his name
about and work his way up to being a fully-
fledged record producer. In the meantime
if you want to follow in his footsteps you
better get those ‘O’ levels out of the way
first. ...

VAN
AANNN
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LETTERS
af‘d
QUERIES

Edited by
Gary Cooper

'BRAT INSTRUMENTAL'
1B Parkfield Street,
London

N

! Letters and Queries,
i

- The tale of
a tall bass

Dear Beat,

| recently bought a secondhand
bass guitar called a "Hayman 40
40’. The neck is longer than any
other |'ve seen so I'm writing to
ask about what strings | should
or could use. Are they standard

make are they? Thanks for your

heip.

@C. G. Sleave, Ashford, Kent.
We rang Jack Golder at

Shergold, who made the

Hayman 40 40 and he told us

that it /s a 34" scale standard
long scale bass. He
‘recommends that you use

Picato Light Gauge Bass strings,
round wound, for your Hayman
40 40.

Heading for
the country

Dear Beat,

Could you please help me with a
problem? | have written some
songs with a distinctive
American flavour and { would
like to submit them either to an
American publisher or a singer
like Johnny Cash. Could | send
them direct to America or do
they have agents in this country
and could you heip me with
some addresses?

Also do our cassettes fit their
machines or must it be a reel of
a certain size, track and speed?
Any help or suggestions would
be most welcome and keep up
the good work with vyour
chllent magazine.

or longer than normal? What

®R. McDermott,
Cheshire.

All cassettes on the Phillips
Compact Cassette system i.e.
normal  hi-fi  cassettes are
interchangable.

You would be better
approach  publishers  direct
although  artists can  be
approached and if they like a
song enough to record it you
will have no trouble getting a
publisher for it.

Your best bet is to try both
approaches. Send your tapes to
artists and publishers who
specialise in your sort of music.
See who publishes songs of

Chester,

to

your type in Britain and
approach them by sending in a.
tape. You will find their
addresses in the London

telephone directory.

First find
a Flying‘V’. ..

Dear Beat,
| bought an Eros G587 SG copy
four years ago. After two years |
fitted two Di Marzio dual sound
pick-ups which improved the
sound considerably, with nice
distortion. The neck, in my
opinion is very good — action is
about 2.5mm with no buzzes
and is very true. The only thing
lacking is natural sustain and the
bass strings sound a little flat. |
use Fender XL 150's.

| now propose to build a flying
'V’ body out of solid ash and use
the neck of my Eros, fitted with
M6 machines and a Di Marzio
brass nut.

To the ‘V’ body | intend fitting
the dual sounds with a Di Marzio

brass tremolo bridge unit (Strat

type) F.G. 1301.

Would ash be a suitable wood
to use and is there any way | can
get the dimensions of the flying
‘V’ body?

Does this set-up sound O.K.
Have you any suggestions to
make?
® G. Wayman, Devizes, Wilts.

The project sounds
interesting and worthwhile and
the accessories you have
chosen are excellent. There are
woods that sustain better than
ash, but they can be exotic and
hard to obtain so stick to ash.

If sustain is what you are
after, then obviously re-fret the
neck with fat frets.

Off hand it is impossible to
give dimensions — one could
hardly phone Gibson and ask for
details on how to make a copy! |
suggest you find one in a shop
and measure it up.

Without wishing to be rude to
the Eros — | would suggest that
the wood used in the neck and
finger board is not of the highest
quality and you might consider
making a new neck to the same
dimensions, although when it
comes to truss rods it may prove
to be difficult unless you have
engineering capabilities. Apart
from that everything sounds
fine. Good luck.

Playing synth
from scratch

Dear Beat,

Can you please give me some
information on any postal
courses, tutors or lessons on
how to play a monophonic
synthesiser. Mine has three and
a half octave keyboard. | don’t
know anything about time,

reading etc., and I’'m not sureb
have taken the right step in
buying a synthesiser first. Do |.
have to play a piano first, or can
| start from scratch? ]
it sounds a bit daft to ask you
now | have already gone to the
expense of buying one, | should
have found out first, but it's too
late now. Can you think of
something for me, or am | stuck
with a rather expensive
instrument.
@ Robert Butler, Telford, Salop.

Postal courses however good
are no substitute for personal
tuition. Piano lessons would
obviously help but much of
piano  technique would be
superfluous on a monophonic
instrument.

Your best bet is to find a local
synthesiser player and get him
to teach you. Try your local
music store to see if they know
of anyone who would be willing .
to give lessons. This is the best
way to learn how to play any
instrument if you cannot read
music.

A lead
on Nasty

Dear Beat,
Could you please tell me where |
could get hold of any info on the
Nasty Cordless Radio
Transmission System, made by
Silver Eagles Designs?

Also could you please tell me
if anyone in the U.K. distributes
or stocks them?

®R. Gibbs, Copnor,
Portsmouth, Hants.
Nady  Systems (formerly

Nasty Cordless) are based in
California, USA. As far as we
know there are no UK.
distributors for their
transmission systems. But the
firm can be contacted at 1145
65th Street, Oakland, California
94608.

You should realise that any
radio transmitting system
requires a Home Office or Post
Office licence. The cost is likely
to be between £3 and £12. For
details write to The Radio
Registration Department, Home
Office, Waterloo Bridge House,
London SET.

4
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fact:

the PRO MASTER"sound system
is not an evolution...

it’s a full-blown REVOLUTION!

The PRO MASTER modular sound system ushers in a new generation of sound system
versatility, reliability, and quality for today’s entertainers, musicians, and speakers—for
use in settings as diverse as intimate clubs, lounges, large auditoriums, churches, and
schools. Its multitude of performance-proven features is the result of sophisticated
computer design techniques, advanced materials, and countless hours of personal
consultation with performers and sound technicians.

Revolutionary New Console

Finally! The best of both worlds. A console so easy to use that it won't
overwhelm the beginning group, yet with the advanced features and
capabilities required by experienced professional performers—such
as pre-fader monitor mixing, effects and/or built-in reverb, with their
own tone controls, LED clipping indicators with attenuators on each
input, and full patching facilities for every system component. Super
power: twin 200-watt solid-state power amplifiers! Doubles as a
stereo recording console for groups that want to “lay down a few
tracks” without paying for studio time, or can be used as an ultra-
sophisticated keyboard mixer with power. Unitized ARMO-DUR™
structural foam combination case and chassis makes it more durable
than steel. Uitra-light: only 47 pounds.

Revolutionary: Variable Dispersion
Sound System

Advanced new variable dispersion high-frequency horn system
projects your sound—everywhere in the house, givin%you a choice
of 60° long-throw, or 120° wide-angle dispersion with the twist of a
knob. Tailors the sound to the room—even L-shaped rooms.

Revolutionary New Loudspeaker

Every extra ounce—every unnecessary cubic inch—has been
computer designed OUT of the PRO MASTER loudspeaker. Modern
materials and moulding techniques accommodate a high-
performance 15-inch woofer and high-frequency horn and
compression driver in a startlingly small, efficient enclosure. Less
than 28 inches high, 23 inches wide, 16 inches deep. Weighs an
easy-to-handle 58 pounds. Yet, the power handling capacity is a
remarkable 150 watts, and the frequency response is 50 to 15 kHz.

PLUS...Revolutionary: FEEDBACK FINDER™ /Equalizer

PATCH BLOCK™ Patch Panel
LED Status Indicators

5] sHURE
PRO MASTER™ sound system

Shure Electronics Limited, Eccleston Road, Maidstone ME15 6AU—Telephone: Maidstone (0622) 53881



inched the two Aria guitars

and the Hohner piano offered
as prizes in our September
competition. Not so.

You may remember that we
offered an Aria TS600 guitar
worth £274.60; an Aria YS500
guitar worth £239.80 and a
Hohner K1 piano worth £372.40.
The lucky winners also got
cases for their instruments.

The questions were so simple
that we knew you’d have no
problem with them. The tricky
part was the tie-breaker in which
we asked you to say in not more
than 15 words why you'd like to
win an Aria guitar or a Hohner
piano. Some of the breakers
were just plain silly, some were
amusing. All of them were
entertaining. But the winners
were Mike Howard of
Stokesley, Middlesbrough,
Len Aldous of Bournemouth
and Matthew Clifford of
Gloucester.

Mike 21, a joiner, won the first
prize of a TS600 guitar with his
slogan “Don’t care if | win, I'm
still going to buy one. Excellent
value for money.” As it turned
out he meant he was going to
buy an SB600 bass which Aria
kindly gave him instead. Mike's
band is called Return Ticket.

Len, 30, a pro musician, won
his YSb00 guitar with an ad
man’s dream. He wrote:
"Fingerbored? Fretting? Afraid
quality trebles an overdraft? Use
your head and pick-up an Aria.”

The prizes were presented at
the Rose Morris showroom in
Shaftesbury Avenue, London,
by Pete Tulett and Terry Mabey,
directors of Gigsville, the firm
which markets Aria guitars.

Matthew Clifford was the
lucky 17-year-old who won the
Hohner piano. He wrote “The
Honer K1 piano delivers a
superb variety of sounds in a
tough, roadworthy package.”’

Matthew plays in a
Gloucester-based band called
‘On"  which  will soon be
appearing on BBC TV in a pro-
gramme about youth music.

His prize was presented by
Gary Mann, promotions
manager of Hohner, and Brian
Chatton, a session musician at
Matrix studios.

Many thanks to Aria and
Hohner for the prizes, and

watch out for more
@etitions in the near future.

I bet you thought we'd half-

ARIA AND HOHNER —
COMPETITION WINNERS

The Aria presentation at Rose Morris’ London showroom. Pictured from left to right are: Tony Horkins, editor of
BEAT,; Terry Mabey of Aria; Len Aldous with his Aria YS500; John Gold, manager of the shop, Mike Howard with

his Aria SB600 bass and Pete Tulett of Aria.

All smiles at Matrix Studios, from Garry Mann, marketing manager for Hohner; Brian Chatton; winner Ma
Clifford and BEAT editor Tony Horkins.

tthe)
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HC-£D

PROFESSIONAL SOUND EQUIPMENT

STUDIO MIXERS
POWER AMPLIFIERS
GRAPHIC EQUALIZERS
ELECTRONIC CROSSOVERS
INSTRUMENT AMPLIFIERS

MANUFACTURED BY:

MODEL SM16/8/2
£1100

MODEL SM1616 £1200

A.C. ELECTRONIC SERVICES, OLD RAILWAY WORKS, GOBOWEN RD, OSWESTRY, SALOP. TEL: (0691-4504)

Centre Core

only rests on the

bridge giving longer sustain,
extreme power, selective
harmonic control and an
unequalled high fidelity range.

erwound

TOMORROW’S MUSIC STRING-TODAY !
Sole Manufacturers SUPERWOUND LTD.,
Morewood Close, London Road, Sevenoaks, Kent, England.

ANEL
* ANDY PARTAY

As well as John Entwistle of
the Who take a look at some of
the other top bass guitarists and
guitarists who carry exclusively
either ROTOSOUND Swing
Bass, Jazz Bass or our very
popular range of Gauge

Selection sets from-006"--014" ..

L LYNOTT MICK GREEN GERRY MCRVE
i DGE STANLEY CLARKE RODOY RAD

SRIAN MAY COLIN MOULOING
LSON  JONN WETTON GREG LANE LI
1S SQUIRE HUGH CORNWALL CAPTAIN S

7>
® o '°°\ o
“‘ <5
¥

Why not
jointhem!

Sole Manufacturers

James How Industries Limited.

20, Upland Road, Bexleyheath,

Kent DA7 4ANR Telephone: 01-304 4711.




YARDLEY FRETTS

89 OLDSTON RD.
BIRMINGHAM B4 6HP

G%-‘.&)
FOR FINE GUITARS
Tel: 021 236 7441

MAIN AGENTS FOR ALL @%l_.ag PRODUCTS

ACOUSTIC, ELECTRIC GUITARS AND BASSES
LITTLE DEVIL, BIRDY AND LOCO AMPS
MICROPHONES AND DRUMS
BRING THIS ADVERTISEMENT FOR 10%
DISCOUNT
8 RICHMOND ROAD, KINGSTON, SURREY

(Opposite Railway Station)
Tel: 01-546 9100/9124

DICK MIDDLETON MUSIC

51 QUARRY STREET,
GUILDFORD, SURREY

Come and try our full range of

@’% GUITARS

INCLUDING THE NEW PRO Il FRETLESS BASS

TELEPHONE GUILDFORD (0483) 34537

SHADY GROVE MUSIC
FOR
é@‘:&)
AND ALL YOUR OTHER MUSICAL
REQUIREMENTS IN CHESHIRE

14 CHURCH STREET, RUNCORN, '
CHESHIRE. Tel: 09285-72870

29 South Street, Eastbourne, Sussex (0323) 3727)
[

Franchised Dealer our Stock of super Arias includes:

PE 1000 U L/H Ltd. Edition YS 300BL
PE 180 SB Jazz Guitar YS400B
LC500CH L/H YS 500 WA
PB 1500 Bass SB 600 Bass
ES 800 WA Stereo SB 700 Bass
FS 1000 Semi Acoustic SB 1000 Bass
PE 175 Herb Ellis PE110DB

LC 550 VS
plus large selection of Acoustic Models, including the
superb Johnny Joyce 6 and 12.

WINDOWS @

OF THE ARCADE

MAIN DEALER
IN THE NORTH

1/7 CENTRAL ARCADE
NEWCASTLE UPON TYNE
Tel: 21356

MOVE INTO THE 80°s

o
With %_\‘L) Guitars
Available from

ARIA PRO Il BASS
NOW IN STOCK, AS REVIEWED IN THE MAGAZINE

8 RISBYGATE STREET, BURY ST. EDMUNDS, SUFFOLK
Tel: BURY ST. EDMUNDS 703366

CARLSBRO B====
| CENTRES vo
@_‘.":)
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