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ABSTRACT

This thesis studies the development of the Britistording studio from the mid-

1960s to the early-1990s. Although there are nogvaaving number of academic
studies of popular music they have, so far, lardelled to study the evolving

process by which artists were able to reproduce thasic for mass distribution.

Consequently, this dissertation investigates thegenportrayed of the studio and its
utilisation and representation by a combination hafman, technological and

locational factors.

The first part of the thesis constructs an overvidwhe recording studio industry, as
based on contemporary trade journals, in orderrtalyre a traditional historical
narrative, so far absent from music’s historiogsgpkhich provides the framework
in which to place more detailed research. The prente given by the industry to
the ‘progress of technology’ is then compared te public perception of the
recording studio, as shown by the extent and comtkits inclusion in the popular
culture media of the period, both print and filmseéd. How far the process of
producing recorded music managed to permeate thrthegpresentation of a music
industry that was becoming increasingly relianttiom image and personality of the
artists themselves is then analysed.

The second part of the thesis is based on Latmareept of actor-networks and
deconstructs the recording studio into three maomponents; technology,
architecture and the human element within it. Usioge particular studio
(Strawberry Recording Studios in Stockport) as tpeiepresentative of the
increasing proportion of small independents in thedustry, the further
deconstruction of these three components into togistitutional networks, provides
the key theme of the dissertation. Consequentlyglisttechnology can be viewed not
simply in terms of functional machinery in the studetting (of Latourian ‘black
boxes’) but more as a confusing and intrusive efgntigat was developed, shaped
and created by the requirements of those in th@istiAnd, whilst contemporary
society has always elevated the status of the peeioin the music industry, the
human element in the studio can also be shownnguse the industrial and social
interaction between a wide range of support stéffyse roles and importance altered
over time, and the artists themselves. Finallydistubuildings were not just
backdrops to the work taking place in them but vesen to extend their boundaries
and influence beyond their immediate location tigtouheir architecture, interior
design and geography. In other words, the recordingio might be seen as the
combination of a number of fluctuating networksheat than just as a passive
element in the production of recorded music.

As a result of the content of the subject beinglistl this thesis utilises a number of
sources that, in Samuel’s terminology, moves thdysaway from a ‘fetishization’
of the traditional historical archive towards thag€unofficial learning’. Given the
immediacy of the period being studied, the persanabunts of those involved in the
studio, mainly through the use of oral history,nfioa major part of the research
material.
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Chapter 1: Introduction

Whilst the British public has particularly had arterest in youth-centred popular
music from the late 1950s onwards, the academidystf the topic has only
developed in the last thirty or so years. Indesainfthe 1980s onwards, the subject
of Media Studies experienced “massive and rapiadvtfron secondary, further and
higher educational institutions"with particular attention paid to youth and popula
culture. Consequently, this has allowed the stutipapular music to become a
“flourishing academic industr§”and for the work of such bodies as the Internation
Association for the Study of Popular Musidounded in 1981) to move the topic
away from the opinions of the hallway towards ttistourse of the classroorf1.”

Whilst the early initial academic interest in th@70s produced mainly descriptive
accounts of the rise of pop music in western spCig¢he later acadenfioworks
sought to place the phenomenon into a wider cultanad sociologic&lframework
and often concentrated more specifically on thaouar pop sub-groups, such as
reggaé punk® hip hop™ blues*? and Motown'® And yet the majority of these
works concentrated mainly on the analysis of timéslfied musical product rather
than attempting any study of the actual creationt.dfittle emphasis was placed on
investigating the process of transferring musicetmord, tape or disc, with only a few
published works looking at the technical aspectthefprocess itséff or the wider

recording industry® Consequently, the importance of the recordingistirdthe pop

!'S. Thornham and T. O’Sullivan, “Chasing the Ré&mployability’ and the Media Studies
Curriculum”, Media, Culture & Society26:5 (2004), p.717.

2 A. Blake, The Land Without Musi¢Manchester: Manchester University Press, 1999),

% www.iaspm.net

* S. Frith,Performing Rites(Oxford: Oxford University Press, 1998), p.12.

® C. Belz,The Story of RogkNew York; Oxford University Press, 1969), N. ®oh
Awopbopaloobopalopbambogiftondon: Paladin, 1970), M. Walepxpop Profiles of the Pop
Process (London: Harrap, 1972).

® R. Middleton,Studying Popular MusjdMilton Keynes: Open University Press, 1990).

" K. NegusProducing Pop: Culture and Conflict in the Populusic Industry (London: Arnold,
1992).

8 S. Frith,The Sociology of Rocklondon: Constable, 1978).

° S. DavisReggae Bloodlines: In Search of the Music and Gelai Jamaica(London: Doubleday,
1979).

10 3. SavageEngland’s Dreaming: Sex Pistols and Punk Rgtkndon, Faber + Faber, 1991).
X A. Ogg,The Hip-Hop Years: A History of RafLondon: Channel 4 Books, 1999).

12 3. Collis,The Blues: Roots and Inspiratiofi.ondon: Salamander, 1997).

3 G. Fuller and L. MackThe Motown Story(London: Orbis, 1985).

4 E. DanielsMagnetic Recording: The First 100 Yeafllew York: IEEE Press, 1999).

R. Gelatt,The Fabulous PhonograpfLondon: Cassell, 1977).

5 p. Gronow and I. Saunién International History of the Recording Industfiyondon: Cassell,
1998).



music process has been much understated and Wleatdsearch there has been on
this topic has, on the whole, been restricted wdyshg individual studios and their
histories™® slanted towards the experiences of the perscemlitiithin ther’ or
focussing primarily on the American experiedtés a result, there is little research
on the British recording studios to build on ane af the initial aims of this study,
therefore, is to raise the historical profile ofethecording studio itself and to
emphasize its importance in the creation of thistied musical product. This lack of
an historical investigation into the modern Britigitording studio also requires that
the first part of this study creates a historicalrative of the industry and analysis of
the perception of the studio space that was beiegted in the minds of the British
public.

Narrative

The construction of a backdrop to the recordinglistindustry requires a framework
of key dates, people and events to be created,hwtan then place any further
research into some sort of context. Such an apprmaonot unusual and, taking the
historical study of just two British industries aftmany as random examples, those
researching the post-World War Two Lancashire eottmlustry® are able to place
their own work in relation to the key facts of theriod as a result of the descriptive
work of historians such as John Singléfoand, likewise, analysis of the British
motorcar industri? can occur against the detailed background workaofpngst
others, James Foreman-Peck, Sue Bowden and Alaniniagté’ For many
historians, more in-depth research can take plate twe basic narrative already
constructed and with the framework of notable evetatken for granted. For
example, Ackers and Payne’s analysis of the postBsitish coal industry takes the

opportunity to delve beyond the established faatd # “displace the grand

16 B. Southall Abbey Road(Wellingborough: Patrick Stephens, 1985) is tastkexample.

" H. MasseyBehind the Glass: Top Record Producers Tell HowyTheaft the Hits (San Francisco:
Miller Freeman Books, 2000).

8D, SimonsStudio Stories: How the Great New York Records Wrde (San Francisco, Backbeat
Books, 2004).

12 On example is M. Parsons and M. B. Rose, “The &gt Legacy of Lancashire Cotton”,
Enterprise and Society:4 (2005), pp.682-709.

20 3. Singletonl.ancashire on the Scrapheap: The Cotton Indust#518970Q (Oxford: Oxford
University Press, 1991).

L For example, R. Koshar, “Cars and Nations: Angr@an Perspectives on Automobility Between
the World Wars” Theory, Culture & Society1:4-5 (2004), pp.121-44.

2. Foreman-Peck, S. Bowden, A. McKinldye British Motor Industry(Manchester: Manchester
University Press, 1995).
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narrative®®

that was portrayed in the industry’s own offickiktory”* published
some years earlier. This is not meant to imply graducing a chronicle of dates,
names and events is somehow less important inrizigkderms than more detailed
analysis of specific factors or specialised arétas.only through these initial efforts
that further contextual research is possible. H@rethose researching uncharted
territories run the risk of spending too much tipteducing this framework. In other
words, there is the possibility that the historsawork can become bogged down in

the creation of the historical narrative.

The very use of the term ‘historical narrative’aisontentious one as it has created
much friction between historians in recent yea. those such as Alun Munslow,

the historian’s role is to provide a “narrative stitution™>

of the past for those in
the present. In other words, the historian is usntymited number of historical
sources to provide a glimpse of the past usingnabawation of personal judgement,
selectivity and literary skill. However, leading dinom this, historians have
encountered and debated questions that have situble very heart of the subject.
For instance, what is history - the ‘facts’ of {h&st as represented by the sources or
the historian’s narrative presentation of them? ¥Whéhe historian’s role - to simply
structure and relate the ‘facts’ or to apply navettechniques that produce a
representation of the past? Is the historian whe paore attention than another to
the language and structure of research producilegser history? On the one side,
Arthur Marwick stated that “historians do not...’restruct’ or even ‘represent’ the
past. What historians do is produkeowledge abouthe past® emphasising the
need for research to be presented as clearly amthhiguously as possible, without
the introduction of superfluous narrative dressi@ghers though, such as Bruno
Latour, have accepted that literary techniques lmamsed to play their part in the
presentation of historical research. His own studya failed Paris automated

transport systefd is a mixture of carefully researched source-bdaedand fictional

23 p. Ackers and J. Payne, “Before the Storm: TheeHgnce of Nationalization and the Prospects
for Industrial Relations Partnership in the BritSbal Industry 1947 — 1972 — Rethinking the Militan
Narrative”, Social History 27:2 (2002), p.206.

24\W. Ashworth,The History of the British Coal Industry, Volum&®46 — 1982(Oxford: Clarendon,
1986).

% A. Munslow, “Where Does History Come From®listory Today 52:3 (2002), p.20.

% A. Marwick, The New Nature of HistoryBasingstoke: Palgrave, 2001), p.xiii.

27 B. Latour,Aramis: or the Love of Technologranslated by C. Porter), (London: Harvard
University Press, 1996).
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writing, employed by the author to create just type of work of historical art that
Marwick says should not exi&t.

Of course, this does not mean that, once produa®ghistorical narrative remains
unchallenged or set in stone. It is possible tovigle a variety of narratives on just
one topic, each from a different historical viewpoiThe historian is able to transfer
his or her own ideology or specialisation onto tlaerative process and, as a result,
produce differing, maybe opposing, narratives. $pecialist branches of history,
such as economic history, business history, culhistory and the history of science
and technology, all have their own particular n@rea to relate. Changes in
contemporary society can also provide the impeatughie creation of new narratives,
as noted by the editors &fast and Presenn their overview of the journal’s first
fifty years?® with the most obvious example of this in recenargebeing the
introduction of ‘gender’ into the historical deb&feAlso, further narratives can be
created that provide an overview or summary ofrdsearch that has already taken
place in a certain field. Such narratives can lefuldor those outside of, or perhaps

new to, the study of that particular topic.

As already noted, no historical narrative of thederm British recording studio

industry has so far been constructed. Whilst somokksvon the music industry, and
some looking at individual recording studios, hadentified certain key factors,

none of them have looked at the recording studimistry generally over the period
in question. To construct a linear narrative fraroeiy as well as pulling together
those factors highlighted in other published red®ait will be necessary to piece
together the recording studio’s development as g#wengh the industry’s own trade
journals during this period plus a number of seemypdsources. Fortunately, a
number of such journalsA(idio, Studio and Studio Soundor example) cover the

period and analysis of the major themes noted esdlcan provide the basis for the
narrative that will form the framework for more dié@d analysis of the recording
studio itself. Studio Soundpublished between 1961 and 2001, is particulasiful

in that it covers the entire period of this studyl avas considered to be “the world’s

%84T call a work of history a work of art is to shi@ poor understanding of the nature of works of
art.” A. Marwick, The New Nature of HistoryBasingstoke: Palgrave, 2001), p.195.

29 “We publish much more cultural and gender histbgn we did, in particular”, L. Roper and C.
Wickham, ‘Past and Preserifter Fifty Years”,Past and Presenfl76 (2002), p.5.

%0 Just one example from many is R. Watts, “GendetiegStory: Change in the History of
Education” History of Education34:3 (2005), pp.225-41.
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leading professional recording journat’,a point emphasised by the number of
technical articles cited or reproduced from the azage on various commercial

websites today?

Per ception

The concept of the studio as a place for the @eaif a work of art is seen in many
other artistic pursuits, representative of the eddht human senses, all of which
provide interesting pointers for this study of sdurecording studios. Painters,
photographers or sculptors, for instance, werenof$elated in small rooms that
could offer “capacious breadth only to one mind pravide room for only one pair
of hands®® whilst, conversely, the twentieth century film aetevision studios were
giant, sprawling communiti&$ that housed large numbers of people. Yet, key
elements bound these different types of studiosttmy; these were places, all of
which maintained an air of mystery and an aura,revhartists’ with special skills
created works of art that captured the public’sgmation. The presence of science
also added an extra layer of mystery as very fegplgeunderstood the techniques
associated with film or sound production and annga of this ‘technophobia’ is
seen in the nineteenth century photographic studiere customers were initially
concerned that the camera might rob them of thmits$s®> Such perceptions were
often established and sustained as a result aftteeance of the workings of studios
by the public. Very few would ever visit the pairge film company’s or music
studio and the ‘visits’ that were made were usualtglertaken on their behalf by

journalists or documentary filmmakers.

The historian, too, could often embellish and roficese industry, thus creating
another layer of perception. For example, when rit@ag the nineteenth century
Lancashire cotton industry, one historian said ttieg story of a great industry is a
romance, in which may be traced the hopes and,faahsevements and failures of

successive generations. For History, even when iclagbber economic garb, is a

31 \www.brideswell.com/richard.html

%2 For example www.ambisonic.net/ambimix.html, wwersbsociety.com/Surroundintro.html,
www.manleylabs.com/reviews/Studio_Sound_Voxbox eevintml

% C. JonesMachine in the StudiqChicago: University of Chicago Press, 1996), p.7

% Ealing Film Studios in Britain, for example, waset up on a four acre site in West London.” (C.
Slessor, “Set DressingArchitectural Review211: April [2002], p.70).

% E. McCauley/ndustrial Madness(London: Yale University Press, 1994), p.17.
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thing of flesh and blood®® This use of the word ‘romance’ in association with
industry was very much a product of the late nimete and early twentieth
centuries, when a number of books and articles aaxpdeon the subject. Samuel
Smiles, for instance, followed up his most famowskySelf Help*’ with a number

of biographies of famous industrial engineers, sashGeorge Stephenson, James
Nasmyth and Thomas Telford which were almost ficlike and concentrated on
the heroic deeds of individuals who had used fmlseverance and effort to bring
about industrial success. In addition to the boiled offered fictional accounts of
industrial life (for example, Trefor Thomas hasntiged a number of Lancashire
cotton-mill novels)® these ‘factual’ accounts often matched them fogiege and

narrative.

Perception of industries on a wider scale was anfaed by many factors, both visual
and verbal, and was open to revision as time pssge A prime example of this is
how the perception of the twentieth century indaktNorth changed from the
nineteenth century representation in such novelsEzabeth Gaskell’'sMary
Barton>® which linked the lives of the factory workers witraphic accounts of
filth and waste™ to the more romantic twentieth century visual esentations of
factories and workers as shown in the paintingls. &. Lowry and the fact that this
‘Lowryscape’ came to achieve “a central space i national imaginary™ The
importance of perception was also seen in the that some industries were
extremely keen to control and manipulate the inmhagé was being created of them.
For instance, the British oil companies went toagtengths in the 1920s and 1930s
to be seen as “protectors of the countrysitiedther than the cause of its destruction
through the proliferation of advertising signs amdidy petrol stations. Through the
increasing use of mobile hoardings and illuminaggabes for petrol stations, the
companies reacted to the growing criticism of thaativities and attempted to

change the perception held of them. For example]l ®mlisted the help of John

% L. Wood and A. WilmoreRomance of the Cotton Industry in Englat@xford: Oxford University
Press, 1927), p.

37's. SmilesSelf Help: With lllustrations of Character and Card (London: John Murray, 1859).
% T. Thomas, “Lancashire and the Cotton Mill in L&fietorian Fiction”, Manchester Region History
Review XIII (1999), pp. 44-51.

%9 E. GaskellMary Barton (Oxford: Oxford University Press, 1987).

“0N. Freeland, “The Politics of Dirt in ‘Mary Bartband ‘Ruth™, Studies in English Literaturei2:4
(2002), p.799.

“LC. Waters, “Representations of Everyday Life: LL&wry and the Landscape of Memory in
Postwar Britain” Representation®$5: Winter (1999), p.122.

“2R. Brown, “Cultivating a ‘Green’ Image: Oil Compaa and Outdoor Publicity in Britain and
Europe, 1920 — 1936Journal of European Economic Histoi32:2 (1993), p.349.
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Betjeman in the early 1930s to help edit a serfe€aunty Guides“not only to
encourage drivers to use more petrol but alsodoaate his company with a caring
attitude to the environment® The same industry also began to realise that an
association with technological advancement coulorawe the public’s perception of
them. For instance, British Petroleum (BP) intrasthBP Pluspetrol in 1931 with
added tetra-ethyl and, as well as making “a vidueof necessity, claiming that the
plus was a little something the others hadn’t §éthe company also increasingly
emphasized the technical advantages of the fueldbyng its potential to combat
‘knocking’ and ‘pinking’ in engines. This referent® technical detail was not new
and had been used, for example, in the ninete@amttuy when the cotton industry’s
machine manufacturers used technical drawings mtaioe advertisements and
textbooks. Indeed, Louise Purbrick, studying thésehnical illustrations, has
suggested that it is these drawings, rather thamt&ichines themselves, that created

the perception of automated efficieriGy.

The music industry itself, although often linkedtlwglamour and lavish lifestyles,
was not necessarily seen as a ‘romantic’ industriy rather one that came to be
regarded as “monopolistic, exploitative of artistigpublic alike, and devoted to the
production of shallow commercial tat®"Interestingly, much of the perception of
recording studios will have been shaped and forated result of the visual images
created for public consumption through film, tekwon, pop videos and photographs.
The lack of recognition given by historians to su@ual sources was emphasised by
Raphael Samuel who said that “the pleasures ofgdEe — scopophilia as it is
disparagingly called — are different in kind frohse of the written word but not
necessarily less taxing on historical reflection @&mought.*’ Samuel stressed that,
with the application of the same critical investiga usually reserved for written
sources, historians could utilise images as a pyins@murce rather than just as
illustrations to accompany and support the primedd and manuscript sources. In
an era when the visual image was becoming more rande powerful, the

importance of the photograph or film in promotingreinforcing perception should

43T, Mowl, Stylistic Cold Wars: Betjeman Versus Pevsiieondon: John Murray, 2000), p.55.
“R. Ferrier, “Petrol Advertising in the Twentiesdahhirties: The Case of the British Petroleum
Company”,Journal of Advertising History9:1 (1986), p.42.

“5 L. Purbrick, “Ideologically Technical: Illustratip Automation and Spinning Cotton Around the
Middle of the Nineteenth Centurydpurnal of Design Historyl1:4 (1998), pp.275-93.

6 A. Johns, “Pop Music Pirate Hunter&aedalus 131:2 (2002), p.67.

4" R. SamuelTheatres of Memory Volume 1: Past and Present int€oporary Culture(London:
Verso, 1994), p.271.
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not be overlooked and, as well as the more conmealtiwritten accounts, much of
this chapter will be based on the visual represems of the recording studio as
seen in the photographs and, particularly, the ngpwinages presented in the pop

films and videos released in the period under itigason.

Beyond the Narrative

Having constructed an industry-wide narrative aodkéd at how the recording
studio was portrayed, the main body of this studly thhen investigate how further
research can build on this in order to analyse anentletail how the recording studio
itself developed over time. However, the histogamivestigation of places of
technology or science (such as the modern soumddieg studio) is often perceived
as being vulnerable, given society’s tendency passe and elevate scientific issues
and, as one eminent biologist (Jonas Salk) wr@eiehtists often have an aversion
to what nonscientists say about scierf@eSalk’s words were written as a preface to
Bruno Latour’s pioneering and controversial antlotogical investigation in the
mid-1970s of scientists in their laboratory, a stuwd how they worked and how
scientific facts and discoveries were construckéid.work was an attempt to move
away from seeing scientists as neutral fact finedrs were simply plotting a “linear
progress from error toward trutf® and to question how scientific facts became
established and accepted. Latour then followed wpiswith further studie€8 that
attempted to provide an understanding of ‘scienteaction’ and to suggest
alternative ways of viewing scientific activity atechnology. The key theme of his
works was that science and technology do not evimeolation, that there is no
“autonomy of technology® but rather that they develop in a ‘socio-techniuiaky
realm where networks of human and non-human elemént ‘actants’ to use
Latour’s phrase) interact and struggle for contt@tour showed technology to be
fluid, influenced by the conflict and resistanceonfr the network of actors
surrounding it, sometimes solidifying when thosénueks stabilise, and sometimes
failing when they do not. This ‘actor-network thgofANT) was summed-up in

1992 by Bijker and Law, who suggested that “tecbgi@s do not evolve under the

“8B. Latour and S. Woolgataboratory Life: The Construction of Scientific EsqPrinceton:
Princeton University Press, 1986), p.11.

493, Brush, ‘Should the History of Science be Rat@y Science183:4130 (1974), p.1166.

%0 B. Latour,Science in Action: How to Follow Scientists and iBagrs Through SocietyMilton
Keynes: Open University Press, 1987).

B. Latour,The Pasteurization of Francé_ondon: Harvard University Press, 1988).

B. Latour, Aramis or The Love of Technolggizondon: Harvard University Press, 1996).

°1B. Latour, Aramis or The Love of Technolodizondon: Harvard University Press, 1996), p.292.



15

impetus of some necessary inner technological iensfic logic...If they evolve or
change, it is because they have been pressechatshape As well as Latour's
various offerings, others produced works that agopthe actor-network theory to a
variety of subjects, such as mediciiejnformation technology’ transport
systems; engineering project$ and design engineerifg. Whilst the theory’s
application was debated widely, it underwent aesedf modification® and Latour,
himself, led the debate about its relevaricee famously declared ANT to be dead
in 1997° and then recently questioned whether his appremthe study of science
had been mistaken when he found his own argumeeits teing used to question
the existence of global warmifi§.Such admissions failed to disarm the critics of
ANT who saw Latour’s work as a challenge to theuredtorder of science, of how
structured knowledge is obtained through scientiigcoveries, and of the natural
separation of human and non-human objects. ANi§,argued, fails to allow for the
sheer size and scale of the human factor comparéaketother actors involved and
produces two-dimensional representations that ardohg way from the three-
dimensional world they seek to represéfit3uch opposing views ensured that
debate about ANT was fierce and led to some b#tahanges in what became
known as the ‘science wars’. Other theories, oftased on a similar linkage of
technology and society, were developed and ANT @&etpwith, amongst others,

2\W. Bijker and J. LawShaping Technology / Building Society: Studiesoici®echnological
Change (London: MIT Press, 1992), p.3.

3 K. Garrety, ‘Social Words, Actor-Networks and Qarversy: The Case of Cholesterol, Dietary Fat
and Heart DiseaseSocial Studies of Scienc&7:5 (1997), pp.727-73.

*4 B. Bloomfield, ‘The Role of Information Systemsthre UK National Health ServiceSocial

Studies of Scieng@1:4 (1991), pp.701-34.

5 M. Callon, ‘The Sociology of an Actor-Network: Ti@ase of the Electric Vehicle’, in M. Callon, J.
Law and A. RipMapping the Dynamics of Science and Technologyiofgy of Science in the Real
World, (London: Macmillan, 1986), pp.19-34.

% J. Law, ‘The Olympus 320 Engine: A Case Study &@sign, Development and Organisational
Control’, Technology and Culture33:3 (1992), pp.409-40.

" K. HendersorOn Line and On Paper: Visual Representations, li€udture, and Computer
Graphics in Design EngineeringLondon: MIT Press, 1999).

%8 Latour suggested that ‘research’, rather tharetsm’, might lend itself more to ANT investigations
as “science puts an end to the vagaries of hunsgutdis: research fuels controversies by more
controversies”.

www.bruno-latour.fr/poparticles/poparticle/p074.htm

%9 B. Latour, ‘A Dialog on ANT’, http://www.bruno-laur.fr/articles/article/090.html

0B, Latour, ‘On Recalling ANT’,

www.comp.lancs.ac.uk/sociology/papers/latour-réngdant. pdf

®1“was | wrong to participate in the invention ofstfield known as science studies? Is it enough to
say that we did not really mean what we meant2’d@our, ‘Why Has Critique Run Out of Steam?
From Matters of Fact to Matters of Concer@tijtical Inquiry, 30:2 (2004), pp.225-48.

%2 M. Rix, ‘Latour and Nuclear Strategy: The Big, Bad and the Ugly’,
www.uow.edu.au/arts/sts/research/STPPapers/Lat@RIl.html

%3 G. de Vries, ‘Should we Send Collins and Latoub#yton, Ohio?’
(www.easst.net/review/dec1995/devries) providesnansary of the ANT debate.
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Bijker's Social Construction of Technology (SCOTheory* which links the
different social and technological spheres and shbaw individual technological
items can be shaped, manipulated and used in iddfevays by different social

groups.

Latour's works provide useful pointers for this dguand his and Woolgar’'s
Laboratory Lifé° is particularly relevant in that the same elemaitsystery that
surround scientists at work can also be applieshdgicians in the recording studio.
The fact that sociologists could visit a world figreto them to study its inhabitants
provides a precedent for one without any knowleolgequalisers, Ampex and midi
sequencers to enter the recording studio and igegstthe surroundings. Their main
findings could easily be applied to the recordinngde® as well as the scientific
laboratory. For instance, they noted how even thesientists acclaimed as
developing important theories relied heavily on support of technicians, fellow
researchers, published literature, the laborattegifiand all the equipment in it.
Latour and Woolgar emphasised the importance ofrtheroprocesses’, the ‘nitty
gritty’ work that contributes to the constructiohszientific ‘fact’, and came to the
conclusion that this all evaporates from the gdnsyasciousness once the finished
product is in the public sphere. Likewise, in musice finished product (the
recording) is not just the work of the artist, bot a combination of studio
environment, staff and equipment and yet this netwad humans and technology
ends up as a brief credit on the record sleeveth€ooutside world, there is just a
name which, occasionally, might register a brieihmeat of recognition but, usually,
only ensures the anonymity of the studio and iéefices. The recording studio itself
becomes a Latourian ‘black box’, in which “thingbi@ge contents have become a

matter of indifference® are placed and largely ignored.

Another key point that Latour emphasises is theoitgmce of circumstantial factors,
many of which again become forgotten when histeryecorded. IiAramis Latour

notes that exactly the same scientists and the dactenology produced one
successful transportation system (VAL in Lille) vshisimultaneously producing

% W. Bijker, T. Hughes and T. Pinchhe Social Construction of Technological Systenesv N
Directions in the Sociology and History of TechmgyloCambridge, Mass; MIT Press, 1987).

%5 B. Latour and S. Woolgaktaboratory Life: The Construction of Scientific EgqPrinceton:
Princeton University Press, 1986).

% M. Callon and B. Latour, “Unscrewing the Big Letfian” in K. Knorr-Cetina + A. Cicourel (Eds),
Advances in Social Theory and Methodology: Towardnéegration of Micro- and Macro-
Sociologies(London: Routledge & Kegan Paul, 1981), p.285.
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another, Aramis, that ultimately failed. Why, h&ssshould this be or did Aramis
actually succeed in that it produced “little reusabits, in separate piec&&that
became part of the VAL system? Other historicabaots have often overlooked the
local circumstances that affect decisions takepaaticular moments in time, too.
One of the advantages of the study of a recenbriat period is that it will allow
the key personnel to account for their decisioosallow the circumstantial factors
some relevance in this investigation. Indeed, Lat@articularly in his study of
Aramis, stressed the importance of taking into antall the factors associated with
the development, and ultimate decline, of this pieee of technology. He noted that
there were a number of elements (actors), withtdlating levels of importance,
which fused together and competed in order to deter and shape the Aramis
story. Likewise, the recording studio can be detranted to show a number of such
‘actors’, some human, others not, whose importaaiee interaction varied and
fluctuated over time. Those factors common to thdie across the period are (a) the
technology in the studio, (b) the human elementh(libe artists recording in the
studio and those who work in them) and (c) the istldiilding itself (the location
and design of the building). Analysis of these @asi competing factors, studying
how their prominence ebbed and flowed, allows foo&ginal approach to be taken
towards the study of the recording studio indusang one that will also add depth to

the historical narrative already constructed.

Technology

In an industry based on the mechanical reproduaifasound, it is no surprise that
technological change should feature strongly in amglysis of the recording studio.
The growing influence of technology in the studamde seen from the contrasting
nature of three snapshots of studio life, two fritn@ 1960s and one from the 1990s.
Memories of the Beatles’ first album, recorded B63 at London’s Abbey Road
studios on a twin-track mono recorder, are typjcalaracterised more for the speed
of output rather than for the technology used twdpce the sound. Looking back at
that period, Paul McCartney’s observations of glsimecording session for the first
Beatles’ album were reinforced by engineer Normanit!$® and echoed by other

artists of the day, such as Roy Wood, whose maimang of recording at Abbey

67 B. Latour, Aramis or The Love of Technolgodondon: Harvard University Press, 1996), p.264.
 B. Southall, Abbey Road; The Story of the World's Most FamousoRkng Studios
(Wellingborough: Patrick Stephens, 1982), p.91.
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Road in the 1960s was that “we were in and ouwin hours.®® As well as the
emphasis on speed of recording, 1960s studios waféea@ not as sophisticated as
their contemporary technological image might suggés 1967, for example,
Stockport’s Inter-City studio was described as hgvi‘walls lined with egg
boxes...and a make-shift sort of control desk tiedetober will sellotape and

string.”"°

Within ten years of this, however, the extent thick technology had
overtaken the recording process, and was seenrbg ae a barrier preventing access
to recording facilities, was evident in the rejentiof technology by the punk
movement which advocated a ‘do it yourself’ apphose both the production and
distribution of recorded music and promoted an &asc aesthetié* in which
technology should not be a barrier to those makingic. The failure of punk to halt
the spread of technology can be seen from the aegubge of recording, based on
the technical revolutions which had taken placat ttad developed by the 1990s, as
shown in this one sentence from an articl&indio Soundh 1997; “Take the tracks
off the Otari RADAR and put it through a little Mae 8-bus, and screw a bit of EQ
onto it and put in a couple of inserts, and itdusd great.”” In essence, the
recording studio’s function was no longer “to captumusic as ‘naturally’ as

possible, but to create new, artificial worlds ofiad”,"®

reinforcing the notion that
“the history of innovations in modern popular musg largely a history of

technological changeg?

Having accepted the growing influence of technolegthin the recording studio,
the question that then arises is how best to sttglyistory without becoming
entangled in the evolution of studio items suchflasgers, equalizers, doublers,
phasers, compressors, noise gates and multi-tigacknorders. In their own attempt
to provide an overview of the first one hundredrgezf magnetic recording, Daniel,
Mee and Clark decided to approach the complex isguthe history of sound

recording by summarising and explaining the “sigaiit new products, or

% B. Southall, Abbey Road; The Story of the World's Most FamousoRkng Studios
(Wellingborough: Patrick Stephens, 1982), p.89.

0 G. Tremlett,The 10cc Story(London: Futura, 1976), p.58.

" P. Rosen, “It was Easy, it was Cheap, Go and Dbethnology and Anarchy in the UK Music
Industry”, SATSU Working Paper (University of Yqrk} (1997).

2p. Ward, ‘Performance and ProductidBtudio SoundMay (1997), p.76.

3 p. Gronow and |. Sauni@n International History of the Recording Industfzondon: Cassell,
1999), p.153.

™ J. Curtis, ‘Toward a Sociotechnological Interptieta of Popular Music in the Electronic Age’,
Technology and Culture5:1 (1984), p.91.
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technologies, in approximate chronological ord&r&lthough the resulting work is
not as inaccessible as it might have been, thema impression given of technology
developing in isolation, the suggestion that teébgioal change somehow equates to
progress and the inevitability of a “certain logid technologization For
historians, there is always the danger that tedwyoland history can become
entwined and confused and, as Rosalind Williams rwed, “instead of being a
figure in the ground of history, technology hasdree the ground — not an element
of historical change, but the thing itself. We has@me to assume that where
technology is going is where history is going, fafiéy are now one and the samé.”
It is therefore easy for the historian to get babgdown in description of
technological detail and, likewise, to simply pm&ian inventory of technology’s
progression, such as the development from two &mtyvfour track recorders or the

emergence of digital recording.

Whilst much of Latour’s earlier work had concergghton the construction of
scientific facts, of the dependence on literarytdeto create and support scientific
statements, and of the creation (or demolition)nefworks that strengthen (or
weaken) scientific truths, it was his work on Aranthat particularly moved the
debate more fully onto technology itself and helaled “I have sought to offer
humanists a detailed analysis of a technology @efitly magnificent and spiritual to
convince them that the machines by which they areoanded are cultural objects
worthy of their attention and respeé®.’His pioneering investigation, part-fact and
part-fiction, permits the historian to widen theestigation and include non-human,
as well as human, actors, although, for some,pgéiseived reduction in the role of
the human element was a step too far; “We are happyperiment with conceiving
of nonhumans as possessing ‘knowledge, rights.t@a aled even refreshments’, but
in such an experiment we also do not want to draimans of many qualities such as
the capacity for emotion that empirically, if notaessarily, tend to co-exist with,

and in, the distinctively different ‘figure’ thas the human?®®

> E. Daniel, C. Mee and M. Clariagnetic Recording: The First 100 Yea(®dew York: IEEE
Press, 1999), p.2.

® Misa, in his review of Sara Daniu¥he Senses of ModernisifiNew York: Cornell University
Press, 2002), questions her use of this phrasé@ntiilure to show how technology was shaped by
society (T. Misa, “A Gramophone In Every Grat#istory and Technology1:3 [2005], p.328).

" R. Williams Retooling: A Historian Confronts Technological Clgan(London: MIT Press, 2002),
p.15.

‘8 B. Latour,Aramis or The Love of Technolgdizondon: Harvard University Press, 1996), p.viii.

"9 E. Laurier and C. Philo, ‘X-morphising: Review Bgof Bruno Latour’s “Aramis™ Environment
and Planning A31:6 (1999), p.1063.
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What Latour does emphasise in the Aramis storpasimportance of studying the
networks that surround technology rather than lpsking at the technology itself.
The role played by politicians, financiers, indiibns, other technologies and the
scientists themselves in the birth, then deaththef Aramis system become as
important to the story as the development of tezdintems such as the variable-
reluctance motors, hyperfrequency links and cafadrs. The fragility of technology
without these networks is emphasised in the comiuso the book’s fictional
investigation when all those associated with tloggat gather to hear who was guilty

of ‘killing” Aramis:

You had a hypersensitive project, and you treatexs iif you could get it through
under its own steam...And you left Aramis to copeeamts own steam when it was
actually weak and fragile. You believed in the awtmy of technology°

In placing technology firmly within this wider setg, Latour’s work provides an
innovative approach for the non-scientist's studysoience and technology, an
approach that demands the investigation of thesgonles, of how technology was
developed and diffused, of why and how it worked dmin’t) and of the function,

support and location of the technology itself.

In contrast to the historical approach taken byiBlaMee and Clark, there appear to
be two main areas that might be investigated tp In@vigate a path through the
increasingly-complicated history of recording stutitchnology; firstly, analysis of
the production of the technology, by interviewirigpge who were involved in its
manufacture, will chart how different technologmsuld emerge, solidify, develop
and change over time, not in isolation but throtighimpetus of a network of actors,
much in the same way that Donald Norman’s theoryechnological life-cycles
emphasised the conception, birth, death and shayitgchnology (“technological
products have a fascinating life cycle as they meg from birth through maturity.
The same product that was attractive and desiret$ iyouth can be irrelevant and
ignored at maturity.3' Secondly, an investigation of the functionalityte¢hnology,
once it was in place and established, will show hieevdiffusio? and aesthetics of

the technology actually manifested itself in itsrkoentred setting (an approach

80B. Latour,Aramis or The Love of Technolgdizondon: Harvard University Press, 1996), p.292.
8. D. Norman,The Invisible ComputefLondon: MIT Press, 1999), p.24.

8 See E. Rogerdiffusion of Innovationg4™ Edition), (New York: Free Press, 1995) for a dethi
analysis of the subject and its history.
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advocated by historians such as Pickstone who“$ai@nt to show how ways of
knowing were linked with ways giroduction— to ways ofmakingthings.”f** Both

of these areas will concentrate mainly on the irngrare of the consequences of
technology, emphasising the interaction of techgiockl networks, rather than
getting lost in the detail and specifics of the@epment of electronics, circuitry and
digital theory of individual items of studio equipmt. As Latour emphasised, it is
these networks, rather than just the technologyer se that merit investigation.
Whether they can be traced in the recording studhere, uniquely, science and art
meet, where entertainment, rather than scientéat, fis the ultimate goal, will be

interesting to determine.

People

Whilst the preceding chapter will look at how thedso technology changed and
developed over time, the introduction of the hureéament into the investigation,
looking at how people interacted with this techggland the space it was housed in,
will be an important component of this study. Thapter will identify those located
in this space and show that the importance of thé@&srent groups could fluctuate
over time. It will analyse how the space meanteddht things to those using it (even
at the same point in time), will show how time cpad perceptions of this space and
will also highlight how the different human actaonderacted. The thoughts, words
and actions of those in the studio will be studsed analysed closely, not only to
infuse the human characteristics into the histdrthe recording studio, but also, to
provide a template for comparisons with the hunwara in other industries. Certain
aspects of human activity have long fascinatedstinelent of the past. From the
traditional historical studies of class conflicthrdaugh to the more recent
investigations of the lives of ‘ordinary peoplehet‘human’ element in history has
proved to be an attractive one. The emergence skeuoms dedicated to “people’s

history”*

and the growing numbers of those researching yahigitory is testament
to this. The human element in the recording stadio be split into two — those who
owned, developed, worked in and helped run theigtwhd the artists who used
them for recording, for creating sound. This caodpice two different perspectives
of the same studio space, sometimes in harmonysantetimes conflicting, and

consideration must be given to both in order toyfabmprehend the human factor in

8 J. PickstoneWays of Knowing(Manchester: Manchester University Press, 200.8),
8 The People’s History Museum (103 Princess Stianhchester, www.nmlhweb.org) is perhaps the
best regional example.
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the recording studio. The main questions will b&vhitbese human roles developed
and mutated and, also, how the interactions aratioekhips between the groups

changed over time.

When C. P. Lee analysed the history of the Manehestsic scene by interviewing
a number of those artists directly involved, heuadythat he was “reclaiming the
people’s voiceS® in allowing such participants to have their saiynifrly, one of
the Oral History Society’s main aims is to “enapkople who have been hidden
from history to be heard® In looking at the historical development of theawling
studio, it will be argued that, although the astisbncerned have often been asked
about many things, very few have ever had to cemsahd discuss the time they
have spent in the studio whilst the studio empleydemselves have rarely been
given the opportunity to advance their contributairall. However, whilst Lee was
“reclaiming” the artists’ voice from a history thdiad neglected an important
component, this study will rescue the studio itéelm historical neglect and all the

elements, inanimate and human, will be ‘reclaimed’.

One of the major sources of this chapter will ke ¢bntribution of those people who
were actively involved in the recording studio dwgrithe period in question. This
therefore means that there will be much emphasisepdl on the use of oral
testimonies and also on the evaluation of the mm®woand thoughts of those
concerned found in various printed sources. Altliotige first serious steps towards
using oral history for research were taken in t840Q5, it was not until the 1960s that
a number of events combined to increase its poipulamongst historian¥. Whilst
the use of oral history in research increased diaally, there was still a stigma
attached to it by some academic historians whoiedpthat it could only ever be
seen as a back-up to the more traditional textebasarces. The arguments against
any reliance on oral history have been based onnabar of issue® Conversely,

oral historians have argued that text-based soun@esubject to the same problems

8 C. Lee,Shake, Rattle and Rain: Popular Music Making in kteester (1950-1995)Ottery St.

Mary: Hardinge Simpole, 2002), p.1.

8 \www.ohs.org.uk (What Is Oral History?).

8 These included the launch of the Philips pockesetie recorder in 1963 (E. Daniel, C Mee and M
Clark, Magnetic Recording: The First 100 Yeadew York: IEEE Press, 1999], p.102) and the
formation of the Oral History Society and the proiien of theirOral Historyjournal from 1971
onwards.

8 |Including the failure to accurately recall everit embellishment of accounts, the corruption of
memory as a result of hindsight, the absence dfittes material, the bias in the selection of
interviewees, and the alteration of the spoken wdrdn transcribing it.
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but that society has simply favoured documentargiesce and that most historians
have always believed in the superiority of “docutedmven history, preferring
sources, like wine, properly aged and stof€dJne of the major advantages of oral
evidence, it has been claimed, is that it allovesgints into the thought processes and
decision making that create the conventional docusnbeing used by ‘traditional’
historians. A good example of this is Tyson’s studyone branch of accounting
history, the development of standard costing, wiiatl conventionally been viewed
using archival data. Tyson suggested that oralofyistcould “personalize a
superficially mundane procedure...and could reveaétia and considerations that
occurred beneath purely theoretical discoufsef, in other words, a human element
could be introduced into the archive-heavy research

In recent years, the debate over the use of ostbryi has developed to lead
historians to discuss more complex, yet intriguihgstorical relationships. Some
have now become less concerned with ‘remembepeg’'se(an important element
of the oral history) than with the issue of memisglf. As a result, the question of
how memories are formed, how they are kept alive the way in which they are
used, and narrated, by those studying them havebemame key historiographical
issues. Academics such as Patrick Hutton, Pierma,N®aphael Samuel and Simon
Schama (and a journaHistory and Memory devoted to the subject) have
contributed to a separation of ‘history’ and ‘megi@nd introduced a new depth to
the subject. Some have questioned the validityhisf approach and have wondered
how useful the results might be (“So conceived,hiséory of memory is a vein that
we shall be mining for a long time before we caceasin the quality of its ore®
whilst for others the ‘new’ study of the past (ngenerally termed ‘postmodern’)
has become “less interested in ‘what actually hapgethan in its perpetual reuse
and misuse...a history that is interested in memotyas a remembrance but as the
overall structure of the past within the preseftWhilst keeping out of the ‘end of

history’ debate, the discussions concerning menaoxy its role within history have

89 . Sherron de Hart, “Oral Sources and Contempdiatpry: Dispelling Old Assumptions”,
Journal of American History80: September (1993), p.582.

T, Tyson, “Rendering the Unfamiliar IntelligiblBiscovering the Human Side of Accounting’s
Past Through Oral History Interviewsccounting Historians JournaP3: December (1996), pp.87-
109.

°Lp. Hutton, “Mnemonic Schemes in the New Historyigimory”, History and Theory36: October
(1997), p.390.

92, Kritzman, “Foreword” in P. NoraRealms of MemoryNew York: Columbia University Press,
1996), p.xxiv.
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produced one point in particular that is pertinenthis study. Memories are, by their
very nature, personal and unique. One person’s megen never be exactly the
same as another’s because they are shaped byediffeersonalities and different
experiences. Individual memories are molded by lsipavate communities, such as
the family or workplace, often with little contaeith the wider world. Philip Aries
noted the importance of looking into the privater@f families and their memories
and traditions for a counter-balance to a worldatsd by invented tradition§"and
emphasised the need to acknowledge the “realityeofiving memory of the past®
Herbert Finberg, writing in the 1960s, also saw tha need for the historian to take
the smaller communities into account, to use therascope as well as the
telescop€” The historian, in theory, becomes a ‘collectom#mories’ and must be
mindful of the variation that will exist when exp@lating theories and suggesting
collective memories. In this study, the persondureof memories will show that
the same space at the same point in time coultl gtdduce a variety of
representations for the different human elementlenrecording studio.

Connected with these personal testimonies, anthpartant part of this chapter, will
be the use of the growing number of music autolipigies from the 1980s onwards
in order to widen the range of views relating te tecording studio. This rise in pop
music nostalgia at the end of the 20th Century ssgynculminated in the opening
of a museum dedicated to the subject (The Nati@mltre for Popular Music in
Sheffield) in March 1999 and an ever-increasingkaafor “recycled, re-invented
and re-mixed® music. The fact that Sheffield’s ‘pop museum’ elégo the public
within eighteen months of opening (attributed tmoagst other things, the fact that
“the concept of a pop museum runs counter to tlmi g pop: it institutionalises
pop music, which does not belong to museuriisthight suggest that the nostalgia
boom was short-lived, that “because it was invertetireak rules and tear down

cultural barriers, rock never formulated a rigordredition of workmanship that

% P, Hutton, “Recent Scholarship on Memory and HigtoThe History TeacheB3: August (2000),
p.543.

°* P, Hutton, “The Problem of Memory in the Histotiwdritings of Philip Aries”,History and
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% R. SamuelTheatres of Memory Volume 1: Past and Present imté&voporary Culture(London:
Verso, 1996), p.89.

°7J. Kam, ‘Success in Failure: The National Centredopular Music”Prometheus22:2 (2004),
p.176.
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could be used to create time-resistant artefattsldwever, whilst the idea of tying
pop music’s history to the display of artefactdhe limiting and limited space of a
museum proved a virtually impossible task, muselithad a “capacity (in contrast
to a photograph) to generate an intensity in thanticipated recollectiofi® and,
from the proliferation of boxed set re-releasesmfsic from the archives to the
reformation of bands who had long-since split ugstalgia “infected every branch of
popular music* It also became apparent that the appeal of tmesgctive was
being applied to the more recent musical periodk aithin only a few years of its
launch, the music video channel MTV had launchégteatest hits’ programme that
was “an intriguing, quasi-historical presentatibattdished up a gumbo of past and
present videos...a dose of history or nostaldfa.”

Of course, the use of autobiography is said togmegroblems for the historian with
its reliance on ‘the personal’, on memory infusathwostalgia, bias and selectivity.
For instance, the value of renowned composer Michgpett's autobiography?
was questioned because of his use of an interviewproduce the final work (“By
what process were decisions as to what to includevehat to omit arrived at?%
and the similarity in parts to the text in lan Kempiography®* of the composer
(“the near parallels in the sequence of narratimh cose resemblances of wording
cannot be co-incidental®}® Likewise, the many autobiographical works of"20
Century theatre critic Walter Macqueen-Pope hawetbdismissed on account of
the occasional inaccuracies, opinionated diatribasd seemingly irrelevant
anecdotes that sometimes characterize his w8fkAnd yet the value of the
autobiography to historical work has grown in recggars and the development of
the ‘historian-autobiographer’ who, in theory, hawe training to allow them to
place an account of their own lives into the contd#xa wider historical picture and
enable them to “contest the literary theorists’ toidinnex autobiography to the realm

% 3. Holden, ‘Pop Nostalgia: A Counterrevolutiofhe Atlanti¢ 255: April (1985), p.121.
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(2000), pp.534-5.

10 R, Cook, ‘Friends Reunitedyew StatesmarMay 19" 2003, p.42.

191G, Burns, “Popular Music, Television, and Generadi Identity”, Journal of Popular Culture

30:3 (1996), p.136.

192\, Tippett, Those Twentieth Century Blues: An Autobiograghgndon: Hutchinson, 1991).

193D, Clarke, “Tippett In and Out of ‘Those TwentiéBentury Blues’: The Context and Significance
of an Autobiography’Music and Letters74:3 (1993), p.402.

104 "Kemp, Tippett: The Composer and His Musjtondon: Eulenberg Press, 1984).

195D, Clarke, “Tippett In and Out of ‘Those TwentiéBentury Blues’: The Context and Significance
of an Autobiography”Music and Letters74:3 (1993), p.402.

19 3. Davis and V. Emeljanow, “Wistful Remembrancdihe Historiographical Problem of
Macqueen-PoperyNew Theatre Quarter|yXVIl:4 (2001), p.300.
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of fiction”%’

was evidence of this. The status awarded to affidocuments, in
contrast to that of the ‘imperfect’ memory, alsoneato be questioned as shown, for
example, by the semi-autobiographical work of CarolSteedman who, on
investigating her mother’s life, came to realisattehe was an illegitimate child in
spite of what was recorded on her birth certifictay mother must have told a
simple lie to the registrar, a discovery about veeisimilitude of documents that
worries me a lot as a historiad® The value of the autobiography to the historian,
whatever its imperfections, are that they permd thconstruction of a past “that
must always be a melting pot of ‘imperfect recoignis’ and unattainable desiré%”
and allow the introduction of the personal elemsna way of “deliberately avoiding
traditional primary sources — and hence resistimgjr tauthority.*'° For Clarke,
reviewing Michael Tippett's autobiography, it isethntroduction of the human
element to such accounts that make them so usafdl,popular; “they excite the
dialectical tension which inheres in the very diéfece between the lives of flesh-

and-blood personalities and the symbolic phenonrendich they traffic.***

The Building

The importance of architecture, of the relationshgiween buildings and other
actors, is something that has been reinforced bynehts from different studies,
across a number of academic disciplines. For exanapithropologist Dvora Yanow
noted that built spaces could become both stogytelnd an element of the story
being told, much more than just passive backdropkéd tales unfolding in them and
“both the medium and messa§€of any academic investigation. Psychologist Glen
Lym recognized that the same buildings, or spadhinvibuildings, could affect
various people in different ways and that spacddcba neutral (where life and the
physical environment are separate) or acute (wbertain feelings allow that same
place to take on a special personal quality forteser reason’}® Raphael Samuel

saw that there was a symbiosis between buildingspaople and his essay on the

1973, Popkin, “Historians on the Autobiographical fiier”, American Historical Reviewi04:3
(1999), p.748.

198 ¢ Steedmarl,andscape for a Good Womg(hondon: Virago Press, 1986), p.40.

199 3. Davis and V. Emeljanow, “Wistful Remembrancdihe Historiographical Problem of
Macqueen-PoperyNew Theatre Quarter|yXVI1l:4 (2001), p.309.

10 3. Mitchell, “Popular Autobiography as Historioghy: The Reality Effect of Frank McCourt's
‘Angela’s Ashes™ Biography 26:4 (2003), p.611.

1D, Clarke, “Tippett In and Out of ‘Those TwentiéBentury Blues’: The Context and Significance
of an Autobiography”Music and Letters74:3 (1993), pp.410-1.

12D Yanow, ‘Space Stories: Studying museum builgiag organizational spacediurnal of
Management Inquiry7:3 (1998), p.215.

113G, Lym,A Psychology of BuildingLondon: Prentice Hall, 1980).
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public’s re-emerging love of brickwork in the lattealf of the twentieth century
emphasised that the brick itself had almost humanlities™* Indeed, this
recognition of closer relationship between humams buildings is important as it
demands that any study of built spaces recognimesxistence of such an affiliation.
The novelist Ayn Rand was one person who advocttedlink and who, when
writing in the 1940s about New York’s skyline, sdldfeel that if a war came to
threaten this, | would like to throw myself intoagie, over the city, and protect these
buildings with my body**® Buildings, rather than simply being inanimate chje
inspire people and have often been given humaractarstics by those associated
with them. Looking at the recording studio industiyr example, George Matrtin,
when talking of the Abbey Road, addressed it asighat were a person (“Dear
Abbey Road, you demanded, and took, a great deslybu gave much more
back”)"® and suggested that the building had absorbededletted the personalities
and emotions of those who had used it. In shonidings, even whole towns or
cities, possess the ability to become more than'lusks and mortar’ to people and

are able to “seduc&"” a response from the human actors.

In spite of Latour’s attempts to play down his AMiEory in later years, his assertion
of the importance of buildings as one of the actorany study coincided with a
growing awareness of the relevance of architecama history across society. The
increasing recognition, from the late 1960s onwaadghe need to conserve those
buildings deemed to be part of the nation’s heetags crystallized when 1975 was
declared to be European Architectural Heritage Yadad, in the United Kingdom,
such heritage projects were boosted by the creaifoan Architectural Heritage
Fund!*® This growing realisation of the notion of architeal heritage and
preservation continued into the 1980s and beyomldtla® National Heritage Act of
1983 set up the forerunner of today’s English tget body, to advise government

144t is tactile, textured and grainy...individual agdirky...warm...breathes easily...grows old
gracefully”, R. SamuelTheatres of MemoryfLondon: Verso, 1994), p.120.

115 A, Rand,The FountainheadLondon: HarperCollins, 1994), p.433.

116 B southall Abbey Road(Wellingborough: Patrick Stephens, 1982), p.5.

117«The ability to create an emotional bond with treidiences, almost a need for them...an
important role in automobile design, architecture.J.”"Khaslavksy + N. Shedroff, “Understanding
the Seductive ExperienceCommunications of the ACM2:5 (1999), p.45.

18«The most significant loan facility in the UK isasthe Architectural Heritage Fund (AHF) which
was set up in 1975 with a fund of £1 million toiassepair and rehabilitation projects.”, R. Piakar
and T. Pickerill, “Conservation Finance 1: SupgortHistoric Buildings”,Structural Survey20:2
(2002), p.75.
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on such matters and to guide those interested ésepratiort’® The notion of
heritage in relation to architecture is one ared taught the public’'s imagination
and, in recent years, the popularity of such teiew programmes as the B.B.C’s
Restoration?° which has allowed viewers to vote to save onedingl from a list of
endangered structures, was allied with the incngapublic membership of bodies
such as the National Trust (one of the leading witttly recognised guardians of
British heritage), which was well over three mitlitn 2006'%* This idea of heritage
spread from simply being an architectural matiezricompass the desire to preserve
a whole way of life and history, although the cdnition to historical understanding
of the proliferation of historic visitor attractierby the turn of the millennium, which
one commentator ascribed to the British public’ational veneration for all things

"122 \was seriously questioné®® However, architecture cannot be seen

historical
simply as a detached study of buildings in isolati®cause the aesthetics of such
structures also inspires emotion. Whilst the staflpuilding design can show how
structures themselves were planned, built and dpedl (using terms such as Gothic,
Bauhaus, Art Nouveau, Arts and Crafts, and Moderhig is how the human
element interacts with buildings which requires attention. The historical study of
buildings is much more than the analysis of indmaldstructures. A building’'s
appearance, its place in the community and funatigninspire feelings amongst
those using it and even those who simply view d@nfra distance. Sometimes
buildings produce little reaction from those arodhedm whilst, at other times, they
inspire admiration, devotion or provoke defensieactions against perceived threats.
One of the most famous reactions came in 1984 Whigrte Charles used the quote
“It's like a monstrous carbuncle on the face of achrloved and elegant friend* to
attack the proposed plans for the National Galéergt appealed for more thought to
be given to the effect of buildings on the envir@minand the community around
them?®® The campaigns of national bodies and local growpssave buildings

19\smww.english-heritage.org.uk details the numerauisiipations available.
120\sww.bbc.co.uk/history/programmes/restoration/
121\sww.nationaltrust.org.uk/main/w-trust/w-thecharitym

1227 Hunt, ‘Monumental mistakesyew StatesmarDecember %2002, p.34.

123 “Heritage began to have inherently conservatieerow-minded connotations”, Speech by Culture
Minister, David Lammey, to the Royal Geographicati8ty on January 5620086,
http://www.culture.gov.uk/Reference_library/Minist&peeches/Ministers_Speech_Archive/David_L
ammy/David_Lammy_Speech03.htm

124 Speech by the Prince of Wales at the"LB@iniversary of the Royal Institute of British Aiitécts
Royal Gala Evening, May 301984,
http://www.princeofwales.gov.uk/speechesandartialespeech_by hrh_the prince_of wales_at the
_150th_anniversary 1876801621.html

12 The TimesJune 11984, p.3.
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threatened with demolition or suffering from negléx another sign of this. The
emergence of new branches of architecture in regears, such as building
ecology?® and architectural aesthetit® suggests that awareness of the link between
buildings and community, of how people interacthwthie structures around them, is

growing.

In accepting that the technological aspects of rdeording studio produced the
fitting technological-related phrase ‘laborator@ssound’ with which to begin an
investigation into the development of the studiad(a later chapter will analyse
Cogan and Clark’s suggestion that recording studiesseen as “temples of

sound”)*?®

it seems, in the architectural sense, that ardiffephrase may have to be
found with reference to labour, craftsmanship amatipction. Architecturally, this

will involve analysis of the structure of the stoidbuilding itself in order to

investigate its affect on those working in it, tadiwing in the vicinity and those who

simply see it from the outside with little or nonoept of what actually happens
inside. All of these factors were certainly preserthe great factories that sprang up
during the industrial revolution and the link beemefactory and recording studio
provides some interesting comparisons. Visualliisiy, factories also presented a
facade that hid the activities that were takingelaside (“From behind the massive
walls often no noise or light emerges. Often ibidy the smoke from a chimney
which signals a mill is at work except on wintererings when the lights are

visible.”)*??

The multitudes of factories that sprang up in itmgustrial towns and
cities, many with elaborate architectural featupesented an image that that could
both repel and attract. The importance of visugleapance, which was often a major
consideration for those who constructed the miligl &actories of the industrial
revolution'*° diminished as more uniform, and less exciting;fateicated buildings
emerged from the 1950s onwards. Almost to compensatthis, some companies
started to make up for such a lack of visual presesith more creative and eye-

catching company signs on the outside of the ugsliand the visual appeal came

126 A, Tetior, “Ecological Beauty of City and Love @ity as Conditions of Its Sustainable
Development”Un-Habitat In Action 1: March (2002), p.1.

127 R. WeberOn the Aesthetics of Architecty(@ldershot: Avebury, 1995).

128 3. Cogan and W ClarKemples of Sound: Inside the Great Recording Ssu¢liondon: Chronicle
Books, 2003), p.11.

129 SAVE Britain’s HeritageSatanic Mills (London: SAVE, 1974), p.5.

130 pear Mill in Stockport, built in 1912, is one exglimas it was “distinguished by the pear shaped
dome which tops the water tower.”, R. Holden, “Pidl, 1907-1929: A Stockport Cotton Spinning
Company”,Manchester Region History Revie?2 (1987), p.24.
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less from the architecture and more from the deicoraof the exterior of the
buildings. As well as the visual presence, thegtesind utility of buildings could
also play a part in shaping those who used oredsihem. The surrounding space,
the building’s neighbourhood, the amenities andlifees close by and the design
features of the building could all play a part ett;ig an agenda. What might seem
like minor details to outsiders could become a mpgant of the lives of those people
occupying certain buildings. As well as the impoda of the actual building layout,
such matters as car parking, location of shopspas and the general ‘feel’ of the
surrounding area could all contribute to the suxces otherwise of a specific
building. Indeed, in certain industries, factorieere often deliberately sited to
become a central part of the community in whictytivere placed.

Case Study

When Latour studied the activity of the Salk Indtt for his Laboratory Life
investigation, he acknowledged that concentratingooe particular laboratory as
being representative of others might invite crémaiif it was “not typical of the
drama and conjectural daring prevalent in otherasref scientific work*!
However, he anticipated such criticism by notingttlone of the Salk Institute
scientists had just been awarded the Nobel Prieéviiedicine and cited this as a
good reason for choosing that particular placertalyse. Latour’s resulting work
then contributed towards a growing literature feig on the work and output of
scientific laboratories in generdf In the same way, this study of the ‘laboratory of
sound’ will concentrate on Strawberry RecordingdBis in Stockport as being
representative of the technologically-developingprding studios in general of that
era. Analysis of Strawberry’s development offers namber of interesting
perspectives from which to study the recording istublot only was it one of the
first professional independent studios in the couf@nd a very successful one at
that), but its location outside of London markeastdifferent from the majority of
the other professional recording concerns at the.tAdditionally, the locality of the
Studio allows for easier access to the variousydgaf its archive (particularly the
human element that has largely remained in thekptot area) for someone local

researching the history of the recording studiastd/ on a part-time basis.

1318, Latour and S. Woolgakaboratory Life: The Construction of Scientific EgqPrinceton:
Princeton University Press, 1986), p.31.

132 R. Smith, ‘Introduction’ Historical Studies in the Physical and Biologicai&hces32:1 (2001),
pp.3-9.
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In the same way that a conventional historical atare of the recording studio
industry needs to be ‘constructed’ as a frameworkdrther research, then a similar
approach has to be adopted for the use of a spesifidio as a case study.
Interestingly, those historical accounts of otherd®os that already exist, many of
them brief summaries on studio’s web pages, ofeatufe a nhumber of common
traits that might provide a template for Strawbarrgwn narrative. The most
obvious of these, apart from the chronological oaféhe narratives, is the emphasis
placed on the linking of the studios’ success wiithse artists who recorded there
over the years. Whilst Abbey Road’s connectionhwite Beatles is the most
obvious example of thi§° the Studio’s official history?* is also full of references to
(and pictures of) many other famous clients, paldidy relating to the period from
the 1960s onwards. Another London studio, The Télense, celebrated their ®5
anniversary in 2004 by publishing a celebratorypseiment inMusic Weekand
noted that Elton John'’s tribute song to the laiadess DianaCandle in the Wind>
was recorded there and that “besides being SimEltbondon studio of choice,
Town House’s Studios 1, 2 and 4...have played host wiho’s who of the British
music industry of the past two decad&¥ 'Olympic Studios’ own narrativé’ is
mainly a decade-by-decade list of those bands wdwe ecorded there, London
Recording Studios’ web page notes that “many icamd inspirational artists came
through the doors**® whilst Trident’s history particularly notes theleglayed by
the Beatles, Queen and Elton John in that studieeelopment®® As well as
numerous mentions for the artists, other individualho are often credited as being
the driving forces behind the creation of the stgdiare also given prominence.
Whilst some of these individuals are household maff@ instance, George Martin
is not only featured heavily in the Abbey Road tbut is also inexorably linked
with the creation of AIR Studios t68 whilst Richard Branson and Trevor Horn are
credited with creating the Town House and Sarmigsutespectively), others, such

as Ray Kinsey at Livingston Studiésand Mark Reader at Tonewood Recording

133 The last album the band recorded together in 1@&9named after the Studio; The Beatidshey
Road(Apple: PCS7088, 1969).

134 B Southall Abbey Road(Wellingborough: Patrick Stephens, 1985).

> Rocket: PTCD1, 1997.

1% 3. Jones, “Town House Celebrates Silver Annivgtsausic WeekOctober 2 2004,
Supplement, p.2.

137 \www.olympicstudios.co.uk/history/

138 \www.thelondonrecordingstudios.com/London-Recordhtgdio-Home/Studio-History/index.html
139 www. tridentsoundstudios.co.uk/history4.html

140 \sww.airstudios.com/info/history.shtml

141 \www.livingstonstudios.co.uk/history.htm
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Studios*® for example, are less well-known. Another commeattre is the notion
of ‘progression’, whether in terms of technologyd@h, for example, began by
building their own mixing desk before, eventualigstalling a Solid State Logic
console in 1980)*3in the buildings housing the studios (AIR, fortarsce, relocated
in 1991 into “the beautiful Lyndhurst Hall in Lona®*** or in the structure of the
business (the Town House, for example, underwerdrakchanges of owners, from
Branson to the Sanctuary Group via EMI, and a fiatthg number of studios>
One final feature of the traditional studio nanratis the predilection for the unusual
or quirky in relation to specific moments in theidibs’ histories. Sometimes these
relate to the history of the buildings themselMasifigston, it is noted, was housed
in a Victorian chapelj?° whilst others refer to specific incidents, oftermatic and
out-of-the-ordinary, which add colour to the dgsiive accounts of the studios’
development. These include the destruction of Ai€saribbean studio when
Hurricane Hugo “devastatef” Montserrat, Tonewood's owner finding the locks
being changed on his own studf8,arguments amongst the members of the pop
group Queet® and the fact that Olympic could boast that it we studio where

“numerous episodes of the cult TV series Joé3lere recorded.

Using these various examples as templates, Strayidepecific historical narrative
begins in 1967 with Inter-City Studios located iriry twenty foot square studio
above the Nield and Hardy record store in Stockpaown centre (see Figure 2).
Having helped out there for a few months, local nieter Tattersall (who had
worked in the music business as a road mangersuith groups as Billy J Kramer
and the Dakotas) decided to buy the studio anebitspment, which consisted of two
tape machines and a few microphones. He paid appately five hundred

pounds®! and, for the next few months, worked from sevethenmorning until two

in the afternoon at a local bakery in order toeaisoney for the studio. In 1967,

there were no other professional recording faegitutside of London and Inter-City

1492 \smww.tonewood.co.uk/history.html

143 Eden “became the first studio in the UK to offeitdl Recall”, www.edenstudios.com/history6.htm
144 \www.airstudios.com/info/history.shtml

145 3. Jones, “Town House Celebrates Silver Annivgisausic WeekOctober ¥ 2004,
Supplement.

196 \www.livingstonstudios.co.uk/history.htm

147 www.airstudios.com/info/history.shtml
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199«There’s probably still some of our blood on thesk”, J. Jones, “Town House Celebrates Silver
Anniversary”,Music WeekOctober ¥ 2004, Supplement, p.2.

130 \sww.olympicstudios.co.uk/history/1960s.php

151 peter Tattersall, January28005.
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settled for offering the studio for the recording advertisements?® and
demonstration tapes for local artists such as Thelbknders and Herman's Hermits.
It was at this point that Eric Stewart, a membertled Mindbenders, became
associated with the Studio, along with others sashPauline Renshaw and Ray
Teret. Having always wanted to become involvedat side of the business, Stewart
accepted an offer from Tattersall to become a parnd, in spite of being told that
it was a waste of time, money and effGrtStewart invested eight hundred pourids

in Inter-City and set about improving the standairthe equipment.

For the record

OST young girls in the pop

world tend t6 be In front of .
the microphoae but not Pauline
Renshawe who s training to be a
recording engineer at the studios
of Inter-City  Productions ia
Steckpont.

She 1s taking lessons on how to
work the control desk and how to
balance up the sounds from each
microphone from Peter Tattersall,
resident recording engineer, who
has put the sounds of the Hermits,
Billy J. Kramer and the Dakotas,
Wayne Fontana, the Mind Benders
and’ the Northern Dance Orchestra
cn tape in the studio.

Pauline is mastering the maze
of dials, switchcs and meters and
at the momcent assists. Peter when
there Is a large-scale recording to
be taped. Later she will get the
¢hance to go solo while Peter
stands by in case she makes any
mistakes,

Figure 1: An early mention for Strawberry Studidl®6 7>

His arrival also later brought about a change ahedor the studio; Stewart's
favourite song at the time was The Beat®sawberry Fields Foreveso he and
Tattersall chose the name Strawberry Recordingi&udith the catchy advertising
slogan 'Strawberry Studios Forever' in mind andcai@derry Recording Studios
Limited (UK) Limited was incorporated on Octobef™20067%

1524when we first started Strawberry Studios, we mosst of our work from a commercial company
in the same building”, D. Fricke, “Two Plus Fouruds 10cc” Circus, November ¥ 1978, p.18.

153 A point confirmed by Graham Gouldman, who said air friends said we must be mad to put our
money into something like that”, G. Tremle€Ehe 10cc Story(London: Futura, 1976), p.78.

154G, Tremlett,The 10cc Story(London: Futura, 1976), p.59.

1%5 Stockport ExpressNovember 28 1967.

156 Companies Hous#/ebCHecldetails
http://wck2.companieshouse.gov.uk/6f42288ccdaa@fdfBa7042eb2c13/compdetails



Figure 2: The Nield and Hardy music shop in theQk6

Within a few months, though, Strawberry’s ownersravéold that they were
considered to be a fire-risk to the historic bunfyinext door and were informed that
they would have to vacate the premises. After magarching, they found a building
in nearby Waterloo Road that offered a suitabldl $tea recording studio and they
set about constructing the studio space themsé&eesFigure 3).

Figure 3: Work begins at Waterloo Road (with Eriev@art far right)>®

With additional financial support from other backeflocal songwriter Graham
Gouldman invested £2,088 and the artist-management firm Kennedy Street
Enterprises also became a partner and provided sarmb-needed respectability for

the project):®® Strawberry upgraded its equipment and began ter aficording

57 stockport Heritage Library.

138 Author’s private collection.

159G, Tremlett,The 10cc Story(London: Futura, 1976), p.62.

180 “wWhenever we went to finance houses or banks aboubwing money, although they

sympathised they couldn’t understand why we ne¢alsgend so much money on things they thought
of as tape recorders...We really did need someonecabldl talk their language”, G. Tremletthe

10cc Story(London: Futura, 1976), p.59.
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facilities for a wide variety of locally-based at&!®* By 1969, Gouldman was
working in New York for the Kasenetz-KatZ ‘bubblegum’ music organization and
he persuaded them to base their UK operationsravBérry and to use Stewart and
two other friends, Kevin Godley and Lol Creme, assson musicians. The money
from these sessions saw the trio producing recard® released under a variety of
pseudonym$*® and, although they felt there was little artistierit in these track$?
they allowed the studio to purchase of a four-treagpe machine and, in 1970, for
Stewart, Godley and Creme to record a sitfgleogether under the name Hotlegs
which reached number 2 in the UK charts. AlthougHadlegs alburtf® followed,
the group (now joined back in Stockport by Grahaaul@man) settled for working
in Strawberry as producers and, occasionally, Io@ckausicians for a wide variety
of other artists. These included songs by MancheGigy,'®” Leeds United®®
Evertort®® and Bury’® football clubs and, most notably, fading Americstar Neil
Sedaka, who made a comeback by recording two afBtras Strawberry, with
Stewart, Gouldman, Godley and Creme as his baakingjcians and co-producers.
Having worked hard for others to be successful folne musicians decided to record
together for themselves and, with the backing ofafltan King’s UK Records, they
released a single in 197Rpnna*’? under the name of 10cc, which reached number
two in the UK charts.

The period between 1972 and 1976 was one of gueaess for 10cc and one that,

consequently, established Strawberry as a majordaty studio. All four 10cc

'L paul YoungYou Girl, (Columbia: DB8188, 1967).

162 \\»ww.bubblegum-music.com/kasenetz

163 A collection of these recordings can be foundStnawberry Bubblegum: A Collection of Pre-10cc
Strawberry Studio Recordings 1969-19{Qastle: BOOO0O9PCOE, 2003).

164 Kevin Godley declared “I'm still appalled. | shduthink the wax cringed when those records were
pressed they were so bad”, G. Tremlétte 10cc Story(London: Futura, 1976), p.97.

185 Neanderthal Man(Fontana: 6007 019, 1970).

1% Thinks School Stink¢Philips: 6308 047, 1971).

57 Boys In Blug Funky City (RCA: RCA2200, 1972).

18| eeds United Leeds, Leeds, Leed€hapter One Records: ZXDR 51194 SCH168, 1972).

%9 For Ever Ever-ton(Philips: 6006 253, 1972).

19 The Bury Tonesp The ShakergLoop Records: 1C290, 1972).

1 Solitaire, (RCA: SF8264, 1972) arithe Tra-La Days Are OvetMGM: 2315 248, 1973).
2Donna/ Hot Sun Rock(UK Records: UK6, 1972).
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albums” (and eight top-ten singléé? including two number one records) were
recorded in Stockport and, as the band investedr tfeancial gains into
Strawberry:” it allowed the studio to progress from four to myefour track and to
bring in the internationally-renowned acoustic dasrs, Westlake Audio, to design
and construct a new control room. As well as bé&iame for 10cc, Strawberry was
still available for outside bookings and the Studias used by such artists as Paul
McCartney (who recorded an album at Strawberry Wighbrother Mike McGear)°
the Bay City Rollers/’ Mandalabant/® and Granada Television, who pre-recorded
tracks for those artists appearing on theiit Off music programme. Indeed,
Strawberry became so successful that, by 1975, W@me having difficulty in
booking time in their own studio and, by the tinieeyt had recorded their 1976
albumHow Dare Youin Stockport, they had already taken the decisoobuild a
second Strawberry StudidS, this time in Dorking, Surrey, to give themselvas t
time and space that had been available in the dagly in Stockport. Unfortunately,
by the time they began to record their first albain$trawberry South, 10cc had split

in half, with Godley and Creme leaving the banguesue a separate career.

In spite of 10cc’s move to Strawberry South, theqaefrom 1976 onwards was still
one of success for Strawberry North and, by theadrile decade, they were able to
open a second, smaller studio across the road (kr@wstrawberry 2) in an attempt
to offer recording facilities (utilizing some of@hStudio’s older equipment) at a
reduced rate. As well as the return of artists Whao already used the Studio (such as
Godley and Crem&? Barclay James Harve¥t: the Syd Lawrence Orchestfaand,

17310cq (UK Records: UKAL1005, 1973%heet Music(UK Records: UKAL1007, 1974Fhe

Original Soundtrack(Phonogram: 9102 500, 1975) andw Dare You(Phonogram: 9102 501,
1976).

" Donna (UK Records: UK6, 1972Rubber Bullets(UK Records: UK36, 1973fhe Dean and, |

(UK Records: UK48, 1973)Wall Street ShufflfUK Records: UK69, 1974).ife Is A Minestrong
(Phonogram: 6008 010, 1978)m Not In Love (Phonogram: 6008 014, 19738yt For Art's Sake
(Phonogram: 6008 017, 1975m Mandy Fly Me (Phonogram: 6008 019, 1976).

15 Every penny we made there went straight back finéostudio to make it better. We weren't taking
any money out of Strawberry...”, G. Tremlefhe 10cc Story(London: Futura, 1976), p.79.

% McGear, (Warner Brothers: K56051, 1974).

77 Once Upon A Star(Bell: 1C 064-96 506, 1975).

8 The Eye of Wendp(Chrysalis: CHR1181, 1978).

179 strawberry Studios South was used in 1976 and &&7I0cc’s exclusive use and then opened for
other artists in 1978. The Studio was then cloaetbB4.

180 Consequence¢Phonogram: CONS17, 1976).

18LX11, (Polydor: POLD5006, 1978).

182 That Miller Magic (Beech Park: SR1183, 1983).
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indeed, 10ct® for one last visit in 1982/83), a new generatidnbands visited
Stockport to record their work. By the late 197pspducer Martin Hannett was
beginning an association with Strawbéffythat would last until his death in 1991,
producing such bands as Joy Divistnpurutti Column®®® Pauline Murray®’ The
Names'®® Minny Pops:®® Stockholm Monstef€’ and The Stone Ros&¥,and using
the Studio facilities to mix songs by OM, A Certain Ratié’® and the Happy
Mondays:** Other notable names who recorded at Strawberrjuded The
Buzzcocks: > New Ordert®® Crispy Ambulancé?®’ Blitz,**® The Wakée"*® Jameg®

The Smiths®* Simply Red®? and Saint Winifred’s School Chdif®

By 1986, however, the recording studio industry wasa state of flux with the
advent of digital recording and the growing numbgido-it-yourself’ computerized
instruments such as the Synclavier and Fairliglitaverry, in spite of its
reputation, was finding it difficult to keep up withese changes and in March 1986
it was announced in the local press that the Studis being purchased by a rival
concern, Yellow 2, (who had taken over the Strawb2rbuilding only a couple of
years previously), with the actual change of doecttaking place on March™s
19862°* Yellow 2's owner, Nick Turnbull, proudly declareat the time, “The
Strawberry name is one of the best in the world. dkeve the studio’s reputation,

coupled with the extraordinary growth of Yellow ®jll put our engineers and

183 Wwindows in the JungléPhonogram: MERL28, 1983).

1844Thjs studio (Strawberry) | was very impressedhit www.martinhannett.co.uk/interv.htm
185 Unknown PleasuregFactory: FACT10, 1979).

18 \without Mercy (Factory: FACT84, 1984).

87 pauline Murray and the Invisible Girl§Polydor: 2394277, 1980).

18 Swimming (Crepescule: TWI065, 1982).

189 Dolphin’s Spurt Goddess(Factory: FAC31, 1980).

19 Alma Mater (Factory: FACT80, 1984).

191 Although recorded in 1985, this album of matewiak not released until 199Garage Flowey
(Silvertone: GarageCD1, 1996).

192 Electricity / Almost (Factory: FAC6, 1979).

19370 Each... (Factory: FACT35, 1981).

1% Bummed (Factory: FACT220, 1988).

19 Everbody’s Happy Nowaday&Vhy Can’t | Touch It?2(United Artists: UP36499, 1979).

1% Ceremony In A Lonely Placg(Factory: FAC33, 1981).

19" The Plateau PhaséFactory Benelux: FBN12, 1982).

198 \/oice of a Generatigr(No Future Records: PUNK1, 1982).

199 Harmony (Factory: FACT60, 1982).

2% jimone (Factory: FAC78, 1983).

I Hand In Glove Handsome Devjil(Rough Trade: RT131, 1983).

292 Every Bit of Mawas included oifhe Hit Red Hot EP(The Hit Magazine: HOT001, 1985).
23 There’s No One Quite Like GrandmRinocchig (Music for Pleasure: FP900, 1980).

24 strawberry Recording Studios (UK) Limited Accodatshe Year Ended December’31986
(Manchester: Peat Marwick McLintock).
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producers at the sharp end of the British recordgogne.®® Initially, this
arrangement allowed Strawberry to comprise twoisfjcne fully digital and still
known as Yellow 2, although this set-up was conédo just the one studio at the
original Waterloo Road site in 1988 as “spreadimg talent of both producers and
engineers between the two studios during the last years has created the
complicated problem for artists as to which studiaise.?°® The impetus created by
the merger gave the Studio an initial spur andl988, theSunday Expressn its
review of Northern recording studiagported that “Strawberry Studios in Stockport
have established an international reputatf@h.However, with technology moving
on at a pace it became difficult for the smallerdgis to keep up with those record-
company owned studios which had the financial bagko upgrade their equipment
where necessary and one employee at this time,Behnington (who had started as
YTS trainee at Strawberry in the mid-1980s), wall placed to observe the Studio’s
gradual decline:

The industry kind of withdrew to London and Strawléhad a financial shortfall. It

wasn't charging enough, despite the incrediblef $h#t was being produced there,
and with seven employees it was starting to steugdlthink in a way it jut seemed
to lose the lust for the cutting edge. Strawbentlgft behind?®®

It came as no surprise, therefore, when it was ameexd in the early 1990s that
Strawberry’s owners had decided to concentrate ideovproduction rather than
sound recording’® thus ending nearly a quarter of a century of sactivity in

Stockport. Indeed, by 1993, Strawberry had closedloors altogether, ending its

association with the town.

The start (1967) and end (1993) points in Strawkerexistence can be seen to
coincide quite closely with certain key events tHeamatically altered the use of
recording studios generally and are, thereforeyrabithronological boundaries for
this study. Although popular music was flourishingthe 1950s and 1960s, it was
the arrival of the Beatles in the mid-1960s whievalutionised the British pop
music scene, both musically and from a recordinigtpaf view, and Strawberry’s

emergence in 1967 coincided with the releas&dgif Pepper’s Lonely Hearts Club

205 Stockport MessengeMarch 28' 1986, p.25.

26 Stockport MessengefFebruary 19 1988, p.17.

207G, Bell, “Our Pop Scene’s A Big HitSunday Expres#ugust 14 1988, p.29.
298 \\ww.geetan.com/johnnyp.cfm

299 Manchester Metro Newgpril 24" 1992, p.17.
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Band?*° declared byRolling Stondn 2003 to be most important album of all tifé.
Likewise, a key event in the early 1990s was thergence of the world-wide-web
and the use of this medium for the distributiommoisic?*? 1993, for instance, saw
the development of the International Undergroundsielérchive (IUMAY* which
offered free music over the internet and, in 1998yid Bowie became the first
major artist to release a new record via the’leAs with the arrival of the Beatles,
the 1993-94 period would seem to mark a major shifthe music industry’s
approach to the recording and distribution of masid, therefore, provides a natural

break in this study of the recording industry thesg-in with Strawberry’s demise.

By the end of 2007, a number of key people assmtiavith development of
Strawberry had been interviewed as part of thislystincluding Peter Tattersall,
engineer Richard Scott, director Ric Dixon, empkyelie McLarnon and technician
Tony Cockell, with comments and guidance providedughout by Eric Stewart.
What did become apparent from the interviews wggrauine interest in looking at
time spent in the Studio and a willingness of thioselved to talk about Strawberry,
as summed up, for example, by ex-engineer Johnifgon who responded to the
Studio’s appearance on the internet by noting Vehbeen waiting to find someone
who cares about Strawberry’s histofy”’Even allowing for the selective memory,
exaggeration and differences in perception of mahyhose in the pop music
industry, the proximity of the period in questioashallowed for memories to be
recalled whilst, at the same time, providing enotigte to have elapsed in order to
infuse an element of objectivity and reflectioroiithe responses. In addition to these
face-to-face interviews, some of those who had uSedwberry’s facilities also
responded via various internet-related means asda @upplement to all these
responses, material from the archives of the 199 Fan Club, including both
direct and radio interviews given by members ofcl@od others, was also utilized.
As a result, the responses of 53 people were usetthé study (with a selection of

interview samples included on the appendix cd)iarsdhoped that both the recorded

#0g50t. Pepper’s Lonely Hearts Club BariBarlophone: PCS 7027, 1967).

1 ywww.rollingstone.com/news/story/6595610/1_sgt_mepplonely_hearts_club_band

212 3. AldermanSonic Boom: Napster, MP3 and the New Pioneers aiidyl(London: Fourth Estate,
2001).

213«The IUMA was a pioneer of on-line music...Artistsudd present their music over the internet in
stream, download and internet radio format.”
http://en.wikipedia.org/wiki/Internet_Undergroundubic_Archive.

24p. Gronow and |. Saunién International History of the Recording Industiyondon: Cassell,
1998), p.212.

215 Message posted at http://www.myspace.com/strayatertiosnorth, 2%t August 2007.
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and printed responses, along with other materiabuered during the study, will be
used to form the basis of a Strawberry Studiosiaech

Finally, the study has also made use of a wideegarigvhat might be considered to
be unconvention&® historical sources to supplement the oral intevsiefrom
records, films, children’s annuals, photographsti® numerous music magazine
interviews and web pages that contain referencesnid accounts of, life in the
recording studios. Indeed, the use of the inteased primary source of material has
proved to be a key point of interest in this stualyt just for the practical problems it
has raised in connection with the archiving ofuadflmedium, but also because it has
been indicative of how quickly the historian hasneoto adopt the world wide web
as an archive of primary material rather, thanwas Australian academics suggested
in 19962 as simply being limited to either speeding up @mional searches, the
digitization of existing resources, or the abilibycommunicate with other historians
via email or electronic discussion groups. The afsine World Wide Web to place
museum collections on the internet, rather than @ving an online presence to
promote then?*® was one example of the evolving role of the webngduthe period
of this study. Rather than simply being an infonmatrepository or a tool for
communication and searching, the internet has apeme new avenues for the
historian to investigate. For Organ and McGurk,twg in 1996, “surfing the
internet is....fraught with trepidation and danger.neQs liable to take a direction
which is unforeseen and uncontrollable, until fipathrown upon the beach’ at a
desirable or satisfactory destinatidg®Within only a couple of years, however, the
same surfing analogy was viewed somewhat diffeyermthd more positively, by
Featherstone who emphasised “the sense of rididguanping from wave to wave,
of the mobility to shift direction, perceptions amistas.?® Indeed, Featherstone
compared the historian’s journeys around the imtewith the activities of the 19

218 \What Raphael Samuel referred to as “the workningiven instance, of a thousand different
hands” (R. SamueT heatres of Memory Volume 1: Past and Present imté&oporary Culturge
[London: Verso, 1994], p.8) which contributed tibam of history that goes beyond the academic
journal, serious text book or thesis.

21" M. Organ + C. McGurk, “Surfing the INTERNET and a@temic Research: What Use for
Historians?”, (University of Wollongong, 1996, htfpo.uow.edu.au/asdpapers/26).

218\, Mitchell, “Moving the Museum onto the Intern&he Use of Virtual Environments in
Education About Ancient Egypt” in J. Vince and RarBshaw (Eds)irtual Worlds on the Internet
(California: IEEE Computer Society, 1999) is onarmyple of this.

29M. Organ and C. McGurk, “Surfing the Internet: &enic Library and Archival Resources for
Historians”,Provenancel:2, 1996,
http://ro.uow.edu.au/cgi/viewcontent.cgi?article¥1&context=asdpapers

220 M. Featherstone, “The Flaneur, the City and Virfuablic Life”, Urban Studies35:5-6, (1998),
p.921.
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Century ‘flaineur’, a key figure in Walter Benjamin’s ParisiamcAdes who “walks
the streets of the modern city at a slow and leigypace, an observer and recorder
of modernity.”*?* Whilst the speed and boundaries were obviousligmint to the
physical notion of strolling through a city, Featdtene made the point that the
information available via a world-wide network oforaputers produces an

“electronic flznerig’ 222

in which the physical Parisian streets are replaog the
virtual landscape of the internet and which, innfuaffect the way in which

academics might present their research:

This entails learning to abandon the essay form warite in ‘chunks’, neatly
constructed bite-sized pieces which are designetattd alone. The key point about
chunks is that we do not need to proceed througérigs of chunks in a linear or
sequential way, as is the case with an essay orectional story. Instead we can
make hypertext jumps across the material and losyér the assumption that good
writing has to be in the narrative form: with a begng, middle and end — and
necessarily in that ordér

As well as hosting information, the internet hasoadllowed the historian to set-up
gateways as a means of reaching out to those wilot inelp with any research. For
example, the current study developed its own wef38iand adverts were placed on
such sites as those belonging to the ManchesteridiMusic Archivé® and the
Association of Professional Recording Servicdsll of which prompted responses
from a number of people who had been involved vB8thawberry. Also, at the
beginning of 2007, a Studio profile was createdr@n“most popular social network
in the country?®’ MySpace.coni?® with the potential of being seen by more than 10
million UK users and, more interestingly, of beigectly linked to those musicians

registered on MySpace who had used Strawberryna¢ gwint in the past.

Additionally, the World Wide Web has also changhd tvay in which historical

objects and ephemera have been collected and pecdthey historians, particularly

221p_ Buse, K. Hirschkop, S. McCracken, B. TaitBepjamin’s Arcades: An UnGuided Tour
(Manchester: Manchester University Press, 2008), p.

22 M. Featherstone, “The Flaneur, the City and VirRuablic Life”, Urban Studies35:5-6, (1998),
p.921

3 M. Featherstone, “The Flaneur, the City and VirRuablic Life”, Urban Studies35:5-6, (1998),
p.909.

224 \www.strawberrynorth.co.uk/strawberrystudios.htm

225 \www.mdmarchive.co.uk/archive/shownews.php?nid=2

226 \wmww.aprs.co.uk/forum/forums/thread-view.asp ?tid&fasts=1229&start=1

227 http://news.bbc.co.uk/1/hi/technology/6288120.stm

228 http://profile.myspace.com/index.cfm?fuseactiorerusewprofile&friendid=171063562
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through internet sales sites such as eBaws noted by one observer in the late
1990s who said “whether we like it or not, eBay'sida it easier than ever to
consume history. It has opened up the market fetohcal objects large and
small....”?® In the same way that a collector of back-issueBimie magazine might
locate gaps in his collection (“For me, as for ok of other seekers of the obscure,
eBay changed everything. Suddenly | had a suppt geemed limitless™*
numerous items connected with Strawberry Recordnhglios’ history have also
been offered for sale. For instance, as well amwamrecords that had been recorded
at the Studio, other items of ephemera were offereldding magazines containing
articles on Strawberry or even material that wddsle been regarded as superfluous
at the time, such as a faxed Strawberry invoicguiei 4) and acetate (Figure 5).
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Figure 4: A faxed Strawberry invoice which was wftefor sale on eB&Y
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Figure 5: A Strawberry acetate offered for salesBay>>

229 \www.ebay.co.uk

230 M. McCarthy, “Consuming History'Common-Placel:2 (2001),
(www.historycooperative.org/journals/cp/vol-01/n@/€bay/ebay-3.shtml)
2318, Barol, “In My Lifes”, American Journalism Revie®4:10 (2002), p.19.
232 \yww.ebay.co.uk

233 \www.ebay.co.uk
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As well as this, however, there has also been aviggpinterest in the sale of
instruments and equipment that would have been usdtie Studio, with two
specific examples, both offered for auction on eBay006, being a Gretsch bass
drum and a 1960s Vox AC4 amplifier. Whilst the ftiooality of the items was
noted in the eBay descriptions, it was their hiswothat were mainly emphasised as
key selling points: “She has performed in somehef top recording studios in the
UK including Strawberry....” and “The condition is maculate and this is mostly
due to the fact that it spent its entire life ima8tberry studios in Manchester. A
whole host of stars MUST have used this to recowd \@ahen you hear it you will

understand why!”

The way in which these items were promoted, andeddhe commercial interest in
them, seemingly reinforces the notion that somebkoeh technology might absorb
the location and history of its setting, such agmwRochdale’s Suite 16 Studio was
said to contain the “heart of Strawbefi/'as a result of having much of its original
equipment in there. The roles played by technolggpngraphy and personnel, and

their interaction, will be looked at in more detailthe following chapters.

234 \www.webinfo.co.uk/crackedmachine/dumb.htm
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Chapter 2: The History of the Recording Studio in Britain

TheHistorical Narrative

In creating an historical narrative of the recogdstudio industry, | intend to move
away from talking of historical narratives generdtind the apprehension caused for
those encountering the term) towards a narrowemame traditional understanding
of the term. The dictionary definition of ‘narragivis “a written account of
connected events in order of happenintiiat includes all the relevant or essential
facts. Such narratives, often the mainstay of til and older research, are
characterised by a number of key elements. As wagllan emphasis on dates,
statistics and outstanding personalities, the adsoare generally descriptive rather
than analytical and are chronologically orderedeylhare also presented in a
detached way, without the personal involvementhef historian. Saul Friedlander,
for example, whose own work on the Holocaust wascideed as having been
“related carefully and dispassionatélyioted the need for the historian to find some
middle ground between “the constructs of publidesziive memory...at one pole

and the ‘dispassionate’ historical inquiries atdpgosite pole®

Using this narrower definition of ‘narrative’, tistory of the early British recording
studio industry would start with the creation oé thirst basic studio in London’s
Cockburn Hotel in 1889would note the contributions of such people asi Fned
William Gaisberg, and would finish with the opening of the first tws-built
recording studio at Abbey Road, London, on Noven#t 1931° By the early
1960s, a number of the developments that werevimugonise the British recording
studio in later years were becoming increasinglyaagnt. The most obvious change
was the “dynamic acceleratichdf pop music in relation to classical music, anel t
rise of the 45rpm single record. Although classieglord sales still increased year-
on-year, the market was rapidly becoming dominategop and, consequently, the
record company studios, more used to recordingestchas or big bands, had to

adjust to cater for the arrival of individual atsi©or small groups of musicians. The

! The Oxford American Dictionary of Current Engligbxford: Oxford University Press, 1999).
23S, Aschheim, “On Saul FriedlandeHjstory and Memory9:1/2 (1997), pp.11-46.

% S. Friedlandenviemory, History and the Extermination of the JeiEwrope (Bloomington:
Indiana University Press, 1993), p.viii.

“ P. Martland Since Records Began: EMI, The First 100 Yeférendon: Batsford, 1997), p.40.
® F. GaisbergMusic on Record(London: Robert Hale Ltd, 1948).

® B. Southall Abbey Road(Wellingborough: Patrick Stephens, 1982), p.17.

" R. Gelatt,;The Fabulous Phonograph 1877 — 19{ifondon: Cassell, 1977), p.332.
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larger recording areas were therefore no longedettend studio space could be
partitioned, temporarily or permanently, to redtice wasted space. Additionally,
the work of innovative British producer Joe Méetwho made an extraordinary
instrumental hit calledelstar with the Tornadoes in 1962having built his own
studio in a three-storey flat in London, signaltké emergence of the independent
producer who would combine inspiration with teclogptal innovation in the
recording studio. For musician and academic Allak,AMeek was at the forefront of

these changes and he noted of the producer:

“In pursuit of sounds that he first imagined andritset about creating — even if
doing so required that he build equipment fromtstrar modify an existing piece —
he used recording techniques that would have @bidfien in the studios of any of
the major record labels. He is credited with somehe earliest radical sound
treatments in rock, employing reverb, echo, congioes equalization, distortion,

unusual microphone placement and tape-speed weritdi create sound worlds —
and hit records — unlike any of the tim@.”

The 1960s

The recording studio of the 1960s was charactettised number of key elements.
Firstly, they were run very much like normal busises rather than as places of
creativity, and the owner was more likely to beréaord company accountant or a
business mari* than someone with a musical background. The namsbéis British
studio, Abbey Road in London, was representativéhefapproach to recording in
this period. Recording sessions had to be authlibtis®ugh the use of official forms
and the studio only operated from 10am to 10pmigedc(“the lights went off and
that was it...you just packed everything away antlileé everybody else®} whilst
artists were paid in the same way as staff andwedea weekly wage packet from
EMI, the owner of the studio. As well as housingtaff canteen, the corporate feel of
Abbey Road was further emphasised by the fact ¢hvan the toilet paper was
embossed with the EMI logo and that the staff ari$ta alike were expected to

dress appropriately, mainly in suits and ties.

A second key element was the recording proceds. i&essions were strictly limited
time-wise and great emphasis was placed on re@efirmany as songs as possible

8 J. RepschThe Legendary Joe Meek: The Telstar M@mndon: Cherry Red Books, 2000).

° T. Barrow and J. Newbynside the Music Businesé ondon: Routledge, 1994), p.5.

10 A, Zak, The Poetics of Rock: Cutting Tracks, Making Reco@alifornia: University of California
Press, 2001), p.182.

1 Studio SoundApril (1984), p.93.

2B, Southall Abbey Road(Wellingborough: Patrick Stephens, 1982), p.68.
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in each session. The Beatles first albtinfor example, released in 1963, was
virtually recorded in a single session at Abbey dR@arhe artist in the studio area
was also very much separated from the actual rewpptocess being carried out in
the control room and, as one musician, Roy Woadgembers, “those were the days
when they didn’t let you near the control room -t yost had to wait for ‘em to say
yes or no through the loudspeakers at the endeoséission® The air of mystery
surrounding the recording process was intensifigdhle role of the engineers (or
technicians) who, in their white coats, createdlinical feel within the studios.
Famous producer Mickie Most referred to Abbey Road being “very
hospitalised®®, a view mirrored by one music journalist who satudos as
portraying “a clinical environment...like being in $pital™>’ whilst one of the artists
who used Abbey Road further emphasised the pointdbyg that “the technicians
came in like a load of doctors with white coats’8hin general, rather than places of
artistic creativity, the early 1960s recording studas “a place in which a technical
operation was carried odt’and, although the stars of the blossoming populasic
scene for the general public were the artists tledras, the power in the recording
studio lay with the record companies. Through tipeagducers and other staff, who
tightly monitored both the material being produaad the way in which it was
being recorded, the major companies of the periecewery much in control of the
whole recording process. Many would place an ‘&isd repertoire’ (A&R) man in
the studio to monitor and advise the producer d®w to proceed with the recording

and, inevitably, this often led to tensions andfiicmn®

Of all the technical developments in the 1960st thlaich affected the recording
studio the most was the advent of multi-track tegording facilities. Whilst two-

track tape recording had been developed in the . 96Was the arrival of the four-
track recorder that had the biggest impact in thdis. Now, instead of duplicating
single live performances directly onto tape, thashed product became a mix of

four separate layers, each recorded separatapelf those layers proved not to be

3 please Please M¢Parlophone: PMC 1202, 1963).

4 paul McCartney noted “We did that first album iday.” (B. SouthallAbbey Road
[Wellingborough: Patrick Stephens, 1982]89.)

5B, Southall Abbey Road(Wellingborough: Patrick Stephens, 1982), p.89.

16 B, Southall Abbey Road(Wellingborough: Patrick Stephens, 1982), p.105.

7. Henshaw, “It's All A Question of Atmosphere¥lelody Makey January 181971, p.23.
8 Up Town October 11-25"1987, p.19.

19 Studio SoundApril (1984), p.87.

2H. Lawrence, “Who’s In Charge?Audio, December (1965), p.12.
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up to scratch, it could be re-recorded or over-aéabtvithout the need for all the
musicians to perform again. Recognising the comialesense in the utilization of
such technology, studios quickly adapted the mrdk recorders and Abbey Road
installed a four-track tape machine in 1963, judime for the Beatles to record their

second alburi!

The arrival of the four-track recorder had a profdwaffect on the British recording
studio. Generally speaking, it marked a shift frattempting to capture the natural
musical performance to an era of fragmented rengsli of the isolation of
instruments and vocals, an era where “the recorgimgess became more self-
conscious and less spontanectfsRather than having to perform, artists now moved
towards ‘constructing’ their music and, as a reshié length of time spent in the
studio increased dramatically. At the forefront tofs were the Beatles as their
success allowed them to start dictating their oagording requirements. At Abbey
Road, they not only did away with the strict thiremur recording session, but they
began to record at night and even started livind amiting in the studio. Other
artists, too, extended the recording process ajindew could match Brian Wilson
as he constructed the Beach Boys alitehSound$® The singleGood Vibrationg*
which lasted just over three minutes, took tweetording sessions and ninety hours
of tape to complet® In general, multi-track recording altered the sasti approach
to their music with the live performances attemgtio recreate the music of the
recording studio, rather than vice versa. For améopmer, pianist Glenn Gould, “the
goal of musical perfection was now attainable ia tlcording studio, where the
musician could become ‘creatively dishonest’ anodpce music that far exceeded
his capabilities in the concert haff”Indeed, the increasing gap between recorded
music and live performance created tensions betweeiormer and the public. As
one industry magazine noted in 1971

It seems that the live audiences for music haveectorexpect (and even demand)
more than the music can ever supply, in terms lasng and permanent ‘impact’

ZLwith the BeatlegParlophone: PCS3045, 1963).

22 C. Gillett, The Sound of the City: The Rise of Rock and ®YIEdition), (New York: Da Capo
Press, 1996).

23 Capitol: T-2458, 1966.

24 Capitol: 5676, 1966.

%5 p. Gronow and |. Sauni&n International History of the Recording Industéyondon: Cassell,
1999), p.157.

% A. Millard, America on Record: A History of Recorded Squ@@mbridge: Cambridge University
Press, 1996), p.307.
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that they feel they must experience. At the same,tsome bands have tried to put
more into the music they play than can be contawigiiin the human limitations of
composition and performance. The net result, at énd of a set, is usually
disillusionment and frustration on both sidés.

With this ability to construct rather than perfosmngs, artists began to innovate and
experiment in the studio, both testing the new nitdck technology and
improvising with other studio equipment. Other teichl innovations of the time,
such as the noise reduction system invented by BagnDolby?® equalisers,
compressors and limiters, improved the sound quabf the recordings.
Additionally, the new electronic instruments, suh the Moog synthesigérand
Mellotron*° added to the sound-creation techniques of therdewp studio. Studio
staff and artists were keen to invent new devites helped expand the technical
possibilities. At Abbey Road, for example, staffrevgaid for any ideas that were
tested and then accepted by the studio. As on@eagiNorman Smith, put it when
contributing his thoughts to Abbey Road’s officlaktory, “people’s dedication to

developing the recording industry in this countgswguite astounding™

As well as changing the working pattern of the rowasi in the studio, the roles of
producer and engineer, in the wake of Joe Meelantiqular, also altered with the
spread of multi-track technology. By the mid-196= final mix of a record was in
the hands of the producer and, as a result, hieiostatus increased in the recording
process. George Martin, of course, is the primemga of this but other examples,
such as Phil Spector in the United States, are apparent. From simply being the
means of allowing the transfer of a musical per@moe onto tape, “the studio had

become a huge musical instrument at the producésisosal.®?

The producer was
no longer concerned with capturing natural musit,veanted to create “new worlds
of sound.®® Allied with this change in the producer’s roleettecording engineers
also saw a shift in their position as the technmahplexities of the mixing desk

increased. With producers taking the creative leathe control room, engineers
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were needed to assist with the technical operabbiise equipment and, as a result,
“the engineer came out of the backroom and intcstirae room as the producét.”
Eventually, the original role split into two sep@rgobs, the recording engineer
helping the creative side and the maintenance ergior technician fulfilling a more
technical role. Indeed, the 1960s saw the developmiea “collaborative regimé®
between artists and technical staff in the studat &llowed those recording to fully

exploit and interpret their musical compositions.

By the mid-1960s, as more companies became involivedhe commercial
production of the multi-track equipment (Ampex, Bewand 3M being three such
examples), it was becoming much easier and mowdaible for new recording
studios to be developed and built by those indepeinef the major record
companies. With the burgeoning number of pop gramekartists wanting to record,
the demand for studio time was growing. Those stdwned by the major record
companies often gave preferential treatment tstartn their own labels and there
was still, despite the efforts of the Beatles, matance to change the working
practices of old, especially the rigid session siniehis led to a growing number of
independent studios appearing as many within theignmdustry recognised the
potential for expansion in the field. George Martime backbone of EMI’'s success
with the Beatles, even left the safety of Abbey dRoath three other producers to
form their own Associated Independent RecordingR(Adtudios in central London.
As Matrtin told the music press at the time, “we Wwanprovide producers with every
aid to production that we ourselves have longebawe available when working in
other studios® Even those studios only offering basic facilitiesuld provide a
service as many up and coming artists needed thmortymity to record
demonstration tapes in the hope of being abledarsea recording contract. As with
the music industry itself, the majority of recorglistudios were London-based and,
some of the leading names in the business were @tymrident, De Lane Lea,
Decca, Morgan, Marquee and Decca. There were fieany, professional studios
outside of the Capital in spite of the fact thatnjnauccessful artists were from such
places as Manchester and Liverpool. Indeed, bypdynning of the 1970s, one U.S.
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magazine featured an article on the subject withltbeading “London Studios As
World Recording Centers’®

The technical development of the four-track tapeorger was only the start of a
rapidly-developing multi-track technology era. Whtwe Beatles recordeSergeant
Pepper's Lonely Hearts’ Club Barfdin 1967, they actually used two four-track
machines in order to increase the range of souwdiable to them. This was the
signal that four tracks were no longer adequateaantketing was called in Abbey
Road to discuss the acquisition of an 8-track mrechOne artist, Dave Gilmour of
Pink Floyd, remembers advising the studio to swidtkctly to 16-track, as George
Martin was doing at AIR, but the conservative elamm charge of the studios
thought the better of it and purchased the 8-trackrder’® Within a year, however,
they had moved to 16-track recorders as the teahpace speeded up. By the end of
the decade, professional recording studios werg digferent places than they had
been ten years previously. Developing technolotigdawith the general success of
the music industry, meant that artists were nowe te experiment with sound, to
create rather than just perform, and the recordingio was now more akin to an
artist’s studio than just a laboratory of soundrogpction. For some observers, the
late 1960s had become a much less stringent pevloeh “groups could spend
leisurely weeks of expensive studio time while tieyphazardly experimented and

doodled instrumentally towards an eventual LP'stwof material.*°

The 1970s

The early 1970s saw the development of a numbéabfires that characterised the
British recording studio of the time. Whilst thencentration of studios (and the
music industry generally) remained in London, theras a notable spread of
professional studios into the rest of the Britiske$. One measure of this is the first
commercially-published listing of UK recording stosl in theMusic Yearbook*
first published in 1973, but with data from as paat 1971. The 1972-7Blusic
Yearboof lists approximately eighty United Kingdom studifirem outside the
capital (although the accuracy of these might bestjoned as Strawberry Studios
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and Inter-City Studios are shown separdfeven though they were one and the
same) with just over ninety shown as being locatddondon. A number of the new
studios being developed in this period were aldagoset-up and run by musicians
themselves. These included Konk Studios (ownedh®/Kinks), Ramport (set up by
The Who) and Threshold (developed by The Moody 8{feThere were a number
of reasons for this; the need to experiment ardeitihe facilities as fully as possible
meant that artists needed as much time in thestglipossible. As the Beatles had
discovered at Abbey Road, this had sometimes lezbitdlict with other users and
the obvious solution was for such artists to buit@ir own recording studios.
Additionally, as the status of the pop star of &aely 1970s increased, so did their
financial ability to develop their own recordingcilties. One of the key features of
this new artist-owned studio was the relaxed atiespin which they were run. In
contrast to the suit and tie, and strict sessiore tapproach of the studios in the
1960s, the 1970s recording studio saw a more lilagqaroach. The barriers that had
kept the artist out of the studio’s control roomrevéeing removed as the finished
product was nearly as much about the final mixing aditing as it was the original

performance in the recording area.

Generally, the pop music scene of the first pathef1970s is now mainly associated
with excess, glamour and over-indulgence. An ingirepnumber of records were
presented as ‘concept albums’ or ‘rock operas’ “dmere was the irresistible feeling
that rock had now established itself to such aekeghnat there were no further battles
to be fought*> Many artists dressed flamboyantly, stage showsv@vish and
theatrical whilst album packages, with gatefoldegts and expensively-produced
cover designs, were extravagant. At the same titheugh, the technological
development of recording studios showed no signsl@fing down either as the
1970s progressed with sixteen track soon progrgssintwenty-four track. Other
technical developments allowed new sounds to batedeand, for example, Pink
Floyd’s 1973 albumDark Side of the Modfi “set a new precedent in sound
recording technique$” through the use of noise gates, tape loops andraplonic
mixing that made them one of the first bands, atiogrto engineer Alan Parsons, to
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“stretch a studio to its limits'® Mike Oldfield, with the recording cfubular Bell§®

in 1972, took overdubbing to new extremes when @eonded most of the
instruments himself and layered them over eachrathproduce the finished sound.
Another studio innovator was Brian Eno who madenbtvative use of the
technology of the day...and famously devised the Réape-delay process that was
applied extensively by guitarist Robert Frip}.Eno also became one of the pioneers
in the growing use of synthesised music in the $94i@d the rise of such artists as
Jean-Michel Jarre and Kraftwerk, “the prime 197@sgpnitors of the artificiaP*
and one of the first bands to make use of the vdis®rting vocoder, is testimony to
the growing influence of the analogue synthesisethat decade, as seen in the
development of such instruments as the Mellotriea Moog and the Minimoog.

These technological developments were often reftent the use of studios too. For
instance, the technical requirements of the mixdegks increased, with many
becoming computerised in order that all the diatsl @witches could be fully
monitored. Linked to this, specialist companiesdmego appear dedicated to the
recording studio market (Neve for example) and lmer of these companies grew
out of, and in tandem with, certain studios. Foaraple, when London’s Trident
Studios (famous for The Beatles recordidgy Jude? there in 1968) wanted to
upgrade their mixing desk in the early 1970s, thmaestigated what was on offer
commercially and then decided to design and cocistheir own desk in order to
maintain this control. Interestingly, though, theperience of building their own
mixing desk led to those involved in the construetof it deciding to offer their
services to other studios and they formed Tridendid Developments® This
company, entirely devoted to the production of mgxiconsoles, based their
approach on those key elements seen as importattietaevelopment of mixing
desks, in other words “a good understanding of dperational and ergonomic
aspects of recording consoles together with antylid design equipment...that is
very pleasing to the ear™*Another similar company was Helios Electronicsnfed

in 1969, which was developed by one man (Dick Semeiam) and his work for
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various studios. His approach was to custom demignmanufacture the consoles for
each individual customer, mindful of the fact tlestch client wanted something
slightly different from the others. The individuglithat was developing in the 1970s
recording studio industry (as opposed to the cateocontrol of studios in the early
1960s and before) meant that commercially-produegdipment was often too

standardised for many studios. Another growth aal@d to recording studio

development was that of studio design with commarsach as Westlake and
Eastlake offering the opportunity for the professib design of studios. Some
designers, such as Tom Hidley of Westlake, wereanstant demand by the top
studios and the term ‘acoustic designer’ becameenpwominently used in this

period.

The commercial mass production of recording statjaipment in the early 1970s
also contributed towards what would eventually Ineeca worrying trend for the
professional studio. With companies such as Teaony,SRevox and Allen & Heath
able to offer basic recording set-ups for less thd@nousand pounds, and with much
of the professional studios’ 1960s equipment ab#laecond-hand, there was an
increase in the number of home studios appeariugn as early as 197®)elody
Maker was running articles with titles such as “A StudioYour Front Room?®®
although, in this instance, it was referring to toastruction of professional studios
in unusual settings, such as someone’s home, rétlaer the true ‘home studio’
concept. Within a year, however, the same joureabgnised the emergence of the
more conventional ‘home studio’ when it observedbdiat half the garages and
basements in England must be echoing to the swag sf rock music by now;
everybody’s building their own recording studid8.”However, such studios were
only intended to provide limited demo-tape facitiand were not considered to be a
challenge to the standards of the larger professiestablishments, which were “far
too high for the home studio to approachRecording quality was equated to the
cost and complexity of the equipment available sl was often emphasised to the
record-buying public (“when you consider that a fessional studio can cost
hundreds of thousands of pounds....it is obvious ¢h&tont room made partially

soundproof and equipped from the local hi-fi sr®pat going to be able to compete
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on equal terms.’f As in the 1960s, though, this did allow a numbérdemo
studios’, to develop as up and coming bands wagd# for cheaper, locally-situated,
recording facilities. Whilst such studios could ratast the space or technology of
the majors, they were not as bad as their poputlsage (“they are dirty,
uncomfortable, expensive, run by nasty little memovwharge by the minute, and
they turn out rotten sounds on rotten geat.J comparison of the hourly rates of
one such demo studio, Gooseberry in London (E1P&0hour for 8-track) with
other professional studios (E31 per hour for 8kratthe Beatles’ Apple Studios)
shows the appeal of the more basic studios to thitbeut the financial backing of
established artists. Indeed, outside the capitalghce could drop as low as £3.50
per hour for basic 8-track facilities.

Whilst UK record sales would increase year-on-yetil 1977 (sales in the UK
more than doubled from 98.9 million in 1968 to ¥08nillion in 1974)*° the
economics of the music industry began to play @remsingly important role in the
recording studio sector throughout this period. Tingjority of record companies
were now transforming into major global corporatmaerns and the big five that
emerged in the 1970s (CBS, EMI, PolyGram, Warnet BEA) began to take a
much more business-like approach to the acquisdimth financing of artists. The
idea of budgets, and sticking to them, became npoezalent and the company
accountants began to exert more control than tteely greviously done. General
economic crises were bound to affect such compamestheir operations, as was
seen by the ‘vinyl crisis’ of 1973. An oil embarlgp members of the Organization of
Petroleum Exporting Countries (OPEC) restricteddingply of oil and raised prices
to levels previously thought impossible. One of byeproducts, vinyl, also rose in
price and it became too expensive to produce, oejae release of albums and
seriously affecting the proposed recording of athér addition, power-cuts became
common-place and those recording in studios wefectad. Abbey Road, for
example, invested in the purchase of a generatanimttempt to maintain the
electrical supply. Generally speaking, record comgx tightened their belts and
reduced their budgets in an attempt to remain tatd® and cost-consciousness

became a watchword in the industry. As one conteargaeview put it, “it seemed

% Melody Makey March 18' 1975, p.36.

% Melody Makey January 201973, p.32.

%P, Gronow and I. Saunin International History of the Recording Industtiondon: Cassell,
1999), p.137.



55

like Christmas all the year round in the recordimglustry. Unfortunately the

recording boom came to an erfd.”

By the mid-1970s, the recording of music “had stdgd, centering around high
technology facilities and superstar acts who sgeneral months in the studio per

album.’®?

One of the men responsible for advancing multkréechnology, Phil
Spector, had already recognised the problem amgédta ‘Back to Mono’ campaign
that argued for a return to the basics of recordmugic. When up and coming acts,
such as The Ramones, also began to rebel againsptporate controlled sterility of
the music scene they struck a chord with a sizgadntgon of the youth market. As a
result, the new punk movement was born and wasactarsed by a raw, basic
sound that no longer needed the sophisticated témimp to produce multi-layered
offerings. Now, the established studios and recordpanies were under attack from
a generation of musicians who preferred the enietgearts and all music that could
be recorded in the growing number of basic studmlifies (“It was suddenly the

fashion. Go to a cheap tatty studio to record yabum.”*

Even the appearance of
the studio could provoke reaction and there wasresa@ous move away from the
uniformity of the Tom Hidley/Westlake designs tigre synonymous with the early
1970s. With less concern about how polished thal Bound was, and with no need
for the expert technical supervision of a compédatrecording process, the
established producers and engineers also foundhbatposition was under attack.
Many went into other areas (such as film or adsiry) or even left the country

altogether.

As well as being relatively brief, the impact oketipunk movement was possibly
exaggerated by the media’s fascination with itseeges and it still had to share chart
space with other musical trends, such as the disom of the late 1970s. Ironically,

disco was the antithesis of the punk approach ¢optioduction of music in that it

was artificial, mechanised and was “studio museatzd by record producers whose
weapon of choice was the synthesisérAlthough it did not necessarily oust the
public’s liking of other types of pop music as &8 record sales were concerned,
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punk did challenge the musical “exces§esf the 1970s musicians and, also, threw
out many of the established techniques “which heehldeveloped around precision,
care and expertis&”in the recording studio. At the very least, purdsva shock to
the system and its wider historical significancdl Wwe considered more fully in
Chapter 6.

The 1980s

Whilst the 1970s had finished with a swipe at teehhological trappings of the
multi-track studio, the 1980s arrived with the aulvef yet more new technology,
that of digital sound. Until then, recording hadie@ on the conversion of sound
waves into electrical impulses and then storingntten vinyl or tape in order to
reverse the process and allow the listener to tleamusic. In other words, they
were both examples of analogue technology. Onehef major drawbacks of
analogue sound was the possibility of sound distorand that the finished product
could only sound as good as the equipment being) tasstore or listen to it allowed.
Although companies could remove the tape hissef@mple, by using the Dbk
noise-reduction system, this meant that the putdeded to buy specialist equipment
in order to be able to benefit. As with the introtlon of quadrophonic sound in the
early 1970s, a good technical idea floundered erabk of support from the record-
buying public. Digital sound, the conversion of sduwaves into binary digits,
offered a number of advantages over analogue soilned,main one being the
removal of all background noise and distortion Hrallack of deterioration in sound
quality however many times it was copied from thiginal. Whether digital sound
would revolutionise the music industry was depehaentwo main factors. Firstly,
the question was whether recording studio equipnecentd be developed to take
advantage of digital recording and, secondly, wéethe public could be persuaded
to move away from their vinyl and tape product$éavour of a new medium and the

equipment that would go with it.

The initial problem that faced recording studiossweéhether it was worth investing
in digital given both the experimental nature o #gquipment on offer and the fact

that the public were still buying vinyl records caissettes and could not therefore

®5D. Hatch and S. Millwardsrom Blues To RogkManchester: Manchester University Press, 1987),
p.171.

% Studio SoundApril (1984), p.95.

®7 http://en.wikipedia.org/wiki/Dbx_(noise_reduction)



57

really hear that much difference in the finisheddarct. When Rod Stewart had been
persuaded to record an album digitally in the UhiBates in the early 1980s (when
it was still experimental) and he heard the fintslpeoduct on vinyl, he asked the
studio owner “why in hell did | spend an extra $ZK).00 to get the same thing |
would have got if | had done it analogu®2Companies such as Sony, Solid State
Logic and JVC began to produce digital machinenytf@ studio, in the shape of
digital mastering machines, digital multi-track t®ms and digital console desks.
Initially, such equipment was prohibitively experesiand many studios were forced
to hire rather than purchase it. The main worry gardios was that there was no
agreed digital standard in place and, mindful ef #ar of Speed&® that had taken
place in the 1940s, they were reluctant to totatynmit to one system. Whilst
digital stood waiting in the wings, analogue wadl sery much the norm in the
studio and technical progression continued with teelopment of 48 track
systems. The dilemma facing studios was summed u®84 by Ken Townsend,
General Manager of the Abbey Road studio who dedl#re early 1980s to be

...a technological mess — standardisation has eviggbrAnalogue and digital side
by side...mix to digital PCM1610, JVC or Sony F1. Mi® analogue %" or
Y4"...record straight to digital, 2 track, 24 or 320 Napes are interchangeable
between any systems. Edit via computer or justefli

Having to make “purchasing decisions on digital ipqent with inadequate

"1 and with “far too many unknowns that may have fiec&#,’? it was

information
no surprise that, even in 1986, those in the rexagrstudio industry might approach
the digital issue with trepidation and still fintlet trade press unsure of how to
approach the question of digital technology andyssting a novel solution; “Find a
small stretch of deserted beach, dig a round Hmbeitea foot across, kneel down and

lower your head into the darkne<s.”

As the 1980s progressed, the debate over analoerseisv digital was tipped in
favour of digital by the public’s acceptance of ttwmpact disc (CD). This disc, on
which the digitally stored music is read by a lasmstead of a stylus, ensured that
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better sound quality could be delivered to the eser and also meant less wear to
the disc itself because of the absence of diretact with its surface. The first CD
prototype was unveiled in 1979, was commercialtyoiduced to Britain in 1983 and
before the 1990s arrived was outselling the vinfl. l[As well as capturing the
public’s imagination (the CD was more convenienplay, individual tracks could
be easily selected and they were perceived to ¢s deone to wear and tear than
vinyl), record companies were able to charge muohenfior the CD in comparison
with the LP. At the same time, there was also thiermtial to re-release older music
on the new format which gave them a further bodsth UK record sales rising by
16.8% in the 1980s (and a further 34% between 128 1995)* there was a

marked upturn in the fortunes of the music industrgeneral.

In spite of these rising sales figures, the 198@sewalso a time of upheaval for
recording studios. By the mid 1980s, digital souwak becoming less of a novelty
both in studios and with the record-buying publit September 1984tudio Sound
decided to stop separating digital matters fromeotiecording issues and to include
it generally throughout the magazine, “rather thara separate topic that has to be
considered as somehow remote from the basic rilas govern recording in

general.™

The uncertainty in studios, though, still contidu®igital technology
continued to advance and it was now possible fadigs to convert from analogue
totally. Allied with the growing popularity of theCD this added to digital
technology’s “omnipresenc&”and to the pressure that many studio ownersHeit t
were facing when having to decide between analaggedigital systems. Although
analogue was not going to disappear overnightdtimtinued success of the cassette
and such items as Sony’s Walkman ensured this)fdae of being left behind,

especially in such a technologically-driven indystvas very real.

One of the main pressures in this period was tlaauics of digital sound. Whilst
hiring such systems was still an option, the mateaaced equipment still meant
greater overheads for the studios and the only teagcoup this would be to raise
their costs. However, competition within the inglyswas such that rates were

declining. This presented a dilemma to those rupsindios in that they needed to
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have the latest equipment to attract people ta 8tadio but, at the same time, they
could not charge enough to cover the costs of ugpemg. By the mid 1980s, an
average hourly rate for a well-equipped studio wpproximately £70 (not even
double the cost of the 1970s whereas, for exangaesoles were costing six or
seven times as much). Whilst renting the equipmeg a short-term solution, the
longer-term consequences of the arrival of digitate viewed very seriously indeed,
on both sides of the Atlantic. One $fudio Sound editorials in 1984 urged studio
owners “to charge realistic rates now. All of ydtis as simple as that.” The
Chairman of the United States studio owners’ orggtion (Society of Professional
Audio Recording Services) told his British countetp at the end of 1983, “...the
biggest problem is ‘who pays?'...in the long run theéependent recording studio as
we know it will disappear...pretty soon it is goirgdet back, | think, to where we
began — the record label recording studio whereattist does not have a choice of
where he goes’® Some studios did start to move back towards suclyséem,
although not quite in the way that record compahiad run studios in the 1960s.
CBS Studios in London obviously had a connectiothws parent record company
but, with regard to recording sessions, only ol tbf customers would necessarily
be from the label. “CBS records is a customer Bkgbody else. We have to sell
ourselves to CBS Records as if they were any héndy customer’ Independent
studios could also build a relationship with recommpanies and specific labels in
order to guarantee certain levels of custom, sechaam’s accommodation of Trevor
Horn and his ZTT label. Paradoxically, professiorslidios found that, as
technology began to settle, resisting the urgeotopromise and cut recording rates,
indeed even raising them, did not necessarily leadhe loss of customers.
Lansdowne’s owner, Adrian Kerridge, noted that rraimng the realistic level of
rates raised the studio’s professional image aamistand filled the order books at
the same time. Air's David Harries also remainedlosbphical about the wide
variety of rates on offer across the United Kingduiting this down to the widely

differing “facilities, locations, standard of eqmgent and the sort of service you

ge

t"%%in these studios.
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Another feature of the 1980s was the number ofrdieg studios which decided to
diversify into new areas other than just straighirgl recording. Much of this was
based on the need to recoup the costs of new eguipat a time when competition
could leave some with too much ‘dead’ time in thetirdios. One of the areas that
recording studios moved into was that of the mugleo or general film work. The
rise of the popular music video, allied with a gaheacceptance of the video
recorder, had been swift and had resulted in tbhecla of MTV, a round the clock
music television channel, in August 1981. Recorthganies were now paying as
much attention to the visual presentation of scagshey were to the sound itself
(“They don’t want to pay any more for sound butythewillingly spend thousands
and thousands on a vide®”)and, today, some songs are better rememberetidor t
accompanying video rather than for the music. Masgording studios saw this
potential and began to offer post-production or nsbto-picture facilities.
Lansdowne, for example, moved into, and indeedduetp develop technology for,
music-to-picture facilities and, in 1986, declaretthe best move this company ever
made.® Many studios began to offer the ability to lockltittrack machines with
video recorders and some even built video prodaoctaxilities. Other areas that
studios could diversify into were advertising jiegl feature-film soundtracks,
classical music or general voice-overs. Some ofaghespecially feature film and
classical music work, required large studio spame drchestral work and were
therefore limited to the larger studios (such asbé\b Road). As the 1980s
progressed, however, and as the novelty of theanudeo began to wane, studios
started to question the need to move away fromgstifarward music production.
One thing that music video production had shownntlisic industry was that clients
were willing to pay good rates for video facilitibat were still reluctant to pay more
for an excellently equipped recording studio. Thlalisation that realistic recording
rates, obtained through “co-operation rather thampetition”®® were the way
forward for recording studios began to grow. Pdgsilb was now not a question of

“diversify or die’ but of “diversifyand die”?**

Whilst 1980s technology was changing the way inclwhmusic was being recorded

and listened to, it was also developing in regavdtlie way musicians were

8 Studio SoundMay (1984), p.41.
8 Studio Soundlanuary (1986), p.34.
8 Studio SoundMay (1984), p.42.
8 Studio SoundMay (1984), p.42.
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performing in the studio. Whilst synthesised souhdd been important in the late
1960s and 1970s, the 1980s saw major progressignfighd. Whilst polyphonic
synthesisers began to appear at the end of thes{9uWbh as the Yamaha CS-80), the
Prophet 5 was the first instrument to store thetidegl settings in its memory and
bands such as Soft Cell and Bronski Beat utilisedsynthetic sound for their own
purposes and, at the same time, changed the waghich music was captured.
Looking back at the early 1980s, one producer (Mikeorne) remembers the
difference that the emergence of processed soum;iBnormous canned energy
was available at the push of a button, and largeaaroductions took advantage of
such electronic stamina...up to 22 continuous minutéshigh-energy dance
music.®®> And, vyet, it wasn't just the way music was beingduced that was
changing, but the process of recording and saviagrtusic too. Instead of recording
onto magnetic tape, the synthetic sounds could tbeed digitally, as noted by
Thorne; “We were able to build big structures aneéntually store them in a
computer, but these recordings were just at thaeirtgr point when an entire
arrangement might be stored this wi$/As Thorne hints at, the musical instrument
and the computer storage of its sound became siagdg linked and, as computer
technology developed, the combined instrument/cgrat a price that made it
accessible to a large market, became a commornrdesitthe music scene. When the
manufacturers of these systems agreed a standtedace for the transfer of
information between instruments and recorders iB31@&he Musical Instrument
Digital Interface or MIDI standard), the ability fwroduce and record good quality
sound outside of the larger recording studio wdsapoed. For instance, as noted in
the early 1990s, “MIDI makes it possible to bringentire recording studio into the
living room for less than $2500 (£1,608).The introduction of computers into the
system led to the creation of the Synclavier, h& fworkstation’ synthesiser that
was able to do many jobs, including scoring andm@eng. The major player in the
sampling market was the Fairlight, which had atlgén to control the keyboard. By
the mid 1980s, a number of companies were producir@aper, more-accessible
digital synthesisers. Yamaha’'s DX7 was perhapso#s known whilst Roland was
responsible for a number of programmable instrusjentluding guitar synthesisers.

In essence, this new generation of equipment wasvialg performers to obtain

8 www.stereosociety.com/body_recordingstudio.html

8 \www.stereosociety.com/dancing.html

87 L. Austin, Rock Music, The Microchip, and the CollaborativefBener: Issues Concerning
Musical Performance, Electronics and the Recordiigdiq (PhD. dissertation, New York
University, 1993), p.89.
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sounds that they could not achieve, either easilgheaply, before. The earlier
development of a standardised MIDI system mearttdiferent machines could be
connected together to help the musician. Takingidea further, the MIDI also
allowed machines to be connected to computers (ds the Fairlight and
Synclavier) and, in the 1990s, to connect to a hooraputer to allow the general
public the chance to indulge in music-productione Bpeed in which things changed
can be seen from example of 1970s electronic pogskiKraftwerk. After recording
in 1982 they took their masters to New York for mgand found themselves out of
step (“Suddenly all this digital equipment appeaf&awe had to step back and think
it all over...We got a little bit lost in the techialy.”)®® The music of the 1980s was
very much affected by these technical developmeémisereas many of the early
pioneers of synthesised music (Vangelis, Mike @Idfi Jean-Michel Jarre and
Kraftwerk) were considered to be outside of popamstream, the synth-pop bands
arriving in the 1980s (Human League, Tubeway Ar@dl|D and Depeche Mode are
just four examples) were very much at the forefrohtthe music scene. Such
musicians could now introduce a wide array of ssunithout the need to spend
hours experimenting or to bring in other musicia®ampling allowed a variety of
instruments to apparently appear on records althahgy were all usually the
products of the synthesiser. Indeed, this sampliagt one stage further when artists
began to sample not just instruments but wholei@esctof music, usually that of
other artists. One record label, KLF, was set-ugcggally to produce such records
and, more often than not, they ended up in couth@asrtists whose works had been
sampled claimed breach of copyright and presserbfaities.

Obviously, such machines had an effect on recordihglios. The linking of
computers to the instruments meant that everytpimgy to the production of the
final master tape could be done on the one macgtheeSynclavier, for example, had
a separate page for post-composition editing).9861 Sarm toyed with the idea of
devoting one of their four studios to simply a Sgmier and a programmer for those
wishing to use this instrument. There would be eedfor a desk or any mixing
facilities, the final product would transfer dirgcfrom the Synclavier onto a digital
master tape. Recording studios realised that sygteras were amalgamating several

different studio processes into one machine. “larshwe have a new category of

8 Mojo, February (2002), p.73.
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studio equipment — an addition to our cupboard ethniques® Also, the
relationship between musician, producer and engi(@anputer programmer) was
changing in the studio as the responsibility fae timished musical product shifted
between the three. Whereas some musicians werenplete control of their own
sound from start to finish, others needed help uwe them through the maze of
technology that existed. Producers were now abler¢ate their own sounds and
often adapted artists to their work. The rise adgde such as Martin Hannett, Trevor
Horn and Stock, Aitken and Waterman are good exesngl this and there was even
one case of a ‘band’ (Milli Vanill) having to harlsack an award when it was
discovered that they had not participated on tlwercein any way other than to
appear on the accompanying vid8d=inally, as synthesisers (and their associated
products) became more widely available and pricepmbd, musicians found that
they could create a reasonable recording set-Upprake. This seemed to affect the
lower end of the recording studio market as peopldised that they could now
record demos and rough mixes of their work at howheny established artists also
created home studios for the same reason althdweyhcbuld also afford to actually

produce a near-finished product in these home asudi

The 1990s

In spite of the seemingly inexorable move towandglsetic music being produced in
smaller, often home-based, studios, the profeski@tarding studio of the 1990s
continued to survive although success was ofteitddrto major studios. One reason
for this was that whilst technology continued téluance many different styles of
music (techno or house often relied on electromisydmachines for their beat and
DJs would use the studio to produce a variety ofeiof individual tracks for the

club scene), there was also a return to more toadit pop music. Guitar bands re-
appeared and, as with the punk revolt against ém@rbstudio techniques, there was
a move away from the synthesiser sound which hadtesl today in it being very

much associated with the 1980s. Some studios bamatifferentiate themselves

from their competitors by promoting the advantagésnalogue technology over
digital. Even when they launched their own digitatorders in the late 1970s,
Sony'’s designers had faced opposition to the ingttdn of digital technology from

certain people, for reasons such as those desciibéte official Sony company

8 Studio SoundNovember (1986), p.5.
P, Gronow and I. Sauni@n International History of the Recording Industtiondon: Cassell,
1999), p.203.
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history; “Studio engineers were opposed to diggahnology. They criticised it on
the grounds that it was more expensive than an@my technology and did not
sound as soft or musical"This perception of the analogue sound being ‘waim’
contrast to the ‘cold’ and ‘clinical’ sound of digl, was one that persisted and was
given technical credence as well; “The valve isaaalogue device which means that
its operating parameters tend to vary graduallyv&aused in audio related circuitry
can only handle certain levels of current befoedrtbutput becomes distorted — but
this distortion is approached gradually, at lewelsch the ear interprets as warmth
and richness added to the souffdRecord companies also began to look towards
new talent after the initial boom of re-releasinden material on CDs had begun to

wane.

One of the features of the early 1990s recordindistwas the move away from the
image of ‘enthusiastic amateur’ to that of seribusiness enterprise (“Big business
has arrived and the common language now has lefs woth music and more to do
with ‘numbers’.”y*®* Whilst record companies had become corporate baddighe
1980s and had sharpened up their business plaonskithe studios a little longer to
catch up. However, as record companies began td greater control over the
studios, their influence began to rub off. Oneh&f big players in the music industry,
The Virgin Group, started to spread their corporatituence within the studio
industry by taking over a number of places, such@snhouse and The Manor and
other studios became subsidiaries of larger cotpguiayers. Now, studios had to be
more professional in their business approach tordéeg, as shown in particular by
the introduction of a ‘Money Matters’ column 8tudio Soundavhich looked at such
matters as accounting, tax returns, pensions, VW@ RAYE. This was summed up
in one such piece where the observation was madélths no longer chic to ignore
costings and cashflow estimatesut goes the old laissez faire attitude of it'skro¢
roll and we’re not in it for the money and in contiggiter cash control and long-term
financial planning®* Accountants and financial advisers were now bengnas
important as the sound engineers to many studiognirera when governmental
financial decisions (such as the introduction offarm business rates) could

dramatically increase the expenditure of many lassas. Another feature of this

oL \www.sony.net/Fun/SH/1-21/h2.html

2 M. Jenkins, ‘Phonic Tube Processotdysic Tech Magazinéugust (2004), p.97.
% Studiq November (1990), p.28.

% Studiq June (1990), p.10.
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period was the growth of the European Community Bnithin’s role within it.
Closer economic ties meant that Britain was nowoaenmtegral part of Europe than
it had ever been and the recording studio industags forced to monitor the
European industry as well as that within the UK.eGpecific journalPro Sound
News Europgewas established in order to do just this andoitshnat was updated in
1990 to reflect the changes taking place in Eurdpe magazine provided studios
with news from across the continent thus increatiiiegnotion of a single European
market in the industry. Indeed, the rise of globatporate concerns in music,
covering Europe, America and Asia, was ensuring tte UK recording studio was
now part of an international industry rather thast ja national one. Reinforcing this
was the advances being made in telecommunicatexisology which, via ISDN
(Integrated Services Digital Network) lines and IDofax, allowed engineers in one
studio to record musicians in another, possiblyr@nother side of the world, in real
time and with Dolby sound quality. Whereas the X6@d seen the distance
between London and Manchester as an obstacle tessiin the recording studio
industry, the 1990s saw the erosion of any suclyrggiical barriers, even on an

international scale.

Conclusion

From the composition of this historical narrativielee British recording studio from
the 1960s to 1990s, it is clear that the emergmy@nstantly changing technology
in the studio was a major factor according to tidustry itself. The arrival of multi-
tracking, noise reduction techniques, digital rdony and those instruments
producing synthesised sound were all emphasisétkeicontemporary literature and
in those overviews that have followed. Additionalityis clear that this technology
affected the roles of those working within the sbudwith the status and
contributions of different personnel and artistvedeping and fluctuating as the
available technology altered over time. Howeveg thclusion of this narrative,
impersonal and fact-based, is mainly to provideaakdrop to the later chapters
rather than being the primargison d'étrefor the research and will be used to place
the further research into some sort of context. idalthlly, the construction of a
narrative based on the industry’s own perceptimesdot necessarily create a fully-
rounded view of the British recording studio adaes not provide any indication of
how the studio itself was perceived by those oetsitlithe industry, most notably
those consumers of the finished musical produ@, ganeral public. In order to

address this, the following chapter will examineosh images that were being
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presented to the public and analyse how the acteakive process in the recording
studio was portrayed, as a means of comparing tit Wie industry’s narrative

already produced.
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Chapter 3: Representations

Introduction

The purpose of this chapter is to analyze the jpticres, many of them visual, of the
recording studio that were being created in theewinedia of the music industry,
not only as a means of building on the narrativeaaly produced, but also partly as a
response to Raphael Samuel's challenge to hisgyridghow often has the visual
been the original prompt for an historical inquirfyThe recording studio industry
itself did not have any financial or commercialeir@st in influencing the public
perception and its operations were largely confingthin the music industry.
Although the popular music industry was based @onded sound, the mass media
(both print and visual) was utilised as an effeztimeans of promoting the finished
product, developing what Walter Benjamin referred(when looking at the film
industry in the 1920s) as the “spell of the persibnathe phony spell of a
commodity.? This created a situation where the public demadiriformation
about the musical stars became intense and, berttieof the 280 Century, Jason

Toynbee, in his study of the role of creativitynmusic, was able to observe:

Popular musicians are popular figures in the me8igecialist magazines carry
lengthy interviews and features on them, newspalpave shorter ones, television
programmes scrutinise the lives of artists andetieen sub-genre of the biographical
feature film which deals with singers and musici@kearly, people want to know
about music makers.

Indeed, this increasing link between music andlcélehas been further reinforced
since the 1960s by the growing realization amongroercial companies that the
endorsement of products by musical stars can ragp rewards, from starring in or
supplying the music for adveftso the tour sponsorship packayesd notion of

product placement in music videds.

! R. SamuelTheatres of Memory Volume 1: Past and Present imt&nporary Culture(London:
Verso, 1994), p.29.

2 W. Benjamin,The Work of Art in the Age of Mechanical Reprodurgtin H. Zohn,llluminations
(London: Fontana, 1992), p.224.

% J. ToynbeeMaking Popular Music: Musicians, Creativity and fiistions, (London: Arnold, 2000),
p.ix.

“ One of the earliest marriages of music and prodiast the use of The New Seekdid’Like To
Teach the World to Sings an advertisement for Coca Cola in 1971, whitst exponents included
Madonna, Michael Jackson and George Michael (#h,/i Goodwin and L. Grossberg (EdSpund
& Vision: The Music Video Readdtondon: Routledge, 1993], pp.87-8).

® C. Walsh, “Sponsorships Moving Beyond Signadgiliboard, December %2004, p.14.

®S. Chang, “Product Placement Deals Thrive in Miiteos”, Billboard, November 28 2003, p.18.
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For some of those who have studied the workingghefmusic industry the part
played by the recording studio in the creation afsima has often been ignored, as
noted for example by sociologist Theodore Gracylovgaid that “the images in
which rock is packaged and promoted tend to deayehording process.Analysis

of the popular print and visual resources availablk allow some measure of
whether this statement is valid and, if not, to ®eevhat extent the existence of the
recording studio was acknowledged or promoted lgy rttusic business. As with
ever-changing styles of music from the 1960s to0$9%he print and visual media
available to the public also altered and evolvecrotime. For instance, the
proliferation of pop music annuals in the 1960s aadly 1970s gave way to a
popular and strong music press during the 1970sually, the popularity of the pop
music feature film was undermined by the strengtigeposition of television from
the 1970s onwards and, subsequently, by the riskeeopop video in the late 1970s
and early 1980s. As a result, coverage in a nummb#rese print and moving image
media formats have been investigated in order dgguthe extent of the recording

studio’s presence in the general consciousnesgedfitish public.

ThePrinted Sour ces

The popularity of annual themed hardback books.cltiad appeared from the
nineteenth century onwardsQhild Companion Annudll824] must have been one
of the earliest to include the word ‘annual’ intitte”)® with such titles aBoy’s Own
PaperandChatterbox was cemented in the United Kingdom by the lat@0%9with
the publication of D. C. Thomson®andy and BeanoAnnuals and the growing
number of titles in the late 1940s and 1950s ajppgakeparately to young boys or
girls.? It was not, however, until the 1960s that the limtween such annuals,
usually published around Christmas time, and tlesdaming television and pop
music interests of teenagers became most appdieatevolution of content in the
1950s girls’ annuals of “ballet, hockey, boardimaols, ponies and roman¢&to
the inclusion of photos and articles relating t@ gtars in the 1960s was augmented

by a number of publications that were totally dedoto pop musit and the arrival

" T. Gracyk,Rhythm and Noise: An Aesthetics of Rgtkndon: I. B. Tauris, 1996), p.76.

8 W. Lofts and D. Adley, “Popular Girls’ and BoyshAuals”,Book and Magazine Collectot9
(1985), p.18.

° For exampleThe Triumph Book for BoyBoy’s Own AnnualGirl AnnualandGirls’ Crystal.
Yp_ Green and L. Taylor (Ed$jreen’s Guide to Collecting TV, Music and Comic BAmnuals
(Great Yarmouth: GT Publications, 2000), p.9.

" For exampleThe Official Radio Luxembourg Book of Record Staop Weekly Annuaind
Teenbeat Annual
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in the 1970s of annuals tied-in with the populdeuised music programmes of the
day*® or the actual pop stars themselvedlthough the inclusion of annuals as a
primary source of historical study might seem umljsother academic studies have
made use of similar sources, including an investgaof how Australian life was
portrayed* and a study of the changing image of singer D8styngfield'® In fact,
historical analysis is now being extended to inelather areas of what has, up until
recently, been considered as juvenile literatuteshsas comic strips and comic
books™® Indeed, the use of such material would have beelsomed by Raphael
Samuel, who had championed the utilisation of werisources of ‘unofficial
knowledge’ and had stressed the role childreresdture might play when asking “Is
not Robinson Crusoes good a starting point as any for the study ogligh
individualism, ‘enterprise culture’ or overseas atbzation and settlement? And
might notBlack Beautyserve as a basic text for the study of gender &k dn
nineteenth-century England..®”For this study, a cross-section of annuals and
children’s books (see the ‘Annuals’ section of Bibliography for a complete list)

will be analysed in order to gauge the portrayahefrecording studio.

Whilst the pop annuals targeted the younger endhef market and the more
specialised magazines, suchBesat Instrumentalcatered for the music professional,
the middle-ground slowly began to be provided fgrtbe growth of the weekly
‘inkies’'® from the 1950s onwards. WhilsMelody Makerhad been in circulation
since the 19205, the New Musical ExprestfNME) was launched in 195Record
Mirror in 1953 andSoundsin 1970, and these papers became the staple fdie¢ o

more mature readers, often students, “who didnittvia know what a particular star

2 TheTop of the Pops Annualas published from 1974 to 1983.

13 Such as thébba Annualpublished between 1977 and 1983.

14 C. Bradford, “(Re)Constructing Australian Childlibdhe Pound Collection at the State Library of
Victoria, Australia”, The Lion and the Unicorr22:3 (1998), pp.327-37.

15 A, Patrick, “Defiantly Dusty: A (Re)Figuring of &minine Excess”Feminist Media Studied:3
(2001), pp.361-78.

' “More completely than illuminated texts or illusted novels, Hogarthian picture sequences, or
medieval and Renaissance icons, comic books anét &trips integrate words and pictures into a
flexible, powerful literary form.” J. WitekComic Books as HistorgLondon: University Press of
Mississippi, 1989), p.3.

" R. SamuelTheatres of Memory Volume 1: Past and Present imt&@voporary Culture(London:
Verso, 1994), pp.15-16.

'8 «“The origin of the term ‘inkies’ lies in the priguality of the papers. Even today tell-tale defsosi
of pigment on shirt, hands and face mark out thdees of these organs.”, J. Toynbee, ‘Policing
Bohemia, Pinning up Grunge: The Music Press andefiefhange in British Pop and Rock’,
Popular Musig 12:3 (1993), p.300.

¥ N. JohnstoneMelody Maker: History of 20Century Popular Musig(London: Bloomsbury, 1999).
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had for breakfast or what his fave colours wéfe.The inkies were also
supplemented, particularly in the 1960s, by Americaagazines (such d&olling
StoneandCreen) and also by the emergence of an ‘undergroundspie the UK,

which produced such titles Zggzag CreamandOz

The 1960s and 1970s were characterised by a batileeen the leading ‘inkies’ for
supremacy in the weekly market. As musical stylesetbped and altered, the
fortunes of the music papers, particularly the ilegdwo Melody MakerandNME),
fluctuated and changed. For instance, in 1964NNE's circulation was 306,881
compared toMelody Makels 95,544 but, by the early 1970s, the situation had
reversed and/elody Makercould claim to have more readers than its closest
These fluctuations seem to have been based oniftaeedt musical approaches of
the papers, as noted by music analyst Charlie tGile contrast®lelody Makeis
slant towards “individual live performance rathban the packaged pop formf&t”
with the NME's tendency to favour chart acts (“The people wreverbuyingNME
were buying records. They weren't going to gigseythweren’'t themselves
musicians.”® Interestingly, the arrival of punk in the mid-1878ppeared to catch
both papers out when the main beneficiary seembate beenSounds with a
content and approach that was much closer to tie anhd attitude that was being
championed by a new breed of undergrounds puldicgtisuch aBunkandSniffin’

Glue?*

However, the biggest threat to the ‘inkies’ arriviedthe late 1970s, not through
punk’s challenge to the establishment, but withlthench of the glossy, pop-based
magazines such @mash Hitsand The Fac&® These not only portrayed a wide

range of musical tastes in a refreshing and calbwéy, but also managed to reflect

2P, Gorman|n Their Own Write: Adventures in the Music Prggondon: Sanctuary Publishing,
2001), p.85.

21 J. Toynbee, ‘Policing Bohemia, Pinning up Grurifiee Music Press and Generic Change in British
Pop and Rock’Popular Musi¢ 12:3 (1993), p.290.

22p. Gormanin Their Own Write: Adventures in the Music Prés®ndon: Sanctuary Publishing,
2001), p.87.

23 p. Gormanin Their Own Write: Adventures in the Music Prgé®ndon: Sanctuary Publishing,
2001), p.155.

24 See M. Perry’sSniffin’ Glue: The Essential Punk Accessdtyondon: Sanctuary, 2000) for a
collection of all the issues of this celebratedzfas.

% «pccording to Charles Shaar Murray (and he shdalow) the launch of Smash Hits and The Face
did for the hegemony of the inkies”, P. GormanTheir Own Write: Adventures in the Music Press
(London: Sanctuary Publishing, 2001), p.14.
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the approach of the teenage consumers of the persashown by this tribute paid by
one ex-reader t8mash Hitsvhen the magazine closed in 2006:

At its best, British pop music has always been ahioeverence and irony,
individuality and wit...Smash Hits, with its imperéint tone and peculiar sense of
humour (as one former writer pointed out, the maggz standard line of
questioning was never ‘What's your favourite colobut ‘What colour is a
Thursday?’) seemed to understand that perféttly.

Whilst the ‘inkies’ suffered at the hands of theégkssies'?’ further competition
arrived in the mid-1980s with the launch @ magazine. Coinciding with the
emergence of the compact disc and the subsequeslesse of increasing numbers
of re-mastered 1960s and 1970s albums, those béhswutcessfully identified the
market being created by an ageing audience, whaaaéed both nostalgia and a
more mature approach to music journalism than bleatg offered elsewhere. The
co-founder, David Hepworth, noted at the time titta¢ proper publishing reason for
Q [is that] there is an older demographic who atléisterested in music, but they
are not going to read inky weeklies any méteihilst Q's own website refers to the
magazine as a “serious music publicatidhteinforcing the notion that its main
rivals are, and have been, somehow more frivolouslightweight in content. The
approach certainly worked, and it success coultlyplae measured in the number of
similar magazines that appeared in subsequent geats adviojo, Uncut and (for

the film market)Empire

One common feature of all the music magazines adtus period, regardless of
their target audience, was the autonomy they see¢mdssess in their dealings with
the music industry. Eamonn Forde, who researchednitfustry for a PhD thesis,
concluded that “the music press is not controllgdie music industry. It's got its
own agenda...a lot of people presume that a labelstakit an advert after they get
copy approval. It doesn’t work like that'”Such an approach also seems to have
been evident in the 1970s and 1980s, as music gbstrrCharles Shaar Murray

% A. Petridis, ‘Down the DumperThe GuardianFebruary % 2006,
http://arts.guardian.co.uk/critic/feature/0,,17012®.html

" Soundsfor example, ceased publication in 1991.

8 p. Gormanin Their Own Write: Adventures in the Music Prgé®ndon: Sanctuary Publishing,
2001), pp.317-8.
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%0 E. FordeMusic Journalists, Music Press Officers and the €omer Music Press in the YUKPhD
Dissertation, University of Westminster, 2001).

31 www.ideasfactory.com/music_sound/features/musufe&0.htm
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confirmed when noting that “the music press prettych had the scene to itself. As
long as we kept selling papers, making money aridgatiing sued too often, the
management more or less let us get on witfitlhdeed, this autonomy is somehow
reinforced by an apparent shift towards closerdibktween the industry and music
press in more recent years. Commenting on the @ewiisSmash Hitsand the
independent approach it displayed in its heyday owmsic journalist commented
that such an approach “would never happen now. kaga are too fearful of losing

record company advertising to pick on artists.”

The Moving Image Media

From the release of Al Jolsonkazz Singein 1927, popular music and cinematic
films have always maintained a close relationskyen before the emergence of
modern pop music in the late 1950s. The classidyt¥obd musicaf* dominant
from the 1930s to 1950s (represented by such nameBusby Berkeley, Fred
Astaire and Ginger Roger®),were supplemented by a number of British film
musicals, which made stars of those such as GFaeigs and George Formby. This
tradition, revised and updated for a younger awdiemwas continued in the 1950s
and 1960s by the making of films starring singershsas (in the United States) Bill
Haley, Elvis Presley and (in the UK) Tommy Steetal &liff Richard, although
some these films “kept rock at arm’s length...mufjlin with the wet blanket of
show-business-as-usudl.” After this more traditional interjection of musica
numbers into a fictional plot (as typified by Cli®ichard’s Summer Holidayand
Wonderful Lifefilms in which “the aesthetic is derived compreheely from the
Hollywood and the stage musicafa new revue type of film began to emerge in
which pop artists would appear in performance mesla peripheral to the storyline
(for example, the 1966 filnTo Sir, With Lovancluded scenes with Lulu and The
Mindbenders performing at the school dance). Ahkerrtdevelopment of cinema’s
link to pop music emerged with the success of ®ehtles filmsas A Hard Day’s
Night (1964),Help (1965) and_et It Be (1970) which, influenced by the success of

%2 p. Gorman|n Their Own Write: Adventures in the Music Prggondon: Sanctuary Publishing,
2001), p.11.

% http://blogs.guardian.co.uk/culturevulture/arcisikz906/02/02/byeeeeeeee.html

% J. FeuerThe Hollywood Musical2™ Edition), (London: Macmillan, 1993).

% A. ThomasThe Busby Berkeley Bagkondon: Thames and Hudson, 1973).

% A. Croce,The Fred Astaire and Ginger Rogers Bp@iew York: Outerbridge & Lazard, 1972)
" H. Hampton, ‘Scorpio Descending: In Search of R8mlema’,Film Comment33:2 (1997), p.37.
% K. Donnelly, ‘The Perpetual Busman’s Holiday: Siiff Richard and British Pop Musicals’,
Journal of Popular Film and Televisip@5:4 (1998), pp. 152-3.
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the early 1960s British ‘kitchen sink’ films, “breknew ground in rejecting the
conventional format of pop musicals which had grosince the 19503° and
purported to present a more realistic portraydhefmusician’s life in the pop music
industry. Whilst this ‘biopic’ approach had beeteatpted in 1957 with the release
of The Tommy Steele Stony had presented pop merely as a stepping-storee t
more suitable show-business career and it toolBéatles’ celluloid arrival to allow
pop artists “to rid themselves of the long shadofvthe Hollywood musicaf® and

to give pop music its own prominence and positiathiw the wider film setting.

As well as the continuing presentation of fictioaatounts of the music industry as
seen inThat'll Be theDay (1973) Flame(1974), andStardust(1974), the 1970s and
1980s also saw a number of different film genreadesed to accommodate pop’s
growing prominence. The most straightforward ofsth&vas the documentary-type
filming of live concert performances (often labdlithe “rock doc”)!* as seen in the
release ofYessong¢1973),The Song Remains the Sa(®875) andA Kiss Across
the Ocean (1984) or the development of the ‘rock opesgresented by the releases
of Tommyand The Rocky Horror Picture Sho{both 1975) andPink Floyd: The
Wall (1982). The fragmentation of the music industnyaals the end of the 1970s
was also reflected in film as seen, for examplaherepresentation of punk music
(JubileeandThe Great Rock ‘n’ Roll Swindledisco Gaturday Night FeveandThe
Music Maching and the growing affection for nostalgi@uadrophenieandAbsolute
Beginner}, and even a return to the more traditional 1966s musical Give My
Regards to Broad Street

However, the relative failure of pop films afteetmitial impact of The Beatles in
the 1960s was due to the increasing influence lgivison, as noted by Andy
Medhurst in his analysis of the British pop film;.television always did pop better
anyway. Pop tv had no need to try and shoe-hormilngc into outdated formats, it
had less rules to break and more freedom to mdveyas quick, cheap and

immediate, just like the music itsef"The success of television programmes such

%9 3. Mundy, Popular Music on Screen: From the Hodlgd Musical to Music Video, (Manchester:
Manchester University Press, 1999), p.171.

9J. Romney and A. Wootton (Ed€elluloid Jukebox: Popular Music and the Moviesc8ithe 50s
(London: BFI Publishing, 1995), p.65.

“1 A. Wootton, ‘Looking Back, Dropping Out, Making @: A history of the Rock Concert Movie’,
Monthly Film Bulletin 55: December (1988), p.355.

42 3. Romney and A. Wootton (Ed€)elluloid Jukebox: Popular Music and the Moviesc8ithe 50s
(London: BFI Publishing, 1995), p.69.



74

asReady Steady Gdop of the PopsandThe Old Grey Whistle Testas based on
their ability to deliver what the young audience swdemanding — the ‘live’
appearance of a range of contemporary artistsoqeirig up-to-the-minute songs in
a visually-exciting manner — something that thegtag shooting schedule and
expanded storyline of films often precluded. Howewas the pop music market
became increasingly global into the 1980s, even staple pop television
programmes were finding it more and more difficalensure that artists were free to
appear in the studio to perform and, as a redgrd companies increasingly turned
to the production of short videos as a means ahptimg singles on television when
artists were otherwise engaged. Although many nceept that the video made to
accompany Queen’Bohemian Rhapsodyn 1975 was “the first conscious use of
music video to promote a pop singf&”jt was the launch of Music Television
(MTV) on August £ 1981 that elevated the status of the pop videdethBillboard

to declare that the 1980s had been “the video @®4d It became accepted that
single releases would be backed-up by a Vitland the video producers themselves
became celebrities in much the same way as thesstditthe record producer had
shifted in the 1970s. Indeed, the notion that thye yideo was becoming an art form
in itself gathered pace and a number of those tdireanaking their name in the
genre started to experiment with it. For example f the leading pop video
directors of the 1980s, Kevin Godley and Lol Crempmduced a piece of work
(Mondo Vide*® that saw the merging of sound and video into a aertity, called
the videold'” On its release, they emphasised the experimeataren of the work
and pointed to the progression they were makingnftbe original music video
concept when they said “It came from our desireextend the boundaries of
conventional music video within the context of ackiof mixed media...imagine a
musical instrument that can play pictures as welsaunds However, although
the Videolabel company produced a small humbertioérovideolas, including one

“3K. Negus,Producing Pop: Culture and Conflict in the PopuMusic Industry (London: Edward
Anrnold, 1992), p.93.

44 J. McCullaugh, ‘1980-1990: The Video Decadgillboard, January 8 1990, p.V-6.

5 TheNow That's What | Call Musicteries of compilation records, launched in 198 had
accompanying video compilations from Volume 1 ordgar

6 Godley + Cremellondo Videp 1989, The Videolabel (VVC 571).

“"“What is a videola? It is a made for video pie€audio-visual entertainment. Music and vision are
conceived and created simultaneously. Sight anddsoiegrate and reinforce each other to form a
new and exciting popular medium.” The VideolabalyvArtising release (1989). Author’s Private
Collection.

“8 Video sleeve notes, Godley + Crerivgndo Videp 1989, The Videolabel (VVC 571).
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that mixed music with skateboarding visulshe experiment did not prove to be
particularly successful with the general public dhdre was a lingering perception
that those producing the medium were taking theneotion between music and

video one step too far.

What the rise of the music video did do, thoughs wmaccentuate the decline of the

pop music film as young people’s viewing habitsdetp alter:

Just as pop tv made the old-model pop film reduhdsm pop video has now
redefined the way we think about pop and movinggi@sa To readjust our soundbite
ears and channel-surfing eyes to almost ninetyakaor minutes of pop imagery is
difficult and perhaps unwelcom@.

Interestingly, the emergence of the video format Wiot seem to create the same
excitement in its infancy as it did in later yeaas,shown by Simon Frith’s assertion
in his 1983 book that “most record companies aginaethe most effective form of
promotion is airplay...one spin on the radio is waatlty number of full-page ads or
good reviews.™ This raises the possibility that the status of plo@ video in the
1980s and 1990s has been exaggerated in recest ggawint made by Will Straw at
the end of the 1980s; “Music video was one of a Imemnof innovations producing
major structural changes in the music-related itrtessduring that period, but it is
unlikely that it was the most important of theseHowever, the success of the MTV
channel cannot be questioned and its successfaitgivice into other areas of youth
culture was noted bBillboard in 1993 when it declared that “it is clear thatsicu

television isn’t just for music anymoré™

The Moving Image Sample
Whilst Aldgate and Richards noted the historicdugan the study of the film media
when they declared that “films provide images...carded of selected elements

and aspects of everyday lifé” the question of whether the pop music industry

“9T. Simenson and S. Peralggtack 1989, The Videolabel (VVC573).

0 J. Romney and A. Wootton (Ed€elluloid Jukebox: Popular Music and the Moviesc8ithe 50s

(London: BFI Publishing, 1995), pp.69-70.

®1 S, Frith,Sound Effects: Youth, Leisure and the Politicsaf®’Roll, (London: Constable, 1983),
p.117.

>2\W. Straw, ‘Music Video in its Contexts: Popular 8kziand Post-Modernism in the 198@apular

Music 7:3 (1988), p.248.

3D. Russell, ‘MTV In 2 Decade: A True NetworkBillboard, June 28 1993, p.1.

> A. Aldgate and J. RichardBgst of British: Cinema and Society from 1930 sRnesent(London:

I. B. Tauris, 1999), p.3.
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portrayed in the cinema or on music video was baserkality is one that has been
investigated by a number of people. For some, paopienin films worked better
when it had an “atomised presentefather than the pop world itself being the
primary focus of the story. And yet, for this studlyis those films and videos that
purported to show representations of the musicstrglun some detail, in almost
documentary mode, which needed to be examined éaow$eether, and how, the
recording process itself was portrayed within tbigerall framework. Donnelly’s
study of pop in the British cinent,a “reference guide to enthusiasts of British
popular culture® allows for the identification of a number of suiims and, from
its decade-by-decade list and plot descriptionsiridma releases, a number of films
seem ideal for analysis.

Jean-Luc Godard’s 1968 fil@ne Plus On¥ (later renamed, much to the producer's
disgust,Sympathy for the DeyYilntersperses footage of the Rolling Stones rengrd
in a London studio with short vignettes that embré&mpics such as pornography,
revolutionary politics and race. The Beatlést it Be® released in 1970, was a
straightforward documentary of the band rehearsiegording and performing
together in 1969 and was seen as an indicatiorowfthe group was disintegrating
and moving their separate ways long before theiaffsplit was announced over one
year and one album later. Shot in a Twickenhamanedaé studio and at the Apple
Savile Row recording studio and rooftop, the orgdjiam of the project was to show
the Beatles “getting back to basitsand recording an album of simpler material but
the release of this record was delayed and, irbpigaven the original premise, it
was then re-produced and re-worked by producerSigtto? 1974’sStardusf? a
sequel to the 1973 filmThat’ll Be the Day tells the story of Jim Maclaine and his
band (The Straycats) as they find success in thewmwld, only for the story to end
in the drug-induced death of Maclaine as he is len@bdeal with the loneliness and
trappings of international stardom. As well as ¢hasting of David Essex in the lead

role, numerous other pop music personnel featurdtia film (such as Keith Moon

5 M. Bracewell, “Tunes of Glory: The Best Music iiirf”, Sight and Soundl4: September (2004),
pp.28-9.

** K. Donnelly,Pop Music in British Cinema: A Chronigl@_ondon: BFI Publishing, 2001).

*"B. Southard, “Book ReviewsJournal of Popular Film & Televisigr33:3 (2005), p.173.

°8 Sympathy for the Devil (One Plus On2)06 Fremantle Home Entertainment, (FHED1937).

% | et It Be 1981 28 Century Fox, (4508-20).

%0 \www.thebeatles.com/hub/article.php?page=letltBe&nizm=the%20films

®11n 2003, the album was re-released as originatigrided with the Spector production removeet (
It Be...NakedApple Records, 5957132).

62 Stardust/ That'll Be the Day 2003 Warner Bros. Entertainment, (D038491).
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and Dave Edmunds) and this, along with some obvipaallels between the
fictional Straycats and real-life Beatles, ensuted the film was described as having
“an acute ear and knowing eye for a variety of sitbhcal milieux of a kind one
takes for granted in American pictures about paotrohustlers, boxers and
truckdrivers, but rarely finds in British picture® Flame® released in the same year
as Stardust had many similarities in the storyline betweea Bavid Essex film and
this vehicle for the 1970s pop group Slade and based on the rise and fall of a
fictional group called Flame, with the storylinented on the “cynicism, callousness
and general unscrupulousness of the pop music éssf? The film charts the
group’s slide from the euphoria of success tontplosion under the pressures of
fame, noting that they remain “blissfully unawareadl the backstage crime and

viciousness*® going on around them.

Confessions of a Pop PerforMiémas based on the novel of cinema screenwriter
Christopher Wood (writing under the pseudonym eohdihy Lea) and is one of four
Confessions films that were released in the 197@istwwere typical of the British
sex comedy films of that era, with plenty of “crgadags, overly familiar slapstick
routines, sniggering innuendo, grimly leaden muggand a nervously regular
injection of titillating sequences on the linestioé average German sex cometfy.”
Confessions of a Pop Performeeleased in 1975, was the second in the series of
these films with the main character, Timmy Lea, gwag his window-cleaning job
from the previous filmConfessions of a Window Cleanés) that of drummer with

an aspiring pop group called Kipper. The film fe#® the group through various
mishaps and adventures as they progress from fisir concert, through the
recording of a single, to an appearance at a Régiakty show, which ends in chaos
and the departure of Lea from the bafile Great Rock 'n’ Roll Swindfé with its
mixture of documentary footage and semi-fictionaliged and animation scenes,
was director Julien Temple’s portrait of the risel dall of the Sex Pistols and has

W0

since been hailed as “ti@tizen Kaneof rock ‘n’ roll pictures.”” Whilst following

%3 p. French, “Go and catch a falling staFhe TimesOctober 25 1974, p.12.

% Slade in Flame2003 Union Square Music, (0000018USP).

% T, Rayns, “Flame”Monthly Film Bulletin 42: March (1975), p.54.

% T, Rayns, “Flame”Monthly Film Bulletin 42: March (1975), p.55.

®7 Confession of a Pop Performé@004 Columbia Tristar Home Entertainment, (C8398.

%8 V. Glaessner, “Review dfonfessions of a Pop PerformieMonthly Film Bulletin 42: September
(1975), p.196.

% The Great Rock ‘n’ Roll Swindl&ony BMG, (2028859).

0 “Review of The Great Rock ‘n’ Roll SwindleSight and Sound: December (1993), p.61.
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the band’s progress through concerts, public appeas and other events, what the
film actually highlights is Malcolm McLaren’s roks “an expert media-manipulator
earnestly striving for bad art at any pri€ednd his imposing role on the Sex Pistols’
career. According to punk-commentator Jon Savagefiim also gave McLaren the
opportunity to elevate and reinforce his own cdmition to the band’s story and
produce his finest hour; “here he achieves whatlhays wanted: to be the Sex
Pistols’ front man.” Give My Regards to Broad Stréttvas Paul McCartney's
return to the cinema screens over a decade aft@rghperformed with the Beatles in
the fly-on-the-wallLet It Be McCartney played himself in a fictional ‘day-ine-
life’ tale of the search for the stolen master apehis new album and, interspersed
into this semi-documentary plot, the film includésngthy dream or fantasy
sequences which allow for the lavish presentatiohdVicCartney (and Beatles)
numbers but with “the look and feel of pop promnébvideos.** The storyline
follows McCartney through a ‘typical’ rock star dafyehearsing, recording,
travelling) and his increasingly frantic attempts dave his business empire by
recovering the lost album tapes. Those suppoio@artney in the storyline were
real-life family and friends (Linda McCartney, RmgStarr, and George Martin
amongst others) which led to a number of criticslaténg the film to be “at least to
some extent, a home movie on an amazing s¢alédr others, it was a self-
indulgent exercise, a “curiously sclerotic rock rneyvhe product of a talent grown
bloated and bland™ that was only partly redeemed by the soundtrackfi@mation

of this view came in 2000 wheFhe Guardiandeclared the “little-seen film* to be

one of the five top vanity rock projects of all 8m

The selection of pop videos to complement theswfedilms is somewhat more
problematical. Given that there were over 1,20fk9s made in the United States
and Europe in 1983 aloffethe total number available for study and analgsi®ss

the whole period becomes clear. As the populaitynusic videos increased and

" C.Rose, “Great Rock ‘n’ Roll SwindlelMonthly Film Bulletin 47: July (1980), p.133.

2. SavageEngland’s Dreaming: Sex Pistols and Punk Rdtkndon: Faber and Faber, 2001),
p.499.

3 Give My Regards to Broad Stregt" Century Fox, (BOOO1FR552).

™ C. Hutchinson, “Give My Regards to Broad StreEtlims and Filming 363 (1984), p.37.

78 J. Maslin, “Film: Paul McCartney Stars in ‘Broatte®t”, The New York Time®ctober 286 1984,
p.Cl4.

6’3, Johnston, “Give My Regards to Broad Strelinthly Film Bulletin 51: December (1984),
p.381.

"“The Top Five Vanity Rock ProjectsThe GuardianApril 21% 2000, p.3.

8. Brown and K. Campbell, “Race and Gender in FlMStleos: The Same Beat but a Different
Drummer”,Journal of Communicatiqr86:1 (1986), p.97.
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their output became more prolific, a number of acaids began to study and analyse
the content of the films and, as a result, producexthodologies for selecting
random samples of the medium. The favourite tealigas to use selected periods
of MTV output to compile a list of videos for ansly and, for instance, samples of
sixty-two,” seventy-fiv® and 138" music videos were chosen in three of these
types of study in the 1980s and early 1990s. Howewailst this allowed for a
general overview of the subject matter in the vgjedid not necessarily help when
specific topics were being investigated. One waynbthis was to include material
known to the researcher and, for example, Kevinh8ng, when looking at
representations of schooling in pop music (not seakly just in videos), created an
“opportunist sample drawn from my own extensive rages of pop songs? For
this study, analysis of Channel 4’s “The 100 Grsafop Video$® (broadcast on
February 8 2005§* allows for an exploration of the extent to whiatcerding
studios were included in the video medium, whilss tcan be supplemented by a
selection of videos known to include studio sceaea means of further exploration
of their portrayal. Included in this latter samplee Olivia Newton John'®eeper
Than The Nigh{1979), The Police’&very Little Thing She Does is Madit981),
Paul Young'sWherever | Lay My Ha(1983), Band Aid’'sDo They Know It's
Christmas(1984), Paul McCartney'Spies Like Ug1985), Cliff Richard and the
Young Ones’Livin’ Doll (1986), Bon Jovi'Born to be My Baby1988) and East
17's Stay Another Day1994), providing a selection of films and videbat span a

large proportion of the period under investigation.

The Occasional Glimpse of the Studio

One of the key conclusions that can be drawn frirthe sources being analysed is
that the recording process itself received compaaigt little attention across the
whole period, with only the occasional portrayallité inside the recording studio.
This is seen in the visual media where the limiiachber of scenes set in the studio

comprises only a small proportion of the total rimgrtime of each film or video, the

" R. Baxter et al, “A Content Analysis of Music Vi, Journal of Broadcasting & Electronic
Media 29:3 (1985), p.335.

8. Brown and K. Campbell, “Race and Gender in KlM§tleos: The Same Beat but a Different
Drummer”,Journal of Communicatiqr86:1 (1986), p.98.

8 J. Gow, “Music Video as Communication: Popularrfolas and Emerging Genresurnal of
Popular Culture 26:2 (1992), p.48.

82 K. Brehony, I Used to Get Mad at my School’: Repentations of Schooling in Rock and Pop
Music”, British Journal of Sociology of Educatiph9:1 (1998), p.114.

8 www.channel4.com/entertainment/tv/microsites/&agest/pop_videos/results.html

8 http://news.bbc.co.uk/1/hi/entertainment/musicZZ2L .stm
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main exceptions bein@ne Plus OnendLet It Be For example, th€onfessions
film has ninety seconds in the studio (out of tighty-seven minutes total running-
time) whilstFlame which lasts a similar length of time, has thrdaautes in a studio
setting, although a large amount of this includesl@se-up of a conversation
between the band’s manager and his assistant isttico control room, with the
sound of the group’s music being recorded in thekdgpaound. Stardusthas two
separate studio scenes, comprising just less ighhminutes out of the 107 minutes
in total. As well as the limited time showing lifleside the actual studio, all of the
films appear to indicate that the recording ofregk is of secondary importance to
the establishment of the bands concerned throulgér aheans. For instance, the
group Kipper in theConfessiondilm are seen as live performers first and foremost
whilst Flame do not enter the studio in their filmtil three quarters of the way
though the story at a point where they have bebiy déstablished by their live and

television performances.

The arrival of the pop video in the late 1970s wad necessarily provide any extra
coverage for the recording studio either. Takingu@tel 4’s top 100 videos of all
time as a random sample, only one video contains direct reference to the
recording process with the majority placing a perfance of the track concerned in
an unusual setting (Michael and Janet JacksBoi®amand Queen’d Want To
Break Freeare two good examples) or as the backing for aallig-stunning display
of clever film effects (as seen in the use of atioma in Peter Gabriel's
Sledgehammeor Godley and Creme’s morphing effectGny). Whilst it is possible
that the public’'s preference for videos that o8emething different (as seen in the
placing of Michael Jackson’s fourteen minute epaew for Thriller at number one
in the top 100 videos) relegates the memory ofrttege ‘mundane’ topics when
polls are taken, even the inclusion of those wdérkswn to include recording studio
scenes does not necessarily enhance the studiatss ssignificantly. Whilst a
number of videos contain scenes set in the stuldey, are often interspersed with
either performances of the song (aswery Little Thing She Does Is Magihen
The Police are shown on location in the Caribbean)ndertaking other activities
(such as Olivia Newton John’s fashion shooDeeper Than The NightOnly three
of the selected videos (Band Aid, Bon Jovi and EB&t are totally set in the
recording studio, although East 17 ended up filnanglternative version whe&tay
Another Daywas re-released for the Christmas market and #rel B\id video also

contains a number of scenes of some of the supeesharriving outside the studios
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prior to the recording session. The fact that 198&rn to be My Babynight be said
to be the only music video to properly represeet riicording process up until the
mid 1990s (Joe Gow described it as “the most uniquanifestation of the
performance documentary formul®)is further proof of the visual media’s

relegation of the role played by the recording stud

Interestingly, The Beatletet It Beappears to offer a contrast to this general ldck o
studio coverage with twenty-five minutes of docutaeystyle footage showing the
Beatles working in the studio included in the fil®n further analysis, however, it is
unclear whether the Beatles are actually recordmgimply rehearsing in the studio
and a large proportion of the studio scenes invdéhe live performance of two
songs. Interestingly, the critics of the time désaat the first part of the film (in the
rehearsal and studio settings) as “rather tedioundikely to appeal to any but
Beatleographer&® and this view seems to have been confirmed sulkséguwith
the film best remembered for the live rooftop cahgigven by the band during the
last section of the film rather than the reheawsalecording of tracks. It therefore
appears thatet It Beis something of an anomaly and is perhaps moreatide of
the status of the Beatles in the pop music induatryhat time rather than as a
measure of the importance of the recording stuslipaatrayed by the visual media.

The printed media itself did not contribute muchrenthan the occasional glance
into the recording studio either. The process obréing was often reduced to one-
line comments in the News sections of the musisgr@ith mentions of artists being
in the studid’ beginning workon a recor® or undertaking recordingession?¥ in
order topreparé® or do’* an album. The prominent news stories in the mpajers
were usually connected with the release or promofisually by touring) of the
finished product rather than the actual creationt @ihd, for example, two random

editions of theNew Musical Expresgrom the mid-1970s show that the main

8. Gow, “Music Video as Communication: Popularrfolas and Emerging Genresurnal of
Popular Culture 26:2 (1992), p.55.

8 «Review ofLet It B&, Monthly Film Bulletin 37: July (1970), p.151.

8 «30ni Mitchell is in A+M’s LA studios...” Sounds28" June 1975, p.2) or “The duo are currently
in the studio” GoundsMarch &' 1976, p.4).

8« one Star...began work on their debut albuiNegv Musical Expressiune 19 1976, p.2).

89 “Stevie Winwood has completed two sessions aCihipping Norton studios for a solo album”,
(SoundsNovember 28 1976, p.4).

% «Early 1977 saw the band back in the recordingdistipreparing yet another albumRecord
Mirror, 16" April 1977, p.16).

1 “Yeah it was done at my basement studi®e¢ord Mirror, September 391974, p.8).
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newsworthy stories were those related to the prewigour dates (“Average Whites
— 12 Dates for May”, “Groundhog Return; Tour in Redry”, “Redding Band in
British Tour” and “28 Gigs by 10cc®j or the release of new records, with the use of
such phrases as “follow-up single” and “new singlshed out®® Indeed, this
perception that touring and performing were somehmwre important than
recording was often suggested in comments thaéda#ibout bands taking a break
from touring in order to go into the stu8ft@r the contradictory comments about the
relationship between use of the studio and perfogmive. Whilst the Beatles
escaped criticism for their decision to stop togrim 1966 and concentrate solely on
recording® other bands were accused of over-reliance oneterding studio. The
1970s pop group 10cc, for instance, were initiphgised for their innovation in, and
successful utilization of, the studio, with thanst album in 1973 labelled “a minor
masterpiece of composition, performance and prochiéf and with favourable
comparisons being drawn with other major artistg¢heytime of their second album
in 1974%" However, this admiration soon changed and the erusiss began to use
10cc’s association with their own studio as a medrmsiticism, often contrasting the
band with other performers. For instance, the Déseni3' 1975 issue oRecord
Mirror produced a two-page spread on the band, mentisheiwgStrawberry Studio
a number of times and referring to the band’s fityipolished productior?® of their
records. On the following page, a feature on thdidBr band Mud, noted the
excellence of their live performances, noting thia¢ gig in particular was “electric,
exciting and full of the usual half-riot scené8Ihdeed, this contrast between studio
and live performance provided the music press Wwitther grounds for criticism of
10cc, with the band’s live performances attackedbiing inferior to the original

recordings. One reviewer claimed:

there’s still too much of the clinical clammineddiwe studio about 10cc’s gigs; their
live performances are not independent entitieshemiselves...some bands are

92 New Musical Expres®ecember 81975, pp.2+3.

% New Musical Expresslune 19 1976, p.2.

% «Stackridge have taken a two month break fromitmuto concentrate on writing and recording
material for their next album”Melody Makey April 14" 1973, p.4).

% Reviews of their albums in this period includedtsdescriptions as “creativeTlie TimesMay

29" 1967, p.9), “a brilliant feat of inventionThe TimesNovember 2% 1968, p.9) and “remarkable
and very exciting” The TimesDecember 81969, p.7).

% . MacDonald, “10cc: A Triumph of Professionalistifew Musical Expressiuly 28" 1973, p.32.
" «“They're the Beach boys of Good Vibrations, theythe Beatles of Penny Lane”, “10cc’s Music of
Genius”,Melody Maker May 18" 1974, p.32.

% Record Mirror & Disg December 131975, p.7.

% Record Mirror & Disg December 131975, p.8.
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fortunate enough to be able to cope equally welldiffering demands of the stage
and studid®

The release of a 1977 live album allowed this @gth to be explored further, with

the contrast between the studio and stage higlelight

10cc releasing a live album? Whatever next? A yago it would have been
unthinkable to even suggest that 10cc who were, le¢s face it, the da Vincis of
the recording studio, be taped in such crude cistantes™

Although this first line of the review suggestedesision of this theory was about to
be delivered, it was not forthcoming and the rewewe-emphasised it by declaring
that “these live versions...couldn't lick the boofstloe studio masterpieces. | can’t
ever imagine playing the live versions of any & #ongs here...in preference to the
tracks on previous studio album$Z The band’s ironic, self-effacing rebuff to the

critics (“Oh yes, we're cold and cynical aren’t veels”)'*

simply echoed the words
that were being used by the music press to desthbeband’s mastery of the
recording studio and the publicity images they moftised were of the group looking
relaxed and at home in the studio (see Figure kuded in theTop of the Pops
Annual 1978and Figures 7 and 8 which were taken by Bfa@ly Expressin 1975

when they visited 10cc in Strawberry to intervidwem).

e
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Figure 6: 10cc at Strawberry South in 1977, pictuet the mixing des¥

190 ¢, Shaar Murray, “The Punk and | or Two Jews Blubiew Musical Expres#arch 18' 1975,
p.5.

1911, Doherty, “10cc: A Repeat Performanchfelody Makey December 81977, p.27.

192 Doherty, “10cc: A Repeat Performanchfelody Makey December 81977, p.27.

103 3. Etherington, “Knocking the Knockerdgkecord Mirror and DiscFebruary 28 1976, p.16.
104K, Irwin (ed), Top of the Pops Annual 197@anchester: World Distributors, 1977), p.6.
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Figure 7: 10cc in the studio area at Strawberry ton 1973%

Figure 8: 10cc at the Strawberry North desk in 195

195 CopyrightDaily Expressl975, supplied by Chris Gregory.
198 CopyrightDaily Expressl975, supplied by Chris Gregory.
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As the period progressed, the importance and sttt recording studio appeared
to be diminishing in relation to the printed medidascination with the notion of
personality and ability to perform. As the 19T8p of the Pops Annuaioted,
“Everybody loves a star. Especially a gold-platedliamond-studded
superstar...(they) have that strange, elusive, irsadole quality that is essential to
the real superstar®” For bands such as 10cc, who had been describbdogam
their career as an “Imageless Image Ba¥dind who acknowledged their own lack
of ‘star appeal’ (“We know we’re just ordinary. Wheve appear on Top of the Pops
we're in our jeans because that's us and what war &t day long”)%° the status
attached to being professional exponents of therdany studio was now being
tarnished, and the perception of the importancehef studio itself was being

diminished.

In spite of this general attitude and approach tdwahe recording studio, the
printed media did give readers a fleeting viewhs tecording process. Some of the
1960s annuals, in contrast to their content irr ipdars, did focus a small number of
articles on life in the studio and, for instandes Radio Luxembourg Book of Record
Stars featured well-illustrated articles on Helen Shajsirwork in Abbey Road
studios in its 1962 editidf’ and on the radio station’s own recording studiahie
1964 edition** By the early 1970s, the music press had also beguimclude
analysis of the studio scene axigélody Makey for example, had annual reviews of
recording studios at the beginning of each yFainterestingly, these overviews
produced a number of points that recurred each, yeaticularly the relationship
between studios and the stars who either ownedext them. Whilst the articles in
the early 1970s, perhaps understandably, werestth to relate to the influence of
the Beatles?® later years would heavily feature other artistovatwned studids®
and the 1975 review produced a snapshot indicatimgh bands were recording in

1978 Hart, “Frampton, Marley and Mercury: They're e, K. Irwin (ed.), Top of the Pops Annual
1978 (Manchester: World Distributors, 1977), p.29.

198 Record & Popswop MirrqrSeptember 281974, p.12.

199 R Brinton, “Flying Bullets” Disc, June & 1973, p.11.

1103, Fishman (ed)The Official Radio Luxembourg Book of Record Stdrsndon: Souvenir Press,
1962), pp.16-19.

11 3. Fishman (ed)The Official Radio Luxembourg Book of Record Stdrsndon: Souvenir Press,
1964), pp.112-18.

12 Eor example, “Recording Studios: A Three-Page Md@al”, Melody Makey January 2% 1972,
pp.27-29, “Recording Studios: A Four-Page MM Rehadvtelody Maker January 201973, pp.32-
35 and “Studios 6-Page Speciaflelody Maker March 2¥' 1976, pp34-39.

13 George Martin’s AIR Studio was featured in 19Kte(ody Maker January 18 1971, p.23) and
Apple’s Savile Row Studio in 197Xelody Makey January 2% 1972, p.29).

1141 . Henshaw, “There’s No Place Like Hom&lelody Makey August & 1974, pp38-9.
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which studios*® The success or otherwise of a studio was seemlimilgd to the
profile of those who were actually using them, @adiing to the public that what was
important was not so much the excellence of thdistitself but more the creative
input of the artists and the strength of the fipr@lduct. The creation of a relationship
between studio excellence and artistic successn oftinforced by the mention of the
cost of the construction of such studiGor the lavish setting in which they were
located'!’” was further emphasised by the contrast drawn tttgrowing number of
home studios (see the Narrative chapter) whichwelh as exhorting amateur
musicians to “do it yourself"!® held out the promise of being able to progres$ suc
‘inferior’ studios into fully-professional, moneyaking concerns!® as emphasised
by the 1975 advert cartoon, shown in Figure 9. Hugertisement, for a company
that was offering home-recording equipment in aenmrofessional setting, linked

the two settings visually in a humorous way for Mhelody Makereaders.

Figure 9: Advertisement for Lindair (Londdf)

Although references to the studios in the printed flm media are proportionately
small, those that do exist allow a certain amourar@lysis of the actual presence

and workings of the recording studio that were bgiresented to the general public.

15 “Who's Where?” Melody Maker March 18' 1975, p.36.

H8«The cost to complete and equip it was enormoasound a quarter-of-a-million pounds?”,

(Melody Makey August &' 1974, p.38).

174t lies in its own 100 acres of land, taking imeds, streams, trees, slow munching cows, various
bird noises...”, Kelody Makey January 2% 1972, p.27).

118 Melody Maker March 18' 1975, p.36.

19 For example, “Decibel Studios: Originally estabéid...as a four-track demo studio, Decibel
became so popular that they went into partnersitip tive members of Xanadu to transform it into a
fully-equipped 16-track studio”Melody Maker March 27 1976, p.38).

120 Melody Maker January 4 1975, p.5.
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With very few members of the public ever allowedidle, the images presented in
the media offered a rare glimpse of the interiothaf recording studio and a number
of factors, such as the physical appearance ofsthdio, the role played by
technology in the process, and the human intemaativhin the studio space, offer

the chance for further investigation.

The Studio Appearance

Whilst some artists would occasionally refer to #iwe of Abbey Road’s Studio 1
after they had recorded there (Kate Bush notedpitieshe enormous size of the
studio | never felt scared or lonely when singinghere”)}?! the variety of studio
sizes presented in the images from film and videghtnhave been confusing for
those with little knowledge of the subject. Whiisé real-life studio locations for the
Rolling Stones (Olympic in London), the Beatlepffe in Savile Row) and Band
Aid (Sarm Studios in Notting Hill, London) and thetional studio for Kipper and
Jim Maclaine were all represented as large, causraoeas (a pair of stepladders is
seen behind a number of artists at various poihi83coThey Know It's Christmas?
and Maclaine’s studio can easily house a large-aéission party in one scene), the
other studios were seen as smaller and more compicimuch less space for the
artists and, for example, both Flame and The SDatg are seen performing in the
studio in very close proximity to each other. Theages of studio size were also
affected by the lighting, with the larger studi@as much brighter (th€onfessions
studio is lit by large film-studio type lights f@ome reason an®ne Plus One
reveals a bright, colourful studio area) and thealten studios much gloomier with

subdued lighting (very apparent in thigin’ Doll and Flame examples).

Other constants that are seen in the majority efstimple and across the period in
guestion are the physical relationship betweenstbdio area and the control room
and the compartmentalisation of the studio spacethé majority of cases, the
recording chamber is overlooked by the control rabrough a large window and, as
early as the 1960s, people would “peer throughCivetrol Room window™?* with a
popular image for the music video being one of hlhed seen recording from the

control room side of the window (as shown, for egbanin Deeper Than The Night

1218 southall Abbey Road: The Story of the World’s Most FamousRing Studios
(Wellingborough: Patrick Stephens, 1982), p.170.

124G Everrit, “208 — Session TimeThe OfficialRadio Luxembourg Book of Record Stars Number
3, (London: Souvenir Press, 1964), p.117.
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andStay Another Dayideos and in the advertising image used by Soriyigure 10
which interestingly frames the musicians in thelkgaound, almost invisible, behind

the prominent producer and studio technology).

Figure 10: Sony advertisement from 1476

In the filmsOne Plus OngStardustandFlame the control room is positioned above
the recording area, making it harder for the atistsee up and through the window
and allocating an elevated status to the staffrsigieg the artists. Interestingly, the
main omissions with regard to the visual connechbetween the control room and
studio space are found in the Band Aid video (altioa brief glimpse of the control
room is shown without any reference to its locgtiandLet It Be The separation of
the studio space is also very apparent as thedgopragresses although the degree of
separation increases as time moves on. Whilst thexeonly minimal attempts to
separate The Rolling Stones, The Beatles or Kigperxample, behind half-height
wooden booths in the late 1960s and early 197@ssfilthe complete physical
separation of vocalists and instrumentalists ishmuaore apparent by the time of the
videos for East 17 or Bon Jovi in the late 19803 early 1990s, where members of
each band are shown in separate booths. Anothergehténat seems to be time-
related is the disappearance of the clutter anckgrabmosphere, both in the studio
and control room, with a stark contrast betweenatteas populated by the Rolling
Stones, Beatles, Flame and the Stray Cats andptrses tidy spaces used by Paul
Young and Olivia Newton John.

12 5oundsNovember 26 1976, p.38.
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The Recording Process

As well as the layout of the studios, the movingg®es available also reflect the
actual recording process and provide some insigbtthe social setting of the studio
too. Firstly, it is interesting to note that mostlwe artists concerned appear to record
their songs whilst performing together in the studind without many obvious
references to multi-tracking or recording indivitlparts separately. The ability of
the Beatles and McCartney, for example, to runughoa variety of songs in one
take inLet It BeandBroad Streetrespectively, is reinforced by Flame being told by
the producer that they should have got any mistakgwoblems ironed out before
entering the studio. The only references to repketaiees are in th€onfessiongilm
where Kipper's manager, at the end of the sesswutters “not bad, for the
seventieth time®?* and during the Bon Jovi video where “by slightlgrying the
volumes of different instruments as the song pldngs videomakers suggest that
different sessions may have been devoted to perfettie sounds of the individual
voices, guitars, drums and keyboarfS.In contrast, the Rolling Stones are seen
constructing their song through an extended penbdamming and the whole

process is one of experimentation and creativity.

Secondly, the changing role and approach of thelicstsupport staff is also

highlighted. Helen Shapiro’s account of her timeAimbey Road in the early 1960s
concentrates more on these staff than the musiaiadsotes the importance of the
balance, control and electrical engineers, therddeg manager, the tape editor and
the ‘A-and-R man” (all pictured in Figure 11 behiStiapiro) to the success of the

session.

124 Confession of a Pop Performé004 Columbia Tristar Home Entertainment, (C8392.
1253, Gow, “Music Video as Communication: Popularrfolas and Emerging Genresgurnal of
Popular Culture 26:2 (1992), p.56.
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Figure 11: Helen Shapiro in the control room witértsupport teart®

The first recording session from the moving imagmgle chronologically, the Stray
Cats’ visit to a 1960s studio iStardust sees the sound engineer portrayed as a
middle-aged, pipe-smoking man who shows obviousteropt towards the
performers by his abrupt manner and by referrinthémn as ‘sonny’ when speaking
to them individually and who rebukes them by rermgdthem that ‘studio time
costs money’. However, by the time Maclaine regithe studio as a solo performer
in the following decade, the producer is shown@aseone who empathises with the
star and who encourages him to produce his besk.widris latter approach is
confirmed by the relationship in the studio shovetmieen McCartney and producer
George Martin inBroad Streetwhere detailed conversations about the recordings
take place between performer and producer in tligngeof the control room.
However, the Police’&very Little Thingvideo hints at a change in the relationship
between the performers and the backroom staffebahd are shown controlling the
mixing desk alone and, indeed, showing a certaiouanof irreverence by playing
with the controls and even dancing on top of thekd@his suggestion that artists
were coming to be more heavily involved in the pttbn side of music in the
studio as well as performing was further reinforbgdhe fact that members of East
17 were shown monitoring and adjusting the deskelduring part of theitay

126 3. Fishman (ed)he Official Radio Luxembourg Book of Record Stdrsndon: Souvenir Press,
1962), p.17.
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video, possibly as a means of dispelling the behat the music of the growing
number of ‘boy bands’ was manufactured and lackirauthenticity*’

Work Versus Social

Another area hinted at in the media is that ofiticusion of social activities within
the recording studio. Of course, the general péimepvould have been that the
studio was a workplace, and this was emphasisadrdber of times in the printed
media by the use of the word ‘work’ (“it embracdsoaa great deal of tedious
work”,*?® “Whilst working as a back-up vocalist at Municlceeding sessions'?®
“he swept studio floors for a living®™ and “she went into recording session

Workn) 131

and by the explicit contrast drawn between workifeginside the studio
and the relaxation outside it, as shown by 10ccrmthey declared “we’re going on
holiday for a while and then do some work in thevretudios™'*? However, the
social side of the recording studio was not ignaed Rick Wakeman, for example,
is noted as having ensured that he got the nartteedfrench studio he was using on
a wine label by ordering more than 600 bottleshigrrecording session. As one of
the studio owners noted, “we don’t want to maka fhusic factory**® and it seems
that others were also keen to include certain sadements into studio life. For
instance, the Band Aid video contains shots of sofmie artists’ children joining
their parents during the recording session whicheminiscent of the arrival of
McCartney’'s daughter and her subsequent playingnardhe studio during one
session irLet It Be The Bon Jovi and East 17 videos also portrayligier side of
the recording studio with the relevant artists seghy enjoying the energy of the
work involved in the session and being shown langland joking with a number of
people from outside of the bands. Finally, the istudould also play host to
extravagant parties and, i@tardust one such occasion sees empty bottles and
packets of food strewn around the control room dind Maclaine and his manager

indulging in sexual activities with a couple of ptitutes in the studio itself.

127R. Peterson, “In Search of Authenticitygurnal of Management Studjet2:5 (2005), p.1085
(“Many boy bands are created by professional mansédge

128G, Martin, “From One End of the Scale to the Oth&he OfficialRadio Luxembourg Book of
Record Stars Number, 8 ondon: Souvenir Press, 1964), p.64.

129«ponna Summer’Top Pop ScendLondon: Purnell Books, 1978), p.14.

1% Record Mirror, April 16" 1977, p.10.

13L«Tina Charles”,Top of the Pops Annuall197@anchester: World Distributors, 1978), p.4.
132 Record Mirror, May 11976, p.6.

133 p_ sutcliffe, “Horrorville Heroes"SoundsMarch &' 1976, p.16.
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Ironically, in Confessions of a Pop Performehe recording studio scene is one of
the few in the film that does not include any nuydit sexual activity.

The Lasting Image

In much the same way that the activity of film @dio broadcast studios was
introduced visually with a picture of a lit ‘on agign (as, indeed, the studio location
in the Confessions of a Pop Performiim was introduced by the appearance of a
large red neon ‘recording’ sign), it was the imagégust a few, specific items,
seemingly recurring frequently and consistentlyoasrthe period under review, that
came to represent the recording studio to the gémemlic. In such a restricted
setting, where John Lennon had to peer round t@icstequipment to be able to
speak to Paul McCartney iret It Beor the lead character in tl@onfessiongilm
actually became entangled in the wires as he ategirip leave his drum Kit, it is no
surprise that these recurring images of the soendrding studio were technology
based. Simple items, such as the microphone arair @fpheadphones, or the more
complex technology of the studio mixing desk, werertrayed in numerous
photographs, and in all but one of the film or widamples, to virtually become the
iconic representation of recording studios themeselwhatever the point in history
being studied.

Of all the technological items in the studio, themphone and headphones were
those most closely linked with the artist. In castrto the microphones often
portrayed in performance images, which were oftss lobtrusive and able to be
hand-held, the studio microphones were larger, nmop®sing items that were much

more visually striking (as shown in Figure 12).

Figure 12: Paul Anka in the 1966

134Boyfriend Book 1966Manchester: World Distributors, 1965), p.114.
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As well as individual microphones, another commmoiage is that of bands standing
around a single microphone (sometimes one thatshdagn from the ceiling, as in
seen in Figure 13 and tiizeeper Than The Nighideo) to record group vocals and

this image is taken to the extreme with the largmug of artists who recorded the
Band Aid single.

Figure 14: The Bachelors in the recording studfo

135 3. Fishman (Ed)The Official Radio Luxembourg Book of Record Stérsndon: Souvenir Press,
1964), p.59.

1% Boyfriend Book 1966Manchester: World Distributors, 1965), p.141.
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Interestingly, the recording studio shots from 1960s (Figure 14 shows an image
of The Bachelors looking ill at ease around a npbane) often contrast completely
with images of ‘live’ performances by bands frone #ame era when, on a number
of occasions, artists were shown performing withtbetneed for microphones at all
(Figure 15 shows the Rolling Stones looking motexed in a performance setting
which also contrasts with the microphone-ladenisttite Stones used @ne Plus
One.

Figure 15: The Rolling Stones minus any microphtties

Likewise, the image of artists wearing headphonethe studio seems to be almost
obligatory and one constant image in all the vigearesentations of the recording
studio is of the artists placing their hand or leatwl the headphones whilst singing
their vocal contributions (see Figure 16 for aymetof Paul McCartney striking such

a pose).

Figure 16: The cover for Paul McCartney’s 1993 singPretty Little Head®

137 A, Hand (Ed)Pop Weekly Annual 1981anchester: World Distributors, 1967), p.20.
138 paul McCartneyPretty Little Head Write Away (Parlophone, 1986, R6145).
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Indeed, the signal that Bon Jovi’s time in the &iud complete is a close-up shot of
the symbolic dropping of a set of such headphondise floor.

The video that best shows the link between studm microphone/headphones is
that for Paul Young’'s 1983 singWherever | Lay My HafThe first part of this video
shows Young (miming the lyrics) washing, dressind Eeaving a woman, asleep on
a bed, and then going to a phone box to call anatleenan, the implication being
that he has a number of women waiting for him ifiedent locations. Then he is
seen entering a building and a gloomy, sparselyished room in which there only
appears to be a mixing desk (with producer) anshglesmicrophone. Young takes
off his jacket, undoes his top button, places a piaheadphones on and then begins
singing the song with much feeling and whilst dhimg his headphones. After fifty
seconds of this, Young takes off the headphongsesais brow and then leaves the
studio. The video then ends with one of the two worseen earlier in the video
shooting Young as he leaves the studio building d@avset of steps. What is
interesting is that the studio in the video appearbe housed in what looks like a
hotel room, with the only confirmation of its puggcoming from the brief glimpse
of the desk and the single microphone in the roamd ¥oung's wearing of
headphones. Also, in spite of the short space oé tspent recording, Young is
obviously keen to show the hard work and effort ipib the session with shots of

him mopping his brow just before he leaves theistud

As well as the headphones and microphones, the mteic visual symbol of the
recording studio was the mixing desk. With oye Plus OneandLet It Benot
showing it (ironically, given the Beatles champiugiof the studio), the image of the
studio desk was forever being emphasised visubligre were two aspects that were
often highlighted; firstly, the desk always appeassa working instrument and one
that appears to need the constant tending and\ssiperof one, two or a number of
people to ensure the sound is being recorded ssfodgs As with the touching of
headphones, a familiar image is that of the prodand/or engineer sat at the desk,
adjusting a slider or tweaking a knob, whilst loakitowards the studio area where
the artists are recording. The second aspect bftgrlighted is the prominence given
to shots of the visually-impressive array of swishdials and coloured lights housed
on the desk itself. Paul McCartneysoad Streebffers the best example of this as
the camera pans along the mixing desk for a fewrs#scto emphasise the number of

switches and dials that were housed on the deskako shows a number of clips,
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intermittently amongst the shots of the artistsording, of flashing lights and
flickering needles on level gaugE8.The complexity of this desk technology, with
the implication that only professional staff shobklusing it is shown in a number of
the images, as with Figure 17, where the artisiadstbehind those operating the
desk, seemingly looking on in admiration at thecses work taking place in front of
them.

Figure 17: Freddie and the Dreamers in the studiatcol roont*°

This is further emphasised by one moment of hunmodine Livin’ Doll video. The
Young Ones (a group of students from the BBC conmselyes) are momentarily
shown in the control room sat at the mixing deskd ane of them asks ‘What does
this button do?’ before pressing it and seeingathele desk explode. The humour of
this is more than likely based on the public’s fedrbeing placed in a similar
position and the recognition of a general levetemhnophobia that seems to afflict
many peoplé®*

139 |nterestingly Give My Regards tBroad Streets the only film or video that explicitly showseth
actual recording tape being used, although thispeasibly done to reinforce the importance of the
missing master tapes that was central to the fistosyline.

1403, Fishman (Ed)The Official Radio Luxembourg Book of Record Stérsndon: Souvenir Press,
1964), p.117.

11 R. Filipczak, “Technoliteracy, Technophobia andg?amming Your VCR”Training, 31:1

(1994), pp.48-52.
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Figure 18: Microphones and headphones in the 1870s

This assumption that the images being presentéigeiiedia came to represent the
recording studio itself echo the thoughts of Rol&adthes who, in the 1950s, wrote
a number of journalistic pieces faes Lettres Nouvellewhich looked at various
aspects of contemporary French fffeand their hidden meanings. For instance
wrestling is not a sport but more of a public spelet that portrays a “form of justice

which is at last intelligible®** cars are “the exact equivalent of the great Gothic

cathedrals®* and Mars is not some mysterious galactic world duiply a “petit-
bourgeois Earth...cultivated (or expressed) by theufa illustrated press:* One

of the more pertinent studies to this investigaimBarthes’ look at the portrayal of
Romans in the 1953 filndulius Caesarwhich starred Marlon Brando and James
Mason. Barthes asks what allowed the American adirsignify Roman-ness in
1950s Hollywood and came to the conclusion theta$ the image portrayed via the

actors’ hairstyles, particularly their fringes;

“The frontal lock overwhelms one with evidence, oiwe can doubt that he is in
Ancient Rome. And this certainly is permanent: #eors speak, act, torment

142 New Musical Expressanuary 181976, p.23.

143 A number of these were collected together, traedlmto English and published as books called
MythologiesandThe Eiffel Tower

144 R. BarthesMythologies (Translated by A. Lavers), (London: Vintage, 199825.

145R. BarthesMythologies (Translated by A. Lavers), (London: Vintage, 199888.

146 R. BarthesThe Eiffel Tower and Other Mythologjé¢3ranslated by R. Howard), (New York: Hill
and Wang, 1979), p.29.
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themselves, debate ‘questions of universal impavithout losing, thanks to this
little flag displayed on their foreheads, any ddittistorical plausibility.**’

Likewise, everyone in the film apart from Caesapespys to be shown sweating, a
sign, according to Barthes, of thought, planning amotion with Caesar’s lack of
sweat signifying his lone role as unknowing viciimthe film. In the same way that
Barthes saw that the image of the Eiffel Tower beeghe “universal symbal*® for
the city of Paris, others linked image and obje¢ots For instance, Hadlaw invoked
Barthes’ approach when noting that Harry Beck’sdasmLondon Underground map
had moved on from being a simple map to becomiegvibual representation of the
system as a whole, an “ideal image of modern tintespace: orderly, lucid, regular,
efficient and entirely functiona™ In the same way, the images of the microphone
and headphones, have come to signify the actudilositiself and to locate the viewer
in the studio space, or, via the image of the ngxighesk, into a world of
technological complexity in which the status andf@ssion of those operating the
desk is elevated beyond that of the artists andigalike.

Conclusion

In the same way that cinema audiences over thesybave suspended their
knowledge of the artificial construction of filma iorder to enjoy the film-going
experience, the record-buying public, judging by ittnages presented in the popular
printed and moving image media from the 1960s t60%9 rarely seem to have
shown much interest in the process by which musis bheen produced in the
recording studio. What appears to have been of imguertance is the personality of
the artists themselves and their promotion andopaince of the recorded sound,
rather than any detailed knowledge of the constacof the finished product.
Society itself seems to have confirmed this prefeeefor the cult of the personality,
especially when measured in terms of the Britishdwrs system awards made to
those within the pop industry. Whilst the Beatled the way with their M.B.E.
awards in 1965, George Matrtin, representing thdigtprofession, had to wait until
1988 for the award of a C.B.E. for his servicesnasicd>° and until 1996 to become

147 R. BarthesMythologies (Translated by A. Lavers), (London: Vintage, 199826.

198 R. BarthesThe Eiffel Tower and Other Mythologjé¢3ranslated by R. Howard), (New York: Hill
and Wang, 1979), p.3.

1493, Hadlaw, “The London Underground Map: Imaginigdern Time and SpaceResign Issues
19:1 (2003), p.35.

130 \smww.airstudios.com/info/george.shtml
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“the first of his professior® to receive a knighthood (Bob Geldof and Cliff
Richard, for example, received theirs in 1986 a@@slrespectively).

Whilst the specific work of the recording studiosMargely ignored in the media,
what did filter through to the general public wesgecific images of the recording
studio that, by their repetition, actually cameéeorepresentative of the studio space
itself. It appears that Walter Benjamin’s asseriiomis unfinishedArcades Project
that “history decays into images, not into stort&stan definitely be applied to the
historical view of the British recording studio aml an assertion that has been
applied to other industries too. Andrew Blaikier #xample, has shown how the
visual representation of the British seaside hangid over the years, from the
Victorian photographs of old fisherman who wereotis of intergenerational

harmony***

to the saucy postcards and holidaymaker imagdsrépaesented the
very British notion of the holiday business. Whatnteresting about the recording
studio images, however, is that they did not realynge at all and remained
constant from the 1960s right through to the 199@sist the clothes, hairstyles and
equipment details might have changed, the actuabposition of the images
remained static and their significance and meamémgained unaltered across the

period.

The first two chapters of this study have provideldistory of the British recording
studio based on the published media sources froth Hwe studio and music
industries themselves. However, given that theohtsdl narrative was, as with most
such histories, general and impersonal, and gikanhthe public’s perception of the
studio has been shown to be based on a lack of idiamation and on a few key
images, further investigation is needed in order ptovide a more in-depth
investigation of the British recording studio. Wtadtthe studios themselves, their
location and architecture, and the technology andchdns in them? All these
elements and their interaction, missing from theestigations so far, need to be

studied and analysed.

151 \www.answers.com/topic/george-martin

132\\/. Benjamin The Arcades ProjecfTranslated by H. Eiland and K. McLaughlin), (Lomdo
Belknap Press of Harvard University Press, 1999)/¢, (N11, 4).

133 A Blaikie, “Beside the Sea: Visual Imagery, Aggand Heritage”Ageing and Sociefyl 7:6
(1997), p.629.
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Chapter 4: Technology

Having noted its prominence in the narrative cartséd from the self-perception of
the industry, and in the image presented to themémpublic, it is logical to begin a
more in-depth investigation of the British recoglistudio by looking at the
technology that was present in the studio. As aglproviding an excellent general
case-study, there are a number of additional reasdny Strawberry Recording
Studios is a good setting for any such analysitedinology; Firstly, the Studio’s
development and constant use by 10cc ensuredhibditaind were totally committed
to enhancing the quality of the Strawberry’s equepmand were also innovators
when it came to the creation of sound through teldgy. As well as being
recognised as a group at the forefront of qualityigh pop music (for example, one
critic said they “grip the heart of rock ‘n’ rolike nothing I've heard beforesheer
brilliance”),! they were also known as technological innovatorshie recording
studio. This is emphasised by, amongst other thitlgsir use of Strawberry’s
recording technology to obtain the (then) uniquensbon their 1975 number one hit
I'm Not In Love? described as “a good song given a touch of genitise studio™
and, also, the actual invention and developmerat piece of technology called the
Gizmo by two members of the band, Kevin Godley badCreme. The Gizmo was
a small box which clamped onto the bridge of th@éaguand which mechanically
bowed and vibrated the instrument’s strings thlewahg a whole new range of

sounds to be created (see Figure 19).

Figure 19: The Giznfo

! Melody Maker May 18" 1974, p.32.

2 Phonogram: 6008 014, 1975.

® Melody Maker October 28 1979, p.27.

“ Booklet accompanyinGonsequence€ONS017 (Mercury Records), p.16.
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The device, developed by Godley and Creme in catipm with the Physics
Department at the University of Manchester Institof Science and Technology
(UMIST), and intended for mass production by an Ao@n firm, Musitronics, was
born out of a fusion of Godley and Creme’s inveapersonalities and the inordinate
amount of time they spent in Strawberry perfectimgr records. Such dedication to
their art and science attracted much attentionesath merited a mention in George
Martin's autobiography when he noted:

The consequence of all this is that many groupadp& enormous amount of time
in the studio just playing around, ‘doing theirntyi. Two people from the group
Deep Purple (sic), for example, invented an inséwnincalled the Gizmo. Closeted
with thgs new toy, they spent no less than eighteenths in the studio making one
record.

The device was used on a number of 10cc songsharnfdcus on its development, in
particular the recording of an album to showcase dbvice, led to Godley and
Creme’s decision to leave 10cc in 1976. Unfortuyateertain technical problems
could not be overcome (see later in this Chaptedé&ails) and the arrival of more
advanced synthesisers and samplers meant that re then a few hundred or so
Gizmos were produced and it spectacularly failedivi® up to the pre-production
boast that it would “open wide the musical horizohguitarists and bands all over
the world.”

Secondly, Strawberry shared its Waterloo Road,Kpirt building with a company,

Formula Sound,which began life in the early 1970s when musicad engineer,

Tony Cockell, found himself helping Strawberry toe-tune, maintain and develop
their equipment, both in the studio and on the noald 10cc. Realising the potential
of supplying studios with custom-built technologydausing some money earned
from helping to fit out Granada Television’s sowstddio, Cockell and a number of
the Strawberry partners developed Formula Sountir{gehe name from a Formula
One racing magazine) and incorporated the compard@73. Having designed and
built many systems, including Strawberry’s thirdxmg desk in the late-1970s,
Formula Sound recognised a number of common regeinés in their customers’

demands and therefore began to concentrate ome#helf products, starting with

® www.musitronics.net

® G. Martin,All You Need Is Ear§London: MacMillan, 1979), p.254.
" Press Release — The Gizmo (1976) (Author’s PriCatéection).

& www.formula-sound.com
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their PM-80 modular mixer in 1980, whilst their eo# custom design work

diminished. Formula Sound, led by Tony Cockellsti#l operating in 2007 and, as
well as producing technology for the entertainmedtstry, has now diversified into
the noise-control market. This combination of FolanBound and Strawberry, both
housed in the same building, allowed for an analgditechnology from both the
production and application angles, from the viewpaif the supplier and customer.
In other words, Strawberry not only offers the dw®rio study the mixture of
creativity and technology that generally made rdecgy studios unique

environments, but also the successful combinati@rtand industry that allows this

particular studio a special place in recording stimistory.

In such a technologically complicated setting asrdcording studio, the question of
where to direct this research can also be complementedl§o askingwhich
technology might be investigated for the study. Mthimuch of Strawberry’'s
technical capability was based on the developimglgets of numerous commercial
sound-equipment suppliers (such as Stutlse machines, DolBY noise reducers,
Neumann! and Sennheis&r microphones and WestldRemonitors), their main
technological focus was placed firmly on the Stigigontrol room and, in
particular, on the mixing desk. In the control roognvironment, where the
appearance and functionality of technology wasrdeted by the manufacturers of
such equipment, the Studio’s desk, where the recbmbund was channelled and
mixed from recording area to tape, was the centeeepof the display. In the
Studio’s own promotional brochures, pictures of thixing desk were the most
prominent and details of it were placed at the dbfist of technical equipment. It
seems that in the same way that the image of tkenghdesk had come to represent
recording studios to the general public, so tha&lietithemselves were using the
technical and visual imagery of the desk to attgamtential customers. Analysis,
therefore, of this major piece of technology, amel process by which it emerged and
evolved, has been an important part of this stddstudio technology. Figures 20 to
24 show how Strawberry’s desk changed betweeratkelB60s and late 1970s, with
the most notable feature being the increasing aimme complexity of the desk, a

development that occurred over a period of less tha years.

°® www.studer.ch

19 www.dolby.com

1 \Wwww.neumann.com

2 \w\ww.sennheiser.com

13 www.westlakeaudio.com
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The Changing Face of Strawberry’s Mixing Desks

Figure 21: The Strawberry Desk ¢.1870

14 Author’s Private Collection.
15 Author’s Private Collection.
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Figure 23: The Evolving Helios deédk

16 Author’s Private Collection.
17 Author’s Private Collection.




105

Figure 24: The Formula Sound Dé&k

Creating Technology

Whilst Latour’'s search for the source of technolegyreation often proved to be
frustrating (“most of the time the origins are wscure”)}® his exhortation to “stick
to the actors® is useful advice, especially in such a confused emmplicated
setting as Strawberry Recording Studios. In esséhedask of defining these actors
seems reasonably straightforward; the Studio’sneldgy did not just develop in
isolation but was the result of a combination omded from customers, supply by
studio technology firms, general economics and ldgwueg technical expertise, with
the interaction between these factors shifting atlering over time to produce a
variety of networks. It should be noted, howevdratt much of Strawberry’s
successful evolution was based on a system that bftirred the distinction between
supplier and customer; For example, one of Stranylseco-owners (Eric Stewart),
for instance, not only performed on 10cc’s recdrdsalso engineered and produced
them as well, and was therefore uniquely placethfloence both the artistic and
technological aspects of their music and, consdtjye¢he Studio too. Additionally,
as will be seen later in the chapter, Kevin Goddeg Lol Creme could be both

producer and consumer of their Gizmo device ancetbee follow in the footsteps of

18 Courtesy of Tony Cockell, Formula Sound Ltd.
19°B. Latour,Aramis or The Love of Technolgdondon: Harvard University Press, 1996), p.50.
20B. Latour,Aramis or The Love of Technolgd{ondon: Harvard University Press, 1996), p.94
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not just artists who had shown engineering skillsch as Leonardo da Vinéd) but
also inventors who had excelled artistically (sashSamuel Morse who, as well
developing the Morse code, had paintings exhibiedhe Royal Academyy. In
analysing the networks of technology’s developmerthe Strawberry setting, such
complications need to be borne in mind. In spit¢has, however, such an approach
has provided a contrast to the more conventionadlystof studio technology’s
‘progression’, as seen, for example, in Richard tBabdam’s 1982 article on the
development of the mixing consdféwhich seems to imply that technology has been
driven mainly by technical change and advancemaking at the development of
Strawberry’s desk technology, there seem to bedistinct phases between the late
1960s and mid 1990s that merit investigation, waitbthange occurring in the early-
to-mid 1980s. At first glance, the split betweem ttwo periods would seem to
coincide solely with the arrival of digital techiogly, but closer inspection suggests

that other issues might also have affected thiasghaf direction.

Prior to Strawberry’s arrival in the late 1960sxmg desk technology had been
mainly the preserve of the record-company ownedroieg studios and their
workshops. The whole process, from the design ¢ gtoduction of desks, was
controlled in-house, and only Marconi in the Unit¢thgdom offered any kind of
standardised desk for sale and this was mainlycimé¢he growing number of radio
stations in the country. It was into this settirftatt the increasing number of
independent recording studios entered in the 18&4 and which, faced with the
choice of constructing their own desk or attemptiogouy a second-hand model,
began to create a demand for mixing desk techndlugfyhad been largely absent up
until that point. Whilst Strawberry’s initial soloh was to cobble together their own
desk (leading to the “sellotape and stritfgiesk mentioned earlier), their preferred
option was to commission the creation of a new desktom-built to their own
specification and, during their first decade ofibass, they commissioned three such
desks to be built. There were a number of reasdmg thve Studio preferred this
option to that of searching for a standard off$helf product or purchasing a
second-hand model from one of the establishedaguéirstly, in the same way that

their location, décor and general approach to #wording process could mark

21 B. Hall, “Leonard da Vinci: Engineer and Architecfechnology and Cultur€9:3 (1988), p.606.
22 M. Davidson, ‘What Samuel Wroughfmerican Heritage12:3 (1961), pp.106-11.

% R. Swettenham, “Evolution of the Mixing ConsolStudio Sound24:11 (1982), pp42-6.

4 G. Tremlett,The 10cc Story(London: Futura, 1976), p.58.



107

Strawberry out as being different to their Londarals, as highlighted in a later
Chapter, the degree of individuality given to théy a custom-built desk added
visually to the Studio’s appeal. Strawberry’'s owneeter Tattersall, notes, “We
wanted people to walk into the Strawberry contadm and think, ‘Wow, look at
that”, so that they would want to come back agmid again® and the comment
from one customer, that their main memory of Strenwowas the “Star Trek desk”

is proof of the success of this. Secondly, whitsd appearance and design of the
mixing desk was important to the Studio, the gyailitsound that could be produced
through it was a vital feature for those usingoit fecording. Studio co-owner, and
10cc member, Eric Stewart was particularly keemtontain the sound quality of
10cc’s records, and emphasised the sonic valuehef technology when he
remembered that “the lovely smooth fuzz guitar sbudeveloped on the early 10cc
tracks was the result of D/I'ing (direct injectioof) the guitar through our control
desk at Strawberry’* He also lamented the loss of particular soundsnwhe

equipment was changed:

When | ordered the new wraparound desk, Dick Swh#m said ‘I've improved the
mic amps, Eric, | think you'll be pleased with thHeWell, | plugged my guitar in,
pulled down the fader, wound up the line amp, dral thing sounded so brittle.
We’d sold the original black desk to someone l@oal | desperately tried to get at
Ieagg one or two of the mic line modules back betlastards wouldn’t sell them to
me:

Thirdly, as well as ensuring that the equipmenkéabtechnologically advanced and
sounded good, practical concerns also played a ipathe demands of those
purchasing the studio desks. For instance, Stewadrt, spent much of his time
engineering records on Strawberry’s desk as wegbeaforming in the studio, wanted
a design that permitted him to maintain controlroae increasing number of dials
and switches and that allowed for a certain levedammfort as well. The end result
was the creation of Strawberry’s wrap-around desksgre the sides of the desk
were angled in to allow the person in control tacte and monitor the impressive
number of knobs and displays and this became aalypesign of the period. Figure
25, for instance (from Swettenham’s analysis ofingdesk evolution), shows how

the original console (a) could be expanded withmatking it too cumbersome,

% peter Tattersall, July 14001.

% Joe Glasman, email, 1.7.04

T \www.ericstewart.uk.com/questions11.htm

% R. Buskin, “Classic Tracks: 10cc I'm Not In Love'Sound on SoundJune (2005),
www.soundonsound.com/sos/jun05/articles/classiksfitm
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allowing greater control for the person at the dédkis also generated additional
space (as shown by the shaded areas in b and cf) wérmitted the introduction of a
number of extra modules that might otherwise hagenbomitted if the original

design was utilised.

(a)

Figure 25: Evolution of the Desk Lay8ut

The image of the producer behind such a wrap-araestt as Strawberry’s was a
memorable one, as Tony Wilson notes when recatiingucer Martin Hannett in the
Studio:

Martin sits at the center of his world. The chdittee centre of the great Strawberry
studio mixing desk. Thirty six tracks, the dog'dlbcks. If there is a power chair in
life it is the producer’s seat when art is happgriehind the thick glass scre@n.

As well as the actual design of the desk’s shapmaw®erry also saw some more
unusual requests for the desk layout itself, aw&tehimself remembers; “In the 70s

in the studio | was smoking up to 60 cigarettesy ahd even had a cigarette lighter

9 R. Swettenham, “Evolution of the Mixing Consol&tudio Sound24:11 (1982), p.46.
30 A. Wilson, 24 Hour Party People: What the Sleeve Notes Needr You (London: Channel 4
Books, 2002), p.69.
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and ashtray built into the control desRHThe third generation Strawberry desk was
also constructed with a number of extra featurek-iouincluding, as Tony Cockell
recalls, “a row of push buttons selecting who thi& back was assigned to and the
last button on this row was labelled ‘Tea’! Thisk& to the kitchen to order a
brew!!"? Interestingly, it seems that some desks are rerasrdmow more for such
quirky, practical details rather than, necessatiigjr sonic or technological qualities.
This is also shown by Keith Richards’ memories ltgé Olympic Studio’s which,

because the manufacturers had been involved irntimarweapons production, had
133

“a red button called ‘Missiles Fire’ on the mixibgard

Figure 26: Eric Stewart, cigarette in hand, at Bgawberry South Mixing De¥k

With this increasing demand for a new generatiomofing desks, the late 1960s
and early 1970s saw the emergence of a new breedesk designers and
manufacturers who identified the need for a diffiérapproach to the development
and supply of studio technology. This was basechgmily on a better understanding
of the recording industry (mainly through having rked in recording studios
themselves) and on recognising the needs of thtoroess, who wanted quality

31 \www.ericstewart.uk.com/questions1.htm

%2 Tony Cockell, May 1 2005.

% D. Loewmstein and P. Doddccording to the Rolling Stong@.ondon: Phoenix, 2004), p.61.
% Author’s Private Collection.
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items built to exacting specifications. Initiallyor some studios, the desire to
maintain complete control over the recording preagegant that there was still some
reluctance to delegate the responsibility to exlermanufacturers. Strawberry’s own
experience of upgrading their various desks inl®e0s reflects how manufacturers
were changing their approach to studio technoldgditia time. After Peter Tattersall
and Eric Stewart had put together the Studio’simaigconsole, they turned to these
new suppliers in the shape of Helios Electroniesl (by Dick Swettenham) in the
early 1970s and Formula Sound (Tony Cockell) inrthe 1970s. Both Swettenham
and Cockell had begun their own working lives ie tlecording studio and, as a
result, had gained considerable knowledge of whatis staff expected from their
technology. Indeed, it was this ability to be atdeunderstand and empathise with
their clients that drove companies like Helios &wimula. When Olympic Studios
in London relocated in the late 1960s, Swettenharked closely with Olympic’s
chief engineer, Keith Grant, “and it is here thaany of the basic ideas that
characterised Swettenham’s later console desigms ¥oemed — a fusion of his
technical ability, and skill in realising the opeoaal ideas of Grant, his staff and
producers passing through the studisStrawberry’s first custom-built desk was
the result of Swettenham working with Eric Stewand, as Swettenham himself
noted, “the Helios approach was custom buildingewery detail plus face-to-face
consultation with clients who had a clear pictufewhat they really wanted®®
Swettenham would visit studios with a blank pie€gaper, rather than a catalogue,
and would sketch ideas as the studio owners smpkért about their requirements.
Figures 27 and 28 show how Swettenham could aleerbatween concentrating
simply on the ergonomics and appearance of the (@eéglre 27 or highlighting the

specific technical aspects in more detail (as shiomiigure 28.

% http://prostudio.com/studiosound/june00/swettenihami
% www.digitalprosound.com/Htm/Articles/June/Currétm
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Figure 27: An original Dick Swettenham sketch
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Figure 28: A more detailed Swettenham drawing f@t@wberry desk moddife

37 Courtesy of Helios Electronics.
3 Courtesy of Helios Electronics.
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There were times when the manufacturers might mreshe rationale of some
requests, but the desire to meet the customersisneeercame any reservations.
Dick Swettenham, for example, thought it possilhlat tsome desk features were
more of a psychological boost for those owning tesk rather than for their
practical contribution to its function; “One sustsethat the banks of lighted buttons
which appeared at the 8-track stage were partiaitpduced as a client-impressing
feature and then became so entrenched that wiin@4more tracks their presence,
however space consuming, had become traditiortarahan totally rational®® For
Cockell, too, such interaction with the customed @nsuring their satisfaction with
all aspects of the desk, was of extreme importara his unofficial motto was
“what the customer wants, he gef8!One of the by-products of this custom-build
approach was that the detailed discussions befaraifacture ensured that very few
of the proposed desks failed to reach productiacedhe initial thoughts had been
outlined; “I can't remember any dis-satisfactionttwthe final product as we had
spent so much time beforehand making sure it wbelés the customer wanted.”
One major consequence of this approach, partigutarlthe historian, is that many
of these original one-off desks no longer exist ahd very nature of their
construction means that the only record of theiistence today is through the
memories of those who used them or photographicVisvidence. Tony Cockell,
for instance, ensured that he photographed eachisofdesks after they were
completed as his only record of the work he hadedgsee Figure 40). He then used
these to show other prospective clients or relied tbe word of mouth

recommendations from satisfied customers to proinisteompany.

With the demand from customers for specific techggland a number of small,
bespoke companies willing to supply such itemsftingner factors that helped shape
the studio technology of the 1970s were the ecoc®nof recording studios, the
social climate of the pop music world and the gahstate of technology in this
period. Generally speaking, the pop music worltheflate 1960s and early 1970s is
generally perceived by the public to be a periocextravagance and indulgence.
This was the era of transatlantic super-groups wbold spend months in the
recording studio, producing excessively multi-tredkrecords, before launching

worldwide tours to support the disc’s sales. Thastaf appearance was often

% R. Swettenham, “Evolution of the Mixing Consol8tudio Sound24:11 (1982), pp.45-6.
0 Tony Cockell, August 232005.
“1 Tony Cockell, May 1 2005.
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glamorous (for example David Bowie or Marc Bolamdathe performers were
generally held in awe by the record-buying puldfimancially, the recording studios
of the early-to-mid 1970s were in a similarly hbglstate, helped by the phenomenal
record sales of the time. Added to this, whilsteés&ablished studios had the backing
of their record company owners, many of the inddpean studios springing up were
owned or supported by successful musicians who thad financial ability to
purchase whatever equipment they thought necedeargaintain their status. In
Strawberry’s case, 10cc were committed to ensutiegquality of the Studio and
this meant that, for instance, they considered fii@,00d> cost of the Formula
Sound desk as a solid investment rather than & dmithe Studio’s resources. At
around the same time as this, George Martin wasdspg $210,000 (£109,206)on
the console for his Montserrat-based AIR Studioscamparison to the $35,000
(£14,350}* that AIR London’s original desk cost in the earh®70s and,
interestingly, Martin qualified the advantages dfe t custom-built desk by
emphasising the costs involved; “Even though hasd-made, and designed to our

own specifications, that is still a lot of monef”

The final factor that affected the mixing desk imst period was the state of
technological development in general. Whilst therception of advancing
technology in the recording studio in the 19708 sdrong one (as seen in Chapters 1
and 2), the actual process of recording sound wasally unchanged, as noted by
Gronow and Saunio in their overview of the recogdindustry; “the quality had
improved, but the basic principle of mechanicalording was the samé® The
technology, whether reproducing onto disc or tapas analogous and the main
technical advances were in the field of improvimgired quality (such as Dolby’s
noise reduction system) or in the complexity oftaapg the growing number of
tracks being fed into the final mix. Whilst the ehsf multi-tracking obviously
affected those building the mixing desks, as thesueed that the various inputs
could be monitored, adjusted and then transferrgd the final master tape, the
more profound effects of this technology were sedhe final musical output and in
the role of the mixing engineer and recording siutiielf, as noted by one observer

42 Using the GDP Deflator comparison method, this lddave been equivalent to just over £386,000
in 2004 (http://www.measuringworth.com/calculatakslompare/).

“3Based on the 1978 exchange rate of $1 = £0.52 (measuringworth.com).

“4Based on the 1971 exchange rate of $1 = £0.41 (measuringworth.com).

5 G. Martin,All You Need Is EargLondon: MacMillan, 1979), p.268.

4 p. Gronow and I. Saunié\n International History of the Recording Industffondon: Cassell,
1999), p.187.
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in the early 1990s; “the studio became more ofaa@lwhere electronically mediated
performances were created rather than simply ‘decued’.”” As will be seen in
later chapters, these developments allowed thedegpstudio to almost become an
extra ‘instrument’ in the creation of music andfd the balance of power in the
studio towards those in charge of the final mixwdwger, this change in the studio
hierarchy meant little to the desk manufacturers. Pony Cockell notes, the
principles of desk construction remained fairly stamt throughout their early years
in business; “The analogue technology was stabld ianvas more a case of
presenting it to the customer as they wanted tats@¢hilst the desks got bigger and
maybe more complicated, the theory behind them tvassame*® There were, of
course, limits (both space and technical) to how tfeese complications could
stretch, although as Dick Swettenham notes, théslimere often tested as far as
possible; “The process of ‘everything possible werg channel’ continued until a
typical 1977 piece of sales literature proclaimethwride '14 EQ and filter controls
per channel’ — which for 56 inputs is 784 contrtdsbe set manually?® When
controlling such a desk became too onerous, thigrmas went one stage further and
introduced automated systems that memorised theement of the faders and then
reproduced this movement when requested, sometiag definitely impressed
those who owned and used such consoles, even erped producers like George

Martin who noted that “it was rather like seeing thvisible man in the studic®

As the 1970s progressed, however, the approaclkedording studio technology,
from both the view of customers and suppliers, hdgachange. Symptomatic of this
change was that the two major suppliers of Strawytsedesks, Helios and Formula,
altered their direction and moved away from thetaumsbuilding of consoles into
other areas of sound technology. Whilst Tony Cdckalv Formula move into the
production of equalisers and mixing system modditesclubs and disco¥, Dick

Swettenham actually closed Helios Electronics id9lf concentrate solely on his
recording studio design consultancy business, dangehe had run in parallel with

his desk construction concern in the preceding f@ars. Looking back, both

47 L. Austin, Rock Music, The Microchip, and the CollaborativerfBener: Issues Concerning
Musical Performance, Electronics and the Recordi&tudiq (Ph.D. dissertation, New York
University, 1993), p.62.

“8 Tony Cockell, May 1 2005.

“9R. Swettenham, “Evolution of the Mixing Consol&tudio Sound24:11 (1982), p.44.

0 G. Martin,All You Need Is EargLondon: MacMillan, 1979), p.272.

51 E. Brunert, “Sounding Off From Stockpor8tockport AdvertisefFebruary 26 (1981), p.13 notes
that “there will be in production soon a compaciular mixing system...”.
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suppliers offered the same reason for their movayavwom the console construction
market, particularly highlighting the growing numbef standardised desks being
produced and a move towards a situation where gpeaaance of the desk became
more important to the customers than the qualitysaiind being produced. For
Cockell, recording studios were now less adventiand less likely to want to put
any work into planning the buying of a desk as thegt wanted to pick a nice-
looking one from a catalogué®Swettenham’s favourite phrase to describe thesbasi
of these purchasing decisions was that studios wewe more interested in ‘knobs
per dollar’, implying that they were more concermdgth ensuring the desk included
as many switches, dials and knobs as possibleigaahvimpression rather than being
concerned with the sound quality being createchkycbnsole. Others, too, noted the
difference between Swettenham’s own desks and tbbee newer manufacturers
when they said “studios bought Neve, musicians Heljos” >* indicating a growing
divide between the aspirations of the studio owrserd the artists. In the market,
companies like Neve and Solid State Logic recoggisihat profits would come from
the mass production rather than the custom-buildihglesks, began to actively
promote their standard consoles to those studiashwiliere seeking to purchase a
mixing console rather than influence the desigspacially-built item. For example,
Eden Studios (London) decided to revamp their studi 1980 and took the decision
to replace their original purpose-built desk witktandard Solid State Logic model,
noting the importance of ensuring the right chmtdesk when they remembered “it
was almost as agonising as finding new premises.hageto think of the impact it
would have on our clients, many of whom loved th&é a@esk and didn’t want to

change.®

So what reasons can be given for this shift ingheduction of studio technology
towards the end of the 1970s? The most obviouscandentional explanation is
that, simply, the technology itself developed. By tend of the 1980s, digital
recording techniques had replaced analogue andeqaently, a new generation of
technology had been developed in the studio towaflar this evolution and the
arrival of the compact disc system. It would seemntake sense, therefore, that
recording studios ‘progressed’ and replaced theguwiment in line with these

changes. Indeed, by 1986, the Yellow 2 Studio (@ieary’s eventual partner) was

*2 Tony Cockell, May 1 2005.
%3 http://prostudio.com/studiosound/june00/swettenihami
* P, Lewis, “Eden: The Birth of a StudicBtudio Sound25:9 (1983), p.58.
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reporting in the industry press that they were areg to become the “UK'’s first
residential fully-digital studio® a feat they seemed to have nearly achieved by
1987°° And yet this simple explanation of evolving teclogy masks the actual
process, often painful, of the reality of changd abscures many of the factors that
were actually involved in the process. Analysishaf trade press from the late 1970s
onwards shows how the move towards digital sounsl avgeriod of confusion and
worry for those in an industry that had seen oteehnological revolutions, such as
quadraphonic sound in the 1970s, emerge and thiem. fRirstly, digital arrived in
the studio in a piecemeal fashion and the actuadae was one of the last pieces in
the digital jigsaw. This meant that studios wereethwith the problem of mixing
analogue and digital equipment and the industmaslé press noted that “we can
confidently expect analogue consoles to remain riodyction for several years
yet” >’

“don’t ask me how long ‘several’ is®® As well as the question of compatibility

although they also showed their concern abouutiwrtainty of the future;

between the different technologies, the issue ahddrdisation amongst those
companies developing digital systems also causadduhes for the recording studio
industry. Speaking in 1983, the chairman of thetéthiStates recording studios
owners association (SPARS) noted the lack of ageeerbetween three of the
leading digital companies in imposing a digitalnstard, and at a time when the
VHS/Betamax battle in the video recorder market vg#fi fresh in people’s

memories:

| was talking to 3M about the possibility (since are finally starting to, apparently,
get a standard with the announcement of Sony DASIdping along with DASH at
some future date...The answer | got, at a very héglkl] was ‘I hope not’. So that
means 3M will have a ‘standard’, other than DASHopEfully they will join
Mitsubishi (who also plan not to go along with DAS$6 that we can at least have
some kind of ‘alternative standardisatich.’

Whilst technology changed, but over a period ofetiamd with resulting confusion
and concern, other factors also moulded and shdépeddemand for technical
development in recording studios. As the 1970spradressed, with multi-tracking

prevalent and supergroups spending months perfethieir music to the smallest

%5 Studio Sound28:6 (1986), p.28.

6 “Yellow Two have announced the purchase of a Niisii X850 multitrack, an X80 and a Sony F1
mixdown. These, combined with their V series Neoasple, makes them the first fully-digital studio
in the North of England"Studio Sound?9:8 (1987), p.14.

" R. Elen, “Moving Towards Digital"Studio Sound25:8 (1983), p.3.

8 R. Elen, “Moving Towards Digital’Studio Sound25:8 (1983), p.3.

%9 C. Stone, “The Digital BusinessStudio Sound26:2 (1984), p.52.
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detail, it had seemed that the recording process destined to become more and
more complicated. However, the arrival of punk musi 1976 meant that the
precise, technologically-driven and slow recordprgcess (Godley and Creme, for
example, were often recording only one minute @rttinished product per day
when making their 1976 albumConsequenc$® was challenged by a new
generation of musicians who wanted to capture the energy of one-off
performances rather than constructing songs layéayer. For these artists, the less
technology there was in the recording studio thigebes there was the impression
given that many of the established artists might relging too much on the
technological rather than their musical abilityisitvas actually acknowledged a few
years later by Godley and Creme themselves whey ioged “We were spoilt
working in what Strawberry had become...You know ¢hare certain pieces of
equipment there that you can plug in to get cedaimds and | think that limits your

ingenuity.”*

Whilst punk might have been a relatively short-divehenomenon, the next major
phase in the music industry had a greater effectthen recording studio. The
emergence of synthesised sound, allied with thepebenised equipment on which to
play and record it, not only influenced the musieaidscape of the 1980s but also
allowed the machinery needed for recording trabk# in terms of size and amount,
to shrink, thus making it more accessible to a widnge of professional and
amateur musicians. It was the mass production asttibdition of the digital
synthesiser in the 1980s, though, that revoluteshisnusic-making. For Mike
Thorne, the emergence of the digital era marked fial erosion of the traditional
recording studio® in that advancing instrument and personal competgtnology
was increasingly allowing music to be created amutured in smaller environments,
such as the home. One of the major knock-on effecthis competition was that
these studios now felt under greater pressure ép kg with the latest technical
advances to give the impression of being at theffont of technology. Whilst
technology was allowing the recording of music tove away from the traditional
recording studio, the studios themselves were &ngson their own technically-
advanced equipment to sell themselves as superitiese new competitors, a point

emphasised by one studio owner who noted “I homzydody will recognise that

%0 Booklet accompanyinGonsequence€ONS017 (Mercury Records), p.14.
1 R. Denyer, “Godley and Creme3pund InternationalOctober (1978), p.6.
%2 www.stereosociety.com/body_recordingstudio.html
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you can only get consistently good results frondpiers and artists in a studio with
the best and most professional acoustics and eguipr@®therwise you are taking a
chance.®® This perception of technology was becoming as inamb to the success
of studios as the actual pieces of equipment thieseFor Strawberry owner Peter
Tattersall it was essential that the studio was sede updating equipment regularly
just for the impression of staying ahead of the getition (“we sometimes changed
equipment just so we could say we were improvif)g‘iand 10cc themselves often
took the opportunity when touring to keep abre&sechnical developments around
the world; “At present, the Japanese music scesdittie to offer its counterparts
from the West other than rich pickings and innoxatequipment — 10cc are
speculating about introducing to Strawberry Studiorachine they saw at an audio
fair in Tokyo.” Indeed, the emergence of Japanese companies hatantsic
market, reflected in their growing influence in etrareas of western industry (such
as motor car manufacturing for examplejyas an important feature of this pefibd
and was an achievement described as “literally mfiagnt, beyond the pale of the
West.”®® One of the leading players in the market, Sonys a&enajor innovator in the
markets of both music producers and consumers.slibeess of Sony’s Walkman,
introduced in the late 1970swas followed by the company’s move into digital
technology and Sony launched their initial foratpithe market with the first digital
processor for the studio (the PCM-1600) in 1978.

The difference between digital and analogue sowsdaiiowed some of those desk

suppliers who had given up at the end of the 19@0seturn to the market and

produce newer versions of their original works, a@maged by the demand for

traditional desk production values and sounds feomew generation of musicians

and studio owners. As Crispin Horsfield, Dick Swattam’s partner in Helios, noted

in 2005, “I don't think that the custom approachniscessarily redundant even
» 70

now”,”~ emphasizing a possible return to the values ok gesduction that he and

Dick Swettenham had been so successful at in tR@s19This general growth of

83 p. Lewis, “Eden: The Birth of a StudicBtudio Sound25:9 (1983), p.58.

® peter Tattersall, July 142001.

% Melody Makey October 28 1977, p.27.

® M. CusumanoThe Japanese Automobile Industry: Technology andadament at Nissan and
Toyotg (Cambridge, Mass.: Council on East Asian Stubiass/ard University, 1989).

®" For a general discussion about the reasons famJapise, see K. Koizumi, ‘In Search of Wakon’,
Technology and Culturet3:1 (2002), pp.29-49

% Inkster and F. Satofuk&ulture and Technology in Modern Japghondon: Tauris, 2000), p.1.

% http://www.sony.net/Fun/SH/1-18/h4.html

70 Crispin Horsfield, email, 19August 2005.
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nostalgia in modern society was noted by histoRaphael Samuel, who applied the
term ‘retrochic’ to it and who noted that “the mosinarkable example of this instant
historicization is in the world of rock and pop, evd the hunger for new sounds is
only matched by the constancy with which older caesrecycled, re-invented and

re-mixed.”*

The growing demand for analogue sound from théd4@hwards and a

reversal of the trend that had seen the vinyl k@il but disappear in the face of
competition from the compact disc and downldadeems to be grounded in this
nostalgia boom as shown by the demands of musiCiand the space devoted in the

trade press offering advice on such issides.

Using Technology

Whilst accepting the importance of technologicavedepment in the recording
studio, of technology evolving not in isolation khtough the interaction of many
factors, it is also essential that any historicdadg investigates the practicalities of
technology’s placement, of its ergonomics and adton with the human element in
the studio. As technology does not progress imaigm, nor does it function in a
vacuum. Technology’s impact on those in the stwdio be a study as much of its
failings as well as of its successful progress (awmmnetimes, the same piece of
equipment can produce a study of both!) For ingamehilst producer Martin
Hannett became attached to the design and layotlieoStrawberry mixing desk,
others found it less welcoming or helpful. Howardvdto (of the pop group The
Buzzcocks), for example, remembered working at v@iesry with Hannett as
producer and highlighted the lack of space at thengy desk when there were more

than two people who wanted to have some contral ihefinished product:

| remember the mixing desk being hexagonal or @etalj with a wedge cut into it
which had just enough space for two people; himn(ié#t) and the engineer. So
they had all the fades and all the twiddle knobd gknow. Anybody else, it was
like really difficult to get at it...it didn't worktaStrawberry. We couldn't get there,
we couldn't modify... | mean, | couldn't get atdtmodify the levels, so it ended up
being a little unsatisfactory to nfe.

"' R. SamuelTheatres of Memory Volume 1: Past and Present int€oporary Culturg(London:
Verso, 1994), p.89.

2 Vinyl single sales April — June 2005 rose by 87.8%mpared to the same period in 2004:
(www.bpi.co.uk/index.asp?Page=news/stats/news_nbritle938.shtml).

34 also want a very analogue sound...| would relikg a genuine vintage synth to get a ‘real’
analogue sound'Sound on Soundiay (2005),
www.soundonsound.com/sos/may05/articles/qa0505m1.ht

" Sound on Soundrebruary (2005) www.soundonsound.com/sos/febB&ks/soundingoff.htm

'S http://shotbybothsides.com/ig_20000423n.htm
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For those recording in Strawberry, in particulans outside of the control room,
studio technology was usually represented by inddiai pieces of equipment in the
recording area and this, more often than not, geduthe microphone. Indeed, the
importance of the studio microphones changed grematér the period to a point
where many of the synthetic sounds of the 1980% et directly into the sound
mixer, thus negating the need for any microphonepegent at all. The importance
of microphone placement with regard to the finiseednd can be gauged from the
way in which Eric Stewart described (in almost tachl terms) the setting up of the

microphones just for the drums during early 10@s®E®s in Strawberry:

We were very much into close-miking and very, vetight close drum
sounds...Kevin Godley’'s oyster-shell Ludwig kit wasked with Neumann U87s
overhead, a D12 in the bass drum, a Shure SM57 tinelsnare, a Neumann KM84
on the hi-hat also picking up some brightness ludf $nare to complement the thud
of the 57, and all five tom-toms very closely mikatilsounded like everything was
right 7r;ext to you. There was no room around it. Yeere almost inside the Kkit
itself.

This arrangement of so many microphones aroundhthieidual drums (indeed, the
fact that so many microphones were required infitse place), and the attention to
detail with regard to the precision of placementovws how important the
technological equipment could be in the studiarsgiisee Figure 29).

Figure 29: Microphone arrangements in the early A9 Btrawberr{/

® R. Buskin, “Classic Tracks: 10cc I'm Not In Love’Sound on SoundJune (2005),
www.soundonsound.com/sos/jun05/articles/classiks.fitm
" Author’s Private Collection.
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Whilst the recording area itself could be filledthvspeakers, microphones and bits
of musical equipment, one of the more interestegfures of recording technology,
more so in the early days of the 1960s and 1978@s,that the space could also be
filled with the equipment’s intrusive wires and tzh Prior to the arrival of the cable
management systems that became prevalent in ti@s 18 floor of the studio area
could be cluttered and untidy, as the technolo@yitte mark (see Figures 30 + 31).
Peter Tattersall remembers that “care was oftedetealking around the studio in

the early days as there were a fair few wires tdatripping over.”®

Figure 31: Paul McCartney and Eric Stewart surroedcby wires and cabl&s

78 peter Tattersall, July 142001.
" Author’s Private Collection.
80 “Eric Stewart: from the Mindbenders to McCartne@lub Sandwich36 (1985), p.4.



122

As well as technology passively imposing its presem the studio, it could also
actively interplay with the human element as wé&his happened especially in the
1970s when the production of tapes involved a lotarphysical work than today’s

digital editing allows, as Lol Creme remembers whsimg Strawberry in 1976:

In those days, the simple act of editing was a nthjag. | remember laying out the
tape on the floor, chopping it up with a razor llahd sticking it back together in
any order we felt like. Play it back, see what yeugot, develop it from there. Now
it's three clicks on the mouse. But the painstakiitgvas furt’

But perhaps the greatest interaction between tineahuand technological elements
in Strawberry’s history came in 1975 when 10cc rded their most famous song,
I'm Not In Love® Unsure of how to record the track, the band detidehe end to

use vocals for the backing to the track insteathos$ical instruments, and ended up
using the multi-track machine to record 48 vocads pote on the chromatic scale.
The ingenious part of the process was to constroietinuous tape loops of each of
these notes so that they could be fed through é&s& dnd bounced back to a new
recorder and thus be used as backing vocals fardbk. In 2005, Eric Stewart was
asked to recall the process and noted that it uagbla large amount of physical

manipulation of tapes in the control room as welhausical prowess:

| rigged up a rotary capstan on a mic stand, apd taop had to be quite long
because the splice edit point on the loop woulthgough the heads and there’d be a
little blip each time it did. So, | had to make tbep as long as | could for it to take
a long, long time to get around to the splice agdie're talking about a loop of 12
feet in length going around the tape heads, ardhedtape machine capstans,
coming out away from the Studer stereo recordex little capstan on a mic stand
that had to be dead in line vertically with the deaf the Studer. It was like one of
those continuous belts that you see in old fadorenning loads of machines, and
we had to keep it rigid by putting some blocks loa mic stand legs to keep it dead,
dead steady...Then all four of us manned the codt@ek, and each of us had three
or four faders to work with. We moved the fadersamgl down and changed the
chords of the 13 chromatic scale notes as the stairthe song changed...We knew
we had something very, very special, very diffefént

The whole bizarre process of recording these bgckwcals took three weeks to
complete but the effort was worth it as the sorached Number One in the UK
charts and, as noted by the band’s official biogyaip 2000, “continues to ride high

in the all-time popularity polls, recently earnirtige group a citation from the

8 \www.othermachines.org/blint/lol.shtml

8 phonogram: 6008 014, 1975.

8 R. Buskin, “Classic Tracks: 10cc I'm Not In Love'Sound on SoundJune (2005),
www.soundonsound.com/sos/jun05/articles/classiksfitm
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American radio industry in recognition of three lioih airplays.® This interaction
between the recording technology and musiciansha gtudio seems to have
gradually disappeared as the 1980s arrived, in ribater technology allowed the
same sort of sounds to be created via the instrigwather than through innovative
use of recording equipment. In the mid-1980s, daty years after 10cc had spent
weeks creating/m Not In Love, Lol Creme noticed the change that had takacep
“The technology is making people approach sounfémdihtly. They can take other
people’s noises and regurgitate them through thepoter so you'd never know
where they were from, and they're forming new mu&cThe arrival of the
Fairlight, Synclavier, Ensoniq Mirage and other plars, completely altered the
process of music production from the 1980s onwardkchanged the way in which
the human element physically related to the teagol

The Gizmo

Figure 32: The Musitronics Gizmotrth

And yet, recording studios were not just sound fatwsies, where an evolving
technology, constantly being shaped by many factmabled the creation, capture
and distribution of music to the consumers. Tecbgwlwas not just something that
was created outside of the studios to aid the daggrprocess, for these very studios
could also be the places where technology itsef ln@n, nurtured and developed.
In some cases, such as Les Paul’'s developmeneahthtitrack tape recorder, the
technology was successful and played a major pathe progression of popular
music. In other cases, the technology failed and destined to become just a
footnote in music’s history. Whilst many of the sass stories have been studied, the
failures have often been noted but never analysed¢eply. However, much can be
learnt from investigating that technology which didt emerge and sustain itself

8 L. Newton, The Worst Band in the World; The Definitive Biogmmof 10c¢ (London: Minerva
Press), 2000, p.xi.

& Melody Maker April 27" 1985, p.35.

8 www.beitec.com/stomp.htm
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successfully, as shown by Latour’s study of Ararinshe same way, an analysis of
Godley and Creme’s Gizmo, a device born out ofvtbek being done in Strawberry
Studios in the 1970s, has, in spite of its failwentributed greatly to this study of

technology in the recording studio.

Recording studios, perhaps more so than anywheeg elere places where artistic
talent and innovation met to create works of arhilgf many of these works have
been as a result of the innovations in the techrfietdds, from multi-tracking,
through synthesisers, to sampling machines, thexe avperiod in the 1960s and
1970s when such innovation came more through exgetiation in the studio rather
than through the availability of technology. It waghis period that 10cc, as owners
of Strawberry Studios, had the luxury of time ammhce in which to take such
experimentation as far as they could. The band neesnlbould often find themselves
searching for alternative sounds instead of usomyentional instruments. It was in
this atmosphere during 10cc’s early years that &odhd Creme decided to attempt
to recreate the string sound of an orchestra, ypuising an electric guitar instead of
the more conventional Mellotron synthesiser. Thpaagnt motivation behind this
attempt was economic according to the record compaho declared that “unable
to afford an orchestra for early 10cc albums, Creim& Godley conceived a guitar
able to play violin sound$* For the artists themselves, though, the Gizmo's
development was more as a result of the attitude wias prevalent during 10cc’s
time in Strawberry, when they said “Because we ddadys worked on our own up
in Strawberry...no one had ever told us what wauldn't do.”®® The actual
experimentation process involved strapping a guditdhe studio wall and, as Godley
remembers, “I got an electric drill and stuck aaser on the drill bit and held it up to
the guitar. We got this horrible noise but it gasethe idea that eventually became
the Gizmo.* The idea that Godley and Creme were forming wasfdevice that
would permanently bow individual guitar stringstaiigh a series of powered small
wheels, leaving the guitarist's hands free to plag instrument whilst the device
sustained the notes. They managed to constructlangoprototype themselves and
actually used the device sparingly on thefreet Musi€® album during 1973, with

8" Booklet accompanyinGonsequence€ONS017 (Mercury Records), p.16.

8 G. Tremlett,The 10cc Story(London: Futura, 1976), p.114.

8 R. Clay, “Godley and Creme’s Gizmo”Device: The Newsletter for the Electronic
Guitarist/Musician 1:2 (1979), p.12.

% Sheet Musi¢UK Records, 1974, UKAL1007).
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the b-side to th&Vall Street Shufffé single from that LP being a showcase for the
invention, titledGizmo My Way

Whilst Godley and Creme had managed to constrpartzally-working model of the
Gizmo, they realised that, as with many inventidhgy needed the authority that
came with expert advice, legitimate recognition tbeir idea and a plan to
commercially distribute a production model of theew device. In an attempt to
move on from their prototype, the pair approachwsel Wniversity of Manchester
Institute of Science and Technology (UMIST) IndiadtLiaison Bureau (the first set
up in the UK? in an attempt to link the academic world with battustry and with
those needing technical help) and were put in tauttihJohn McConnell and Martin
Jones from the Applied Physics Unit (see Figure BBj)ch had been created to
“assist small local firms who do not have their owsearch personnel but who could
benefit from time to time by making use of assistafrom the UMIST Physics
Department.®

Figure 33: (I-r) McConnell, Jones, Creme + GodleyUMIST*

Interestingly, such a liaison between industry awddemia is one of the areas

highlighted by Pickstone in his analysis of howescie and technology have evolved

L Wall Street ShuffleGizmo My WayUK Records, 1974, UK69).

92 \www.hero.ac.uk/uk/universities___colleges/northstemist.cfm

% UMIST Applied Physics Unit Promotional Leaflet, @tesy of Dr Martin Jones.
% Courtesy of Dr Martin Jones.
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in the UK; “we gain more by recognising the dengenweavings of universities and
industry, and of science and technology, than wéylérying to separate ther>”
For Martin Jones, the ability to work with industeyas one of UMIST's key
missions and he noted in 2007 that such interaétaq their teaching “grounded in
commercial reality and also encouraged businesaisiatsm to finance some of the
more heavyweight researctf’On a personal level, as well as being paid £13%bu
the total £561.50 charged by UMIST (see appendic8sand 9), Jones’ involvement
with the Gizmo (and visits to Strawberry) stimuthteis interest in that particular
field. In 1976 he left academia having successfalpplied for the position of
Technical Director at Rupert Neve Limited, wherewarked on audio technology
for the next ten years. For Godley and Creme,ithewith UMIST allowed them to
supplement their ideas with engineering knowledtfeey had all this mechanical
equipment there, and they gave us information am twoapproach things...such as
the use of lathes and the liké"and thus produce a more robust prototype model. At
the same time, legitimacy for the project came waitBritish patent application in
April 1973 (application number 19760/73) and thbsaguent granting of the patent
(number 1 426 203) in 1976 (see Figure 34), with American patent (3,882,754)
granted one year earlier in 1975. For the Gizmaigemtors, the involvement of
academics and the approval signified by the isdupatents added weight to the
project that they felt may have been missing bexaat their non-science
background; “We weren’t into mechanical things Kt we were writers up until

then.”®®

% J. PickstoneWays of Knowing(Manchester: Manchester University Press, 200053.

% Martin Jones, email, October32007.

"R. Clay, “Gizmo”,Device: The Newsletter for the Electronic Guitditsician 1:2 (1979), p.13.
% R. Clay, “Gizmo”,Device: The Newsletter for the Electronic Guitditsician 1:2 (1979), p.12.
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Figure 34: The Drawings from the UK Patent for thzma”®

By 1976, Godley and Creme were devoting more andentione to their new
invention, having used it on 10cc albums and limestage, and decided to record a
proper three-minute demonstration track to highligie potential of the Gizmo.
McConnell and Jones had produced a more stabletppat that the duo took into
Strawberry to use and, with the other members ot iaiting at Strawberry Studios
South for them to return to the band, they produbedtrack. The final piece in the
Gizmo jigsaw had already been laid when Godley @reime had visited America
with 10cc earlier in the year and had agreed a deéhl the Musitronics firm to
produce the Gizmo once it was ready (although, as wo be marketed as the
‘Gizmotron’). With the idea firmed up and a produceady, the pair of musicians
decided that the potential of the Gizmo was toagte limit to a short record and
they shocked the music world by taking the decismieave 10cc and concentrate

on recording an entire album of Gizmo materialeast(see Figure 35).

% UK Patent, 1,426, 203, (1976).
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Figure 35: Godley and Creme’s decision to leaveclffits the music pre¥¥8

Using Strawberry in Stockport at night time (tooall for paying customers during
the day) they began the mammoth and time-consumiogess of producing what
was to become a triple-album (with a Peter Cookndréhrown in for good measure)
about the forces of nature fighting back againstithman race. The actual recording
of Consequenceat Strawberry showed not only the range of sodhadsthe Gizmo
could achieve, but also how the human interactioth wther technology could
produce innovative and exciting art. For examphecontrast to the more passive
microphone arrangements seen in the Studio ineeaykars, Godley and Creme
fitted Sennheiser microphones to a dummy’s headpaced it under a board of
wood at the bottom of Strawberry’s cellar stepsdi&p then shovelled sand from

above to recreate the sound of a burial (see Figfire

1% Rock StarDecember 271976, p.1.



Figure 36: Recording the ‘Burial’ at Strawberfyf

The same microphone head was also placed on apdlearried through the streets
of Stockport to produce an authentic recordingtdet sounds. A dripping tap was
bits of plasticine being dropped into a bucket @itev whilst the sound of a tidal
wave was hundreds of buckets of water being thratvBtrawberry’s walls. To get
an unusual fire sound, Godley and Creme used & piequipment called a Kepex
(a ‘sound gate’ on the desk which could be prograohto only allow certain sounds
through to be recorded). The duo recorded the sofipdlystyrene being burst and
popped along with the Gizmo music and then enstiratithe Kepex only allowed
the music to be recorded when it picked up the dsunf the polystyrene, thus
producing a prickly, fire-related, noise. Gettihg tGizmo to sound like a saxophone
saw the pair playing Gizmo notes through a speakdr from there, down a rubber
hose which was covered at one end by a piece dbrpexd cigarette paper. The
pressure of the sound going through the paper redeasping noise reminiscent of
a saxophone. Indeed, many ideas were tried in tindiccand then discarded but the

effort that Godley and Creme put into recordingdhmim showed their commitment

191 Booklet accompanyinGonsequence€ONS017 (Mercury Records), p.17.
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to developing sound through the innovative useecfimology. As Creme noted after
recording had finished, “There is a story behindrgsingle note on that alburf®

And yet, in spite of the technical achievementCainsequenceand the potential of
the Gizmo, both the album and the device itseleéato take hold. The failure of
Consequencess not hard to explain, as it was released exadtihe same time as
the punk explosion was challenging the pompous,rbbeen excesses of the
previous generation’s music and a triple conceparal (with an estimated budget of
£500,000):*® including both music and dialogue, selling at toenparatively high

price of twelve pounds, was a prime target forglen. As Godley noted years later:

It was instantly invalidated. We'd lost touch. Wdddlieved in our own myth, not

that there was one for anyone but ourselves. Wétherged ourselves in the womb
of the studio, at vast expense, to come out withesamazing pieces of art and we
lost the plot. We'd been overtaken by events. Logkback, there were some
interesting things on that album, but not six sidesth! Not enough to warrant the

amount of effort and expense that went intd‘it.

Interestingly, Godley’s reference to the duo sulgimgy themselves in the recording
studio suggests a perceived physical separatioiin@ in the studio from other
aspects of everyday life, with hints of the physdiacomfort and danger associated
with being submerged under water. The referencthéo'womb of the studio’ (a
metaphor that Godley used on more than one ocdaStms well as reinforcing the
notion of being cocooned from the outside worldpgbroduces connotations of the
creation and birth of some new entity, in this amste, presumably, the
Consequencealbum. The failure of the Gizmo itself, thougfteathe time, energy
and money that Godley and Creme had put into tbeqtr;, was a bitter blow. On the
face of it, its success seemed assured as oth&isasuch as Paul McCartney (see
Figure 37), Phil Manzanera (Roxy Music), Jimmy Rabedd Rundgren and Justin

Hayward (Moody Blues), began to use the deviceheir bwn records.

102 \elody Makey September 241977, p.45.

103 v/ariety, October 19 1977, p.217.

1041 Newton, The Worst Band in the World: The Definitive Biogmmf 10c¢ (London: Minerva
Press), 2000, p.191.

105 We were in this womb-like situationyncut March 1988,
(www.othermachines.org/blint/kev.shtml)



131

UMIST &

The University of Manchester Institute of Science and Technology @t
PO Box 88, Manchester M60 1QD
Telephone 061-236 3311

%

Department of Physics

Z/(/&mwo{ P /{;VWL /81
,/Zf’ﬂ"fk e '//Z/ W‘-/D‘U

It Tl 974

Figure 37: McCartney’s receipt for the loan of az&id®

Indeed, Musitronics were so sure of the Gizmo'sifeitsuccess, that they sold their
company to devote all their time to its productiorder the new name of Gizmo Inc.
However, transferring an idea, or even a prototypgp a fully-working,
commercially-available technological model provede the downfall of the Gizmo,
as Mike Beigel and Aaron Newman, the founders ositanics have since noted:

It was too difficult to make a good Gizmotron...yooutd make one if you diddled
with it long enough, but you couldn’'t make thempiroduction. It had these teeth
that plucked the strings, but that created problestts subharmonics. The thing had
a pitch of its own. We’d build them and ship thehen decide there was a problem,
recall them and ship them again. We had tons dadrerdf the product would have
really worked, we could have made a fortdiHe.

At the same time, alternative technologies wereragathing on the Gizmo’s

potential market and, one of these, the EBBwegan to thrive, magnifying the
problems and failure of the Gizmo. The EBow, ifigi@leveloped in the late 1960s
and commercially produced in the mid-1970s, diffefeom the Gizmo in that the

device was hand-held in place of the pick and wmeenergy field to vibrate the
strings rather than having them mechanically bowsdn the Gizmo’s case (see
Figure 38).

1% Courtesy Dr Martin Jones.

07 c. Gill, “The Stomping Ground: Musitronics, Mu-troand the Gizmotron”Vintage Guitar
Magazine 12:11 (1997), p.123.

198 \vww.ebow.com/ebow/brochure.htm
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Figure 38: The EBow in operatidtt

The EBow seemed to possess a number of advantagethe Gizmo; Firstly, it was
portable whereas the Gizmo had to be physicallyntezlionto the guitar, meaning
that it took some time to install and, once congléte instrument could not be used
for any other purpose. Secondly, the EBow did rentehto rely on the mechanical
bowing of the guitar strings and did not, therefoemcounter the problems of
breaking strings and worn wheels that the Gizmo irdo. Finally, whereas the
EBow was powered by battery, the Gizmo needed serread power source and this
meant that the player was tied to the location pbwer socket and had to have a
trailing power cable along with the other guitaads. However, the final straw for
the Gizmo technology was nothing to do with theligpgion of the technology itself
but came about when Newman suffered a massive &eack in February 1980 and,
with one of the main driving forces sidelined amuitlier technical problems being
discovered (“We discovered that if we made thenminduthe winter, they wouldn’t
work properly in hot weather...it was the charactassof the plastics, and none of
us were plastics engineers®}, Gizmo Inc. was closed down with only a couple of

199 \wwww.amptone.com/heetsoundplusebow.htm
HOwww.beitec.com/stomp.htm
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hundred of the devices ever actually produced. Gmemo, an idea born out of
Godley and Creme’s innovative minds and stubborat-glourself attitude, was
finally killed by external factors, some of thencheical and others not, over which

they had little or no control.

In contrast to Aramis’s long and stuttering journ&pdley and Creme’s simple idea
of a machine that could permanently bow the gwstang in order to create new
sounds moved relatively smoothly from the drawiogroal, through prototype, to full
(albeit small-scale and limited) production. And,yestory has labelled the Gizmo a
technological failure, overtaken by more robust petitors, superceded by superior
digital technology and promoted on a triple albimatt by 10cc’s previous standards,
was a failure, “spending one week at No.52 befaopping like a stone*!* and
uniting the critics in their disapproval; “Simplyp Consequencess a disaster: its
humor is labored, its musical content is dull ahd tmind-numbing length of the
album prove that neither Godley nor Creme knew wteequit.*? And yet, for
Latour, technology’s success was not necessardigdan its continuing existence or
commercial viability but in the hope that any teclugical failure might eventually
produce a positive outcome; “It would be good fdueating the public, for getting
people to understand, getting them to love techgieto..”'* For Godley and
Creme, the process of turning their idea into akingy reality was a journey that, in
spite of the problems along the way, was an expeeig¢hat they both enjoyed. For
each inventor, the success of the Gizmo was gralmdethe actual process of
developing and using the device. In Kevin Godledse, it was the physical process
of experimentation that he now remembers and eng#®gs'lt was a very physical
process but it was great fun. We were constantighimg the process, pushing
ourselves and the equipment further than it wagded to go.*** This was true for
Lol Creme too and he echoed Latour’s thoughts wiesharing the whole process to
be an enjoyable education; “I loved doing it so maad | learned so much, got so
much out of it...to me it's the doing of somethingtk the vibe, it's not necessarily

the result.?*®

1111 . Newton, The Worst Band in the World: The Definitive Biogmmf 10c¢ (London: Minerva
Press), 2000, p.190.

112 \\ww.livedaily.com/artists/discography/album/R%208%@20%2039062.html

138 Latour, Aramis or The Love of Technolgdizondon: Harvard University Press, 1996), p.298.
1141 Newton, The Worst Band in the World: The Definitive Biogmmf 10c¢ (London: Minerva
Press), 2000, p.86.

15 Uncut March 1988 (www.othermachines.org/blint/lol.shtml
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Conclusion

The technical development of Strawberry Studios tiNohas been equally
impressive. From the early 4 track days of Hotlelgis’ Neanderthal Man it has
progressed through its present day 24 track Wesaistlake-designed facility?

As well as the public perception of the importamégechnology in the recording
studio, the above quote, taken from Strawberry’sn opromotional brochure,
emphasises the status that studios themselvesattao technological development
when promoting their services to the outside wovlthilst few observers could fail
to be impressed by this application of technologythe recording studio, the
development of Strawberry Studios shows that, fer historian, the evolution of
equipment is just one factor amongst many thatcbasributed towards the changes
in the technology housed in the Studio. Whilst ewg technology might have
allowed Strawberry’s equipment to mutate and change the years, it was also a
combination of other factors, such as the requirgmef the owners, the demands of
the Studio’s customers and the prevailing trendsesmonomics of the music industry
generally, that influenced and shaped the Studitéshnical capability.
Consequently, human qualities, such as attitudegyeatation, understanding,
extravagance, caution, excitement and endeavouoniEcust as important to
technology’s story as the capture of soundwaves deévelopment of capacitors or
busses and the understanding of digital pulsesitidddlly, technology’s interaction
with its environment, its placement and the extenwhich it affected others using
that same space, were also key factors in the amgqupgrception of technology over
time. The development of the Gizmo in Strawberrg hso shown how recording
studios, as well as simply housing equipment, migjeicome technological
incubators too, places where technological notmmdd be born and develop from

simple idea and then either be discarded or beghysical reality.

This study of Strawberry has also shown how thdoheal investigation of

technology, often thought of as a detailed analg$iscience and scientific theory,
can often result in a more conventional searchtlier traces of technology. For
example, Strawberry’s mixing desks, advanced aaid-sif-the-art at the time, have
now been mainly broken up and either dispersedrgpbdgcally or destroyed. Some

equipment has ended up locally (“a lot of localdsts have been getting rid of their

118 strawberry Recording Studios North Publicity Broaky 1983 (Author’s Private Collection).
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old analogue equipment and they [Suite 16 StudkRaeghdale] have been buying it
up so you've got virtually the heart of Strawbeimyhere as well}*” whilst other
components have turned up further afield, (FiguéesBows two modules from

Strawberry’s red Helios desk that were purchasét0? in the United States).

Figure 39: Helios EQ/mic preamp modufs

Indeed, the development of the Audities Foundatibm Canada, a collection of
over 150 pieces of outdated electronic musical pgant (including recording
technology) which have been restored and housedworking studio, shows how
this process of technological dispersal might beerged. The original hope of the
Collections’ founder, David Kean, was that “thafadts could play a vital role in the
artistic and instrument-making communities in years come®?® and the
Foundation’s current mission statement is “the gmestion of electronic musical
instruments and associated documentation for usauseums, recording studios,
modern instrument research and new music/danceyfibrks.”?! Interestingly, in
2006, Kean managed to acquire Strawberry’s origeaaly 1970s Helios desk and,
with advice from Eric Stewart, set about restoliing

17 \www.webinfo.co.uk/crackedmachine/dumb.htm

118 Russ Elevado, email, August 8002.

19 \www.audities.org/audities/index.html

120N, Strauss, “The Pop Life: An Archive of Odditie¥he New York Time®ctober 1 1998,
http://query.nytimes.com/gst/fullpage.html?res=9B6D71638F932A35753C1A96E958260
2L \smww.audities.org/audities/index.html
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But where the technology itself has disappearedyéad, the historian can now only
find its traces in memories, or in the more tradiél paper-based archives such as
drawings or photograpH8®> For example, Figure 40 shows the photograph talen
Formula Sound of the console they built for Strasmjp&ecording Studios South in
1976, a desk that no longer physically exists, iUk remains as a result of the
recollections of those who used it or becauseisfghotographic evidence.

Figure 40: Strawberry Studios South D&k

And, finally, Latour has shown that the historiemlalysis of Strawberry Recording
Studios should not rest solely with the analysistofdio technology. His emphasis
on the inclusion of all the actors involved in stund) the history of technology

should also apply more generally to the Studio\gettgpment over the years. Human
actors (the people working and recording in thalisjuand inanimate objects (the
building, its location and design) need to be itigased as well so that their

interaction with each other, and with the technglamn also be studied.

122 Eor an analysis of the role played by photogradpttibe historian’s work, see R. SamuBheatres
of Memory Volume 1: Past and Present in Contempoulture (London: Verso, 1994), Part V —
Old Photographs.

123 Courtesy of Tony Cockell, Formula Sound Ltd.
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Chapter 5: The Human Element

Most sociologists have overlooked the mass-culotastries as work settings; they
have preferred to focus on the media content rati@r on its employees, or on the
art of popular entertainment rather than on thistartperformers and technicians
who shape it.

Having shown the importance of technology, the odiction of the
“soft...adventures of poor humarishto this investigation permits a contrast to the
“hard and cold® elements that many other studies of technologye lmreferred to
focus on. Whilst Latour exhorted humanists to redeg the machines around them
as “cultural objects worthy of their attention arespect” he also addressed the
need for those who study science to recognisentiperitance of taking into account
“the mass of human beings with all their passiomsl golitics and pitiful
calculations.® However, infusing the human factor into this stuityes not just
simply mean providing a list of those artists wieaarded in particular studios (as
favoured in many conventional narratives) but nalso relate the actual day-to-day
experiences of the artists and those others whé&eglan the studios too, such as the

producers, engineers and other personnel.

The importance of the human element in the studgdistry, noted by psychologist
Benjamin Schneider when he said that “organizatamsthe people in them...the
people make the placé,has been further reinforced by a broad spectrunhage
across the wider music industry, whether talkingputbstudios themselves or
referring to other parts of the sector. For instarstudio equipment designer Rupert
Neve was quoted as saying “a business is neveerbitan its peoplé”whilst
musician Gary Barlow recently noted that he waskeechange record labels after
many years as none of the people from the origioahpany were left (“It's the
people you deal with that make a label what it){slh the recording studio
environment, the importance of the personnel waphasised by a wide range of

professionals, from members of established bakdslie Rolling Stones (“in theory,

! R. FaulknerHollywood Studio Musicians: Their Work and Careiershe Recording Industry
(Chicago: Aldine Atherton, 1971), pp.3-4.

% B. Latour, “Acceptance’Science, Technology &Human Valu#8:3 (1993), p.387.

% B. Latour, “Acceptance’Science, Technology &Human Valu#8:3 (1993), p.387.

“ B. Latour,Aramis or The Love of Technolgdizondon: Harvard University Press, 1996), p.viii.
® B. Latour,Aramis or The Love of Technolgdizondon: Harvard University Press, 1996), p.viii.
® B. Schneider, “The People Make the Plag&sonnel Psychology0:3 (1987), p.450.

"R. Elen, “Thanks for 25 YearsStudio SoundApril (1984), p.97.

8 G. Barlow (with R. Havers)y Take (London: Bloomsbury, 2006), p.260.
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you can make a record anywhere as long as you'vethgo right guy to do it
with...”)? to respected producer George Martin:

It's people that make it work, not technology. dfuyget the right people, you'll be
OK. You can have the best gear in the world, buéssiyou've got a really good
person dealing with it - and dealing with the djeof course - it doesn't mean a
thing1°
This approach was confirmed by others as wellhendarly 1990s, one commentator
offering advice on how studios might be successtiéd that “expertise, rather than
equipment is what the modern commercial studio nseditin order to survive®
Those connected with Strawberry, too, emphasizedniportance of people within
the studio setting; when Eric Stewart worked vAtiba’s Agnetha in the mid-1980s
(at a European studio) he made particular referémabe ambience produced by
“everybody who works here, not just in the contomm; the people in the office, the
girls at the front desk. It's just a very good drappy tean™ whilst Peter Tattersall,
when looking back in the late 1990s at the Stodkgiidio’s successful era, declared

“Strawberry wasn't a building, it was the people dhe talent inside it*®

In 2003, Cogan and Clark, in their study of theajr&merican recording studios,
were happy to call such places “temples of sodfidfith inferences of reverence,
worship, inspiration and a reinforcement of the mwal® aura that, still today,
surrounds the activities of those within the reaaydstudio. However, although one
might expect the studio staff to talk of their lab@nd the artists to emphasise the
more creative nature of the studio, this chaptér highlight alternative narratives
that instead link the artists with the effort an@fg utilized in the construction of
their music and the studio staff with a seeminghggive acceptance of the work
involved. Such a linkage between art and indussrynot just restricted to the
production of music, though, and has also been seather creative areas. For

example, the Baltic Arts Centre, which opened i02h Gateshead (in a disused

°D. Loewenstein & P. Dodd\ccording to the Rolling Stongd.ondon: Phoenix, 2004), p.184.

1% \www.recordproduction.com/sir_george_martin.htm

1 A. di Perna, “Confab Explores Ways to Rise Abolen®”, Billboard, February 2%' 1992, p.61.
12 http://abbamikory.blogs.com/abbamikory/2005/10&tba_in_the .html

3 Headline Hustler7 (1997), p.16.

143, Cogan and W ClarKemples of Sound: Inside the Great Recording Ssu¢liondon: Chronicle
Books, 2003), p.11.

5P, Clarke, “A Magic Science’: Rock Music as a Reting Art”, Popular Musig 3 (1983), pp.195-
213.
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17 \where

flour mill),*® was, according to its Director, the creation of‘art factory
“studios as well as exhibition spac¥stvere created in order to ensure that the
audience might recognise the importance of “malkirtty"® as opposed to ‘creating’
it. However, in contrast to the painter or sculptdro usually preferred the solitude
and isolation offered by his or her studio for ¢neainspiration, this study will show
recording studios to be more akin to the film devesion studios, where the artists
combined and interacted with a support workforceoider to create the finished
product. Whereas such recognition of the work @f studio staff may not always
have reached the same levels of appreciation tlest swarded to the artists
themselves, some in the industry have specificathknowledged their support; In
1984, Doug Hopkins of Advision Studio said “I haakvays maintained that the
people who work in the studio — the staff — areualty more important than the

clients®®

and, today, attempts are being made in otherrigatestudies to recognise
these contributions and to archive the recollestiohthe support staff who worked

in recording studio&'

Traditionally, the historical studies of British duastrial life have tended to
concentrate on the more precise division of the druglement into such collective
headings as ‘employers’ or ‘employees’ and the ladnbetween them. Studies of
the Twentieth Century British motor car industrgy finstance, often analyse the
failures of ‘management’ to challenge the produttivof the ‘workers’ and the
power of the ‘unions’ but rarely venture down te ghop-floor level for the opinions
and thoughts of the workers themsel¥eanother example, and one that is closer to
the subject matter of this study, is Porter’s staflyhe Elstree film studios between
1945 and 196% which concentrates on matters in the boardrooterathan on
events at studio floor level. Often in these cas#eis, only strikes or disputes that
allow the feelings and thoughts of the workforcestoface and such instances do not

® The Independenguly 11" 2002, p.5.

7 A. Wulf, “Man About the Art House Architects’ Journal 216:5 (1-8 August 2002), p.17.

'8 http://news.bbc.co.uk/1/hi/england/2123179.stm

19 A, Wulf, “Man About the Art House Architects’ Journal 216:5 (1-8 August 2002), p.17.

2T, Leigh-Smith, “The View From the TopStudio SoundViay (1984), pp.44-5.

L «Kicking off EMI's new Oral History Project by fatssing on 75 years of Abbey Road staff, EMI's
Heritage Archivist is looking for ex-EMI employegsinterview”, APRS BulletinAutumn (2006),
p.1.

2 For example, T. Donnelly and D. Thoms, “Trade UisioVlanagement and the Search for
Production in the Coventry Motor Car Industry, 1938, Business History31:2 (1989), pp.98-113,
encapsulates the general arguments.

2. Porter, “All Change at Elstree: Warner BrosBRC and British Film Policy, 1945-1961",
Historical Journal of Film, Radio and Televisiohl: March (2001), pp.5-35.
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necessarily represent the typical experiencesaxfetlworking in the factories. This,
as Hedges and Beynon have pointed out in theiroginaphic study of British factory
life in the late 1970s, leads to a situation whbaeepublic know little about life in the
factories, “of the jobs that women and men do wtiikey work there, the conditions
and stresses they endure...the ambiguity and amboaliey feel towards the work
they perform.?* The recording studio, however, will be shown toédoundaries

that are much more blurred and fluid than the trawial British industries, with more
emphasis on teamwork and the role of ‘artist’” andrker’ overlapping on a number

of occasions.

Placing emphasis on the industry of the recordtndis, and, in particular, the more
in-depth analysis of the day-to-day activities lmbge located within the workplace,
ties the study in to a number of other historiqalesstigations. John Bodnar, for
instance, interviewed a number of the key propanéntthe American Studebaker
Corporation automobile plant and then constructedaaalysis of the worker-
management situation in the factory (as well agyesting a number of conclusions
about the pros and cons of relying on personal mies§> Additionally, the work
of Huw Beynon, from the late 1960s onwards, tookhsanalysis further and
emphasised the importance of placing the worketsolr factors into the context of
their lives as a whole by studying the “individsatotal experience?® In order to
achieve this, Beynon entered the workplace in oralénteract and immerse himself
in the workers’ world, to gauge their reactionspé® and fears, and to highlight the
“fluency of people’s lives? The main factors that he noted as being of interes
included worker expectations, friendships, sup@wis grievances, management,
relationship with technology and overall job satetion. In his study of the Ford
factory at Halewood, Beynon came to the conclusiat the workers were not as
interested in the class struggle that took dispategsof the factory gates than in the
daily experiences and the day-to-day struggles taegd in order to ensure a certain
quality of life for them and their families. As omeorker told Beynon, “I just can’t
afford to think about things like that. If we thdugabout that we'd go crazy®This

4 N. Hedges and H. BeynoBprn To Work: Images of Factory Ljfé.ondon: Pluto Press, 1982),
p.8.

#J. Bodnar, “Power and Memory in Oral History: Werk and Managers at Studebakddyrnal of
American History 75: March (1989), pp.1201-1221.

%6 H. Beynon and R. Blackbur®erceptions of Work: Variations Within a Factp(€ambridge:
Cambridge University Press, 1972), p.4.

2 H. BeynonWorking for Ford (London: EP Publishing, 1978), p.14.

%8 H. BeynonWorking for Ford (London: EP Publishing, 1978), p.319.
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approach, emphasising the human experience iretteeding studio, echoes the rise
of Alltagsgeschichtéor the history of everyday life) that evolved\West Germany

in the 1970s in which stress was placed on thetdhical analysis...of those who
have remained largely anonymous in history — themeless’ multitudes in their
workaday trials and tribulation$® However, whilst care has been taken to ensure
that the concentration on what might be termed tma®’ during the current
research has not ignored “the wider context in Wwhilske described events and
experiences were taking plac®’it has allowed for the human characteristics to be

emphasized and mapped onto the human presence riedbrding studio.

However, the emphasis of ‘industry’ over ‘creafyitin this study (with a
concentration on workplace relationships, develgpoies, day-to-day activities and
the mapping of human characteristics onto the stagperience) should not be seen
as a denial of the importance of the artists othefr art. More often than not, the
production of music has relied on the skill andatikaty of those performing or
producing it and the recording studio has been raegral part of this creative
process. What is clear though is that the intensigularity and yet also exhilarating
nature of the recording studio, possibly uniquéhigworld of artistic creation, could
have a profound affect all those working in it. Ganéist, Sting, referred to the studio
as a “bohemian jumbl&® whilst another, Midge Ure (of Ultravox), remembéhnat
the decision to seclude themselves in a Germarnostodthree months to write and
record an album had a profound affect on their mu8Ve ended up with a good but
incredibly dark album...Not surprising really. Imagithe state of our heads, having

lived for three months in the German countrysitfe.”

Thelndustrious Human

By the time it was fully established in the mid 087 Strawberry Recording Studios
had already forged a strong connection with thdustry’ of music production and
this would be further reinforced by the close tielaghip the Studio had with Factory
Records in the 1980s (and which will be investigaia the next chapter).
Strawberry’s earliest development, in the late ¥)6@as based on the almost

# A. Lutdke, The History of Everyday Life: Reconstructing Higtal Experiences and Way of Life
(Translated by W. Templer), (Princeton: Princetaniversity Press, 1995), p.4.

%00. Bartov, “Time Present and Time Past: The Hikéstreit and German Reunificatioew
German Critique 55: Winter (1992), p.185.

3 Sting,Broken Music: A MemojLondon: Pocket Books, 2004), p.293.

32 M. Ure,If | Was.., (London: Virgin Books, 2004), p.115.
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production-line techniques of the founders’ workhMKasenetz-Katz (see page 35)
in which Graham Gouldman would sit in an officeNew York writing songs from
9am to 5pm and the resident musicians in Strawheowyld then “churn out...like a
machine® numerous records which were ultimately releasedeura variety of
pseudonyms. Indeed, when these house-musiciansnbet@cc in the early 1970s
there will still those who accused the band of piadg records that were “jigsawed
together with the emotionless precision of a Forotdvs’ construction line* and
Gouldman himself, looking back in 2007, describlee process as “almost like an
American corporate thing: What dysbu do for 10cc today? Every day you must do
something.?® This emphasis of ‘industry’ over ‘creativity’ irhé recording studio
can also be seen in the recollections of a numbether artists and staff from across
the period being studied and has produced two a@pgpazarratives based on the

notion of work in the studio.

Speed

The first of these narratives relates to the spmedlintensity of work, particularly
from the point of view of the artist. In the 196@sr, instance, the musicians’ work
had to be completed as quickly as possible withmihemum of fuss and, as a result,
recording sessions were often tense affairs. Fioenproducers’ point of view,
pressure was placed by the record companies todrélce songs in as short a space
of time as possible, as seen in this comment freterFSullivan who was responsible
for producing Tom Jones in the 1960s; “We’d wordnfrtwo to six in the afternoon
and seven to ten in the evening, with thirty misuteertime. If | started running
over, I'd get hit up by the labef® In turn, this pressure transmitted itself to the
artists and, as Eric Stewart noted when looking kachis Mindbenders days, this
meant that there was little room for anything ottiian straightforward run-throughs
of their material; “The Mindbenders usually had&@slto record their aloums in the
London studios but the songs were all well rehehesel we didn't experiment much
in the studios then so it was possible to do i2idays.?’ Sessions were strictly
timed and the studios closed late in the eveninggl as offices and other places of
work would do) and late night recording was raretishs were, in effect, simply

% . Newton,The Worst Band in the World: The Definitive Biogmf 10c¢ (London: Minerva
Press, 2000), p.41.

* «Stunning 10cc — Daredevils of Rockelody Makey January 101976, p.23.

% p. du Noyer, “Life Is A MinestroneThe Word 49: March (2007), p.69.

% R. Eggar;Tom Jones: The Biographf.ondon: Headline, 2000), p.99.

37 www.ericstewart.uk.com/questions1.htm
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recreating their performances directly onto recand the art was contained in this
rather than in any creative use of the technologyanipulate or alter the sounds.

Interestingly, the same work-ethic surfaced agairthie late 1970s when a new
younger breed of artist arrived on the scene whdHat the studio practices that had
developed had been stifling creativity and impedsppntaneity. For sociologist
Simon Frith, this emerging punk movement was maibased on the conflict
between “the ‘raw’ (lyrics constructed around siepyllables, a three-chord lack of
technique, a ‘primitive’ beat, spontaneous perfarogg versus the ‘cooked’ (rock
poetry, virtuosity, technical complexity, big stadproduction)®® and specifically
the artists’ desire to return to the immediate geptof raw sound that had been
evident in the 1960s. They thought that the coottrn of songs and layering of
music was the opposite of how music should be aada result, they altered their
approach to studio work. One such punk band, Reteérthe Test Tube Babies, have
vivid memories of the recording process for thed83 albumThe Loud Blaring
Punk Rock LP and, as well as the references to drink and drpgsicularly
emphasise the speed with which not just the muag recorded but with which the

whole process was completed:

We started rehearsing at ten in the morning anfblyin the afternoon we'd bashed
out 18 songs, we then had a few hours break ipube At about 6PM we moved all

the gear up the corridor from the rehearsal stuttidbe recording studio and from
6PM till Midnight we recorded the whole album! Dagithis time a hell of a lot of

speed and booze was consumed as you can imagiagbdirhad flu or something

and left around 9PM so Del played bass on a Iatooigs, Walnut also done some
guitaring and the backing vocals were done by e, myself, Walnut and a

friend of ours Guy. After a bit of a break, Me, Cld the engineer started mixing
the album at about 2AM. We finished about 6AM andttwas it, a whole 18 track

album written, rehearsed, recorded and mixed mtlesn 24 hours’

Extending Time

The arrival of the multitracking technology in thate 1960s and early 1970s
onwards, though, changed the way in which the fanat aspect of the work was
perceived by those in the studio and this has medla second narrative of studio
work that is the opposite of the first. Many muaig of this era now began to talk

about using the extra tracks available to themdob layers of sound with individual

'S, Frith,Sound Effects: Youth, Leisure and the PoliticsafkRn’ Roll, (London: Constable, 1987),
pp.158-9.

** Hairy Pie Records HP1, 1985.

4% www.testtubebabies.co.uk/discography/discograplntf
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instruments recorded separately and then fusedhtegen the final mixing stage.
Midge Ure’s analysis of the work in the studio wtils producer in the 1980s, for
example, provides an interesting contrast to thpeageh taken by Peter and the Test
Tube Babies shown above. For Ure, the whole prosassmuch more complex and
elaborate with songs now being constructed ratien performed; “It was really
interesting to see how Phil worked, using double tiple-tracking, doing vocals in
higher octaves to fill out the sound. In realitye tsong was like making aural
wallpaper.** This change in how music was recorded meant thistsawere now
looking for a more flexible time framework so ththey might feel less inhibited
during the recording process. Keith Richards, & Rolling Stones, favoured the
more relaxed approach of the increasing numbenagpendent studios for just this
reason as his main memory of the record compardicstuwas of “guys in brown
coats walking around with stopwatchééGradually, the time limits on sessions that
had been prevalent in the 1960s were being erod@chight-time recording became
more commonplaceArtists could now expand their music and spend niore
filling gaps with extra instruments and vocals aasl a result, the finished product
that had taken hours or, at most, a couple of day®cord previously, was now
extending to weeks and months. This length of fom&g spent in the studio almost
became a matter of pride and became associatedheitartists’ search for musical
perfection. The Beatles had been one of the fiestdb to signify this change in
approach and they went from recording their fitbum in a single day to spending
four months makinggt. Pepper’s Lonely Hearts Club B&hih 1967** 10cc, when
recording their fourth albunHow Dare Yoff in Strawberry took 10 weeks to finish
(“a lot longer than most of the band’s contempesi)® whilst “a Californian group
called Love once had to record a song over 60 tibexsause the drummer was
unable to keep pace with the frantic rhythm of tlnenber for its full two and a half

minutes.*’

This move away from time-restricted sessions towandre relaxed recording hours

was particularly evident in the independent stuskotor as seen in the approach

“LM. Ure,If | Was.., (London: Virgin Books, 2004), p.32.

“2D. Loewenstein & P. Dodd\ccording to the Rolling Stongd.ondon: Phoenix, 2004), p.69.
3 The BeatlesSgt. Pepper’s Lonely Hearts Club Bari®67 Parlophone (PMC7027).

4 p. Martland Since Records Began: EMI, The First 100 Yeféirsndon: Batsford, 1997), p.321.
“510cc,How Dare You1976 Phonogram (9102 501).

“6 L. Newton,The Worst Band in the World: The Definitive Biogmgmf 10c¢ (London: Minerva
Press, 2000), p.135.

4" M. Cable,The Pop Industry Inside QuiLondon: W H Allen + Co., 1977), p.76.
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taken by Strawberry. As Eric Stewart noted in 191k of the fundamental criteria
behind the Studio was to contrast the approachdikedmncountered in the 1960s
London studios and to emphasise the importanckerétbeing “no bad atmosphere,
no clocks and no clock watchet&"a point he reinforced in the late 1980s when he
noted “there wasn’t a clock in Strawberry studithengs like that we laid down at
the start.*® This intentional omission of a small item suchaaslock provided a
contrast between Strawberry and other similar corsce~or instance, the famous
American Motown studio had more in common with Aro&ls manufacturing sector
(“We punched a clock, literally punched a cloclkgenb’clock in the morning. Berry
Gordy had worked at Ford, so he ran Motown likeaatdry”)>° Strawberry’s
approach was certainly noticed by others and conedeon in the music press, as

seen from this quote in a 1973 article on 10cc:

When they built the Strawberry Studio in Manchedtieey left out one item which
every other such establishment would consider éssea clock. Life’s like that
outside London. In a metropolitan studio, clockettig is the major pastime. If
you're booked in at Strawberry and you want to gerdhe time you've booked, no-
one complains'

This relaxation of time-control allowed the artigtere time to explore their creative
potential and, as a result, the memories of thmie in the studio appear to be much
more positive. 10cc’s Eric Stewart, selecting taeadis musical milestones in 1995,
remembers the recording of 1978&eet Musf album as a particularly fond time

and this contrasts with the negative images heggt of the 1960s studio sessions:

We had our own studio which was booked out 24 hauday — we were using 12
hours and Paul McCartney was using the other 12, lsouhe’d go in through the
night and we’'d come in in the morning....we were jostrowing each other's gear
and playing each other what we’d just done in tlelis. They'd say ‘Come and
listen to what we did last night’, we’d say ‘Ohatls not bad but listen to this¥

One of the interesting by-products of this extené studios’ operating hours was
the emergence of the late-night session when, ghyienone of the major artists
wanted to work in the studio. The term ‘dead tiore'down time’, in other words

when there was no one else using the studio, pedvide opportunity for a number

“8 Eric Stewart, BBC Transcription Disc, 1974.

9T, Hicks, “Mindbending Eric StewartGuitarist, February 1989, p.44.

%0 3. Smith,Off The Record: An Oral History of Popular Musftondon: Pan Books, 1989), p.169.
51 R. Williams, “C.C. Riders"Melody Makey April 14" 1973, p.34.

°2 UK Records, 1974, UKAL1007.

%3 3. Molineaux, “Ten Out Of TenKeyboard Reviewdune (1995), p.40.
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of up and coming artists to record songs, eitheaply or, in some cases, at no cost
at all. A number of examples of this were seentev®erry; Chief engineer David
Rohl, for example, orchestrated his Mandalabandeptan the mid-1970s and
“recorded the album at Strawberry in periods of dmve (usually late at night)*
over a period of two years. In later years, produdartin Hannett managed to
arrange special rates for bands to use the stndii-peak hours, as seen in his work
with the Stone Roses in 1985 when the band “weténgestudio time on the
drip...Hannett having plenty of down-time from hisveeending sessions in the
studio.”® The Charlatans’ debut singledian Rop&° primarily owed its existence to
a combination of the practice slot given to traieegineer Julie McLarndhand the
“graveyard slot...between midnight on Sunday anth &n Monday morning®
offered to the band by Strawberry’s engineer CNi@gle. This extension of hours
also affected the staff too and the studio was deweloping into a dual world where
some of the staff would work what might be termedrmal’ daytime hours whilst
others might start in the afternoons and work tgthothe night or even remain at the
studio for twenty-four hours. Engineer Richard $ctdr example, developed his
role so that he primarily worked on the Studio’tevesion and advertising jobs
during the da3’ whilst Julie McLarnon remembers that the sessfonshe BBC
started at 9 o'clock precisely and would alwayober by lunchtimé&® These time-
controlled sessions though contrasted with whah&it Scott referred to as the
“indeterminate® ones in which the finish time might depend on aists’ whim.
U2’s Bono, for example, admitted this in his aut@saphy when he noted, “There’s
a phrase after midnight that puts the fear of Gud producers and engineers. It's
when he says ‘I have a little idea I'd like to tfyaughs] because that might mean
that they’re up through six A.M??

Support Staff
Interestingly, this reference to the possibility ettended working hours for the

support staff, allied with the poor working condits within a recording studio,

> www.dprp.net/reviews/200414.html

> R. Robb;The Stone Roses and the Resurrection of British opdon; Ebury Press, 1997), p.67.
* Dead Dead Good / Beggars Banquet, 1990, GOOD ONE.

57 Julie McLarnon, November f2007.

%8 D. Wills and T. Sheehaithe Charlatans; The Authorised Biograpkiyondon: Virgin Books,
1999), p.28.

% Richard Scott, January'2007.

% julie McLarnon, November f2007.

®1 Richard Scott, January'2007.

%2 M. AssayasBono on Bonp(London: Hodder & Stoughton, 2005), p.159.
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might suggest the potential for unrest or dissatisbn amongst the workers but
there appears to be very little evidence of thiS@aawberry. The recollections of
Julie McLarnon, who started at the Studio in the [E980s on a student placement
from the Sound Technology course at Salford Colleig€echnology and stayed at
Strawberry for just under two years, show why thgyht be. To begin with,
McLarnon confirms that those aiming for a careerdoording studios did so with
the knowledge that the hours would be long angthelow®® “There were no prizes
for going home at 5 o’clock. You knew you werendingg to be kept if you had that

attitude...it wasn’t unusual that the pay was b¥d.”

And vyet, in spite of this, the evidence shows ttleise wanting to work in a
recording studio ignored the seemingly exploitativeture of such employment
conditions and, as McLarnon notes, there washsiije competition to land a job or
placement at Strawberry: “a work placement at Steavy was a prize catch for
anyone on that course...if you were looking for adgtyStrawberry would be the

first place you would run with your C\P®

Indeed, McLarnon, after volunteering to work at 8tadio over the summer, left the
college course part-way through in order to renvaimking at Strawberry full-time.
Others who followed the same training path inclidey Spath and Richard Scott
who both started off at the Stockport studio in3.8@nd 1976 respectively when they
did their one-year industrial placements as partthed University of Surrey’s
Tonmeiste¥ Music and Sound Recording degree course. Spathiteally went on
to manage Strawberry Studios South whilst Scottingafound a niche at the Studio
with his technical knowledge, stayed at Strawb&toyth for nearly eighteen years.

For Scott, the year’s placement involved being:

the general dogsbody, spending far too long formath money....working twelve
hours a day, seven days a week, helping on sesamhsnaking cups of tea and
going getting the sandwiches and things. The tgbhlof my first day was going
with Pete to the cash-and-carry and buying thityroll$’

® McLarnon estimates that she was earning £60 pek wen she left in 1990 (Email, November
28" 2001).

64 Julie McLarnon, November f2007.

% Julie McLarnon, November f2007.

% http://tonmeister.org.uk/

®" Richard Scott, January 9th 2007.
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This idea of serving an apprenticeship, of workarge’s way up from the bottom,
has been a constant theme in the testimony of theisg studios and reinforces the
link between studio life and the wider industriakse. A number of engineers, and
indeed top producers, started their careers bynteduing to help out in whatever
capacity they could, following “...the time-honourdditional progression from tea
boy to assistant recording engineer to fully fletigmgineer® In the early 1970s,
George Martin advised potential engineers thaté“trest training is where...you
would pick up a basic knowledge of the equipment would be using in the studio,
enabling you to operate and maintain it. You shdb&h get into a recording studio

by taking any job offered, however menial at thetst®

In the 1980s, though, things began to change after of the industry’s leading
magazines scathingly noted that “the British reoaydndustry is resistant to trained
entrants and training at a time when this mighexectly what the industry need®.”
These words of warning appear to have been heedédaanumber of training
courses specifically aimed at those wanting to haeb in the recording studio
began to emerge, backed by the industry. Collegeg offered courses for the
budding producer or engineer as the notion of ‘wakin the studio transformed
into one of having a ‘profession’ in the industihings were not necessarily perfect
though and, in 1990, John Hudson (the owner of lsiay8tudios) suggested that the
training on offer needed to prepare students mahe fior the realities of studio life
and he urged colleges to “talk to a few experiensegineers and studio owners”

before setting up any such courses.

As well as gaining entry to studios via collegecpiments, a number of other people
also offered to do voluntary work in recording sasdin order to gain a foothold in
the industry. At Strawberry South in Dorking, onuels person who undertook work-
experience, this time in the 1980s, was John Caléo went on to become a
Managing Director of a music production companys hiemories of this short time

at Strawberry include “making tea, sarnies and drsimg microphones from their

% R. Denyer, “Producer Series — Mike Hedgé&tiydio SoundDecember (1983), p.34.
% C. Hayes, “So You Want to be an EngineeM&lody Makey January 2% 1972, p.28.
0 «Editorial”, Studio SoundJune (1983), p.3.

1 “Comment”,Studiqg November (1990), p.28.
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stands. | also helped Steve calibrate the Stugerrn@achines. To be honest, | had no
idea what | was doing, so | probably screwed thimg$oads!"’?

What these experiences do show is that those pesppdoyed in the recording
studio did not just tolerate the kind of workingnddions that others might fight
against but actually competed against each otherder to accept them. One of the
main reasons for this appears to be that many Bawetording studio as a gateway
to success and glamour and, in spite of the irot@rous work, saw it as the place to
unlock any creative ambitions, as noted by McLarrfano herself went on to
become a recording artist under the name of BriGgetm)’® “The whole building
was kind of alive with stuff happening and it whs place to be.Y.ou'd be mad to
(go elsewhere) really as you were doing hit recatdStrawberry which is what you

want to do.**

Such a brush with fame might even apply to theistadiministration staff too as
shown by two stories relating to Strawberry’s seares; in 1970, as Eric Stewart
remembers, they were faced with the dilemma whemting to releas&leanderthal

Man as a single:

We had no name for the group of course but we heeteetary at the studio called
Kathy Gillbourne, who had very, very nice legs asfie used to wear these
incredible hot pants. Green leather hot pants. Soalled the group Hotleds!

In 1975, the secretary’s involvement in the reaagdpirocess went one stage further
when the band were constructifigm Not In Loveand needed someone to speak a
few words in the middle part of the song:

Just at that point the door to the control roomnegeand our secretary Kathy
[Redfern] looked in and whispered ‘Eric, sorry tother you. There’s a telephone
call for you.” Lol jumped up and said ‘That’s theiee, her voice is perfect.” We got
Kathy in the studio just to whisper those words Hrege it was, slotted in just before
the guitar solo....she didn't want to go in the stydive had to drag her in....and
there it is, on the record....and she got a goldroefar it too!®

72 John Calvert (email), $0DAugust 2003.

3 \www.analoguecat.com/index.php?page=artists&abistl

7 Julie McLarnon, November f2007.

5 L. Newton,The Worst Band in the World: The Definitive Biogmf 10c¢ (London: Minerva
Press, 2000), p.44.

® R. Buskin, “Classic Tracks: I'm Not In LoveSound on Soun@005: June,
www.soundonsound.com/sos/jun05/articles/classiksfitm
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Another area that separates the recording studikevdrom others is the fact that
the boundaries between the artists and staff wiéea blurred, as particularly seen in
Strawberry’s example, and therefore could affeet dpproach to the work being
undertaken. As well as having a financial stakéhanbusiness and helping to build
and run the Studio, Strawberry’s original ownergevalso either artists (as in the
case of Eric Stewart, Graham Gouldman, Kevin Godleg Lol Creme) or worked
as the Studio’s engineers for other bands (as enctse of Peter Tattersall and
Stewart). Other staff, too, took on wider respoititigs and, for example, Richard
Scott went from being trainee-engineer to beconaimyector of the business within
the space of seven years. In studios generaligtsakere also beginning to assume
more control over the production side of their warkd Edward Kealy, in his late
1970s overview of studio staff, noted the emergerice new “hybrid type of studio
collaborator — an artist-mixef.” This was reflected, for example, by the movement
of both Stewart and Gouldman away from concenigatin their work with 10cc to
the production of other artists in the Strawbesting.®

One final area of note in the link between the réitg studio and industrial life is
the representation of wom@ramongst the staff. On the whole, it would appkat t
Sara Cohen’s statement about the wider music induttat “there tends to be a
general assumption that rock music is male culoamprising male activities and
styles (whilst) women tend to be associated witinarginal, decorative or less
creative role®® would also apply to the studio industry too. Thevisimber 1990
issue ofStudiomagazine carried a four-page feature on womendording studio®
and declared the industry to be “the last bastfanale chauvinism...(with) the odds
certainly stacked against women succeeding in angbeccepted to high
positions.® Using Strawberry to investigate this theory, oféhe earliest pieces of
press coverage from 1967 (Figure 1 on page 33) tnighm to indicate that the

Studio was set to be different in that it was adtiyoromoting women as recording

"TE. Kealy, “From Craft to Art: The Case of Soundxilis and Popular Music3ociology of Work
and Occupationss: February (1979), p.20.

"8 Eric Stewart produced Sad Caf€acadesalbum (RCA PL 25249) in 1979 whilst Graham
Gouldman produced the RaomonB&asantDreams album (Sire srk 3571) in 1981.

" G. GaarShe’s A Rebel: The History of Women in Rock & RNkw York: Seal Press, 2002)
provides a good overview of women'’s participatioritie pop industry.

80's. Cohen, “Men Making a Scene: Rock Music andPrwluction of Gender” in S. Whiteley (Ed),
Sexing the Groove: Popular Music and Gendkondon: Routledge, 1997), p.17.

81.C. Moss, “All Men Are Equal — But What About thedwien?” Studiq November (1990), pp.10-
13.

82 C. Moss, “All Men Are Equal — But What About thedwien?”,Studiq November (1990), p.10.
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engineers. Closer analysis of the text, howevesywsha more condescending tone
and the suggestion that the female trainee wollldnsed the support and helping
hand of her male supervisor. In the following ye&tsawberry followed the norm in
that the main female presence in the Studio wasutlir the roles of secretary or
receptionist and it wasn’t until the 1980s thatgdesuch as Caroline Elleray took on
more senior administrative roles or Julie McLarnmegan work as an engineer.
Interestingly, many of the quotes in tBaudioarticle, where suggestions such as “a
woman has to be 10 times better than a nfafdon’t have relationships with the
band®* and “you really can't afford to make a mistakelere echoed by McLarnon

as she looked back at her role in the ‘macho’ Steavy world:

You must never be a floozy, you must never sledhp wiclient, you must just be an
absolute ice queen...you have to be bloody good @t jp» and you have to be the
last out — first in and last out. You have to gikem no room to complaif’

Indeed, McLarnon’s desire to prove herself meaat shhe waited until she was over
the age of thirty before having children as shewkrieat it would have proved a
barrier to her career progression; “It would haeerbthe finish of me if I'd taken

maternity leave any earlief”

Human Characteristicsin the Studio

Having shown recording studios to be as much alodastry as art, where a
combination of workers both laboured and createdntlisical product, the evidence
of those in the industry has also emphasised ti@t tvere places where human
beings (both artists and staff) socialised, interd@nd portrayed a number of other
Beynon-highlighted human characteristics such asdwon, recreation and humour.
In short, recording studios, much as other worlgdaavere communities in their
own right with all the facets associated with hunramolvement. At Strawberry, this
was recognised in the 1980s when support staff weeeifically employed to chat
with the clients, make tea, play pool and generatigke the clients feel at eas®.”
These everyday human attributes affected the sistl workers in the studio and

played a major part in their perception of theirkweg environment.

8 C. Moss, “All Men Are Equal — But What About thediten?”,Studiq November (1990), p.10.
8 C. Moss, “All Men Are Equal — But What About thediten?”,Studiq November (1990), p.10.
8 C. Moss, “All Men Are Equal — But What About thedien?”,Studiq November (1990), p.12.
¢ Jjulie McLarnon, November f2007.

8 Julie McLarnon, November £2007.

8 Julie McLarnon, email, 28November 2001.



152

Initiative and Innovation

In an environment filled with the technology camaldf producing a variety of
sounds, it is interesting to note that the finishaasical product could often rely on
the practical innovation of the human element ie thcording studio rather than
necessarily the technical wizardry that was avé&labBor instance, in the early days
of Strawberry, Peter Tattersall particularly remensbthe Syd Lawrence Orchestra
coming to the Studio and the need for some quitkihg and initiative when faced

by the large numbers in the band:

| wasn’t used to so many musicians! | sat them danahthen spent ages moving the
microphones in and out to try and get the entiredban the final mix. Funnily
enough, the record we produced then started aaleirivthe big-band sound so |
must have done something ridfit!

Ten years afterwards and the technologically stighied recording sessions for
Godley and Creme’€onsequencegsee previous Chapter) were also punctuated
with more practical episodes (such as the shakingles of magazines in order to
simulate the sound of flocks of birds, as showifrigure 41) and Tattersall's main
memory of that album being recorded at Strawbeayg @wne particular evening when
the only technology used was a portable tape recoathd the recording itself

actually took place outside of the Studio:

The thing that sticks out in my mind on Consequensall the firework sequences.
We went out and got all these display fireworkarfrhbiverpool, loaded them into
the boot of the car....no instructions really on hovset them off. We recorded it on
November 4 at a local park and it was dark by 8 o'clock....wepped down onto
the football pitches and set off the first thingigthwas a maroon buried in the
ground. We didn’t know what it would do....there wabig flash in the ground and
a spurt of fire going up and we thought ‘is thatitatioes’ and suddenly it exploded
in the air with the biggest bang I've ever heara ®ived back in the cars and lights
were coming in houses and dogs barking....it waseqart hilarious hour or so
setting them off and we were trying to record theith all hell let loos€?

8 peter Tattersall, March 2a.984.
% peter Tattersall, June '26984.
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Figure 41: Godley + Creme use their initiative tohéeve the sound of a flock of bitts

Boredom and Recreation

For a seemingly exciting environment, bathed inmglar, the notion of boredom is
not one that is necessarily associated by the @ubith the recording studio.
Boredom often presents itself either through trek laf activity or the repetitive
nature of certain tasks, something that was notlilseapparent in the 1960s
recording sessions when studio equipment was nmeaeed to the immediate capture
of a performance rather than the construction afjsoHowever, within this process
artists were often asked to repeat the same samegsand over again so that mistakes
could be rectified and the best performance pidkegublic releasé€? This notion
of repetition also survived the transition to tma ef multitracking and many artists
complained about the monotonous nature of the waskseen in Gary Barlow’s
memories of one Take That session; “It ended ulpadly marathon — nine hours in

all — with take after take..®

The development of multitracking, though, led te gossibility of a different type of
boredom, one borne out of the lack of things to Adists no longer produced
performances for capture on tape but recorded ioha@ parts of the whole so that
they could be pieced together in the final mixiAg.the number of tracks available

°1 Booklet accompanyinGonsequenceCONS 017), p.16.

2 The BeatlesAnthology 1 CD1995, (Apple 724383444526) for example containsmber of
different takes of the same tracks, with, for instg takes 1, 2 4 and 5Bight Days A Week

% G. Barlow (with R. Havers)\ly Take (London: Bloomsbury, 2006), p.127.
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grew, so the complexity of the recording increaaed more and more vocal and
instrumental parts were added to the final prodidtat this meant for the artist in

the studio, particularly when in a band or groupswva certain amount of time spent
waiting for others to perform their contributiorfsor instance, one music journalist
tells of an incident when he visited U2 in Air Singl(London):

The mood was very tense....A couple of days beforareay of about forty of the

best classical musicians in Britain had to be dised from the recording. Why?
Well, said Bono, it was a typical U2 situation: Hlorchestra looked bored. The
band could feel it: they were bored too. Conclusifimish the songs before you
bring a fucking orchestra in to play them.” He adidbat Chris Thomas had
concluded the day by saying that it had been thstil his whole career.?’.

Another artist, Boy George, also noted the stréibeing in the studio and offered a
potential antidote to the problem when he said dted the studio straight away;

everything took too long. | went shopping when 1 gored.®*

Having already noted an enthusiasm for their chasmupation, boredom rarely
seems to have been a problem for those working thehartists. At times, though,
engineers did occasionally express dissatisfaatitin some of the tasks they were
given. One commentator offering advice to novicesitians in the 1970s, noting the
repetitive nature of the continual listening toan@, asked the artists to “spare a
thought for the engineer who may have to listeit ttozens of times over during the
course of recording, playback and mixdown — he may even like it the first

time.nQG

In an effort to minimise boredom levels, variouteripts were made by studios to
introduce recreational activities for artists affdneeded) staff. This echoed those
efforts made by, for example, managers at some Utidnaobile factories in the

1950s and 1960s when they began to realise thakewdyoredom, caused by
increasing automation, was reducing productiVitfhe introduction of recreational

items such as televisions, video recorders, dartispginball machines and pool
tables in the 1970s, superceded by computer amnti@ic games in the 1980s and

% M. AssayasBono on Bonp (London: Hodder & Stoughton, 2005), p.143.

% 3. Bright,Take It Like A Man: The Autobiography of Boy Geofgendon: Sidgwick & Jackson,
1995), p.171.

% D. Blake, “Getting the Best CutsVlelody Makey August &' 1974, p.39.

P, Thompson, “Playing at Being Skilled Men: FagtGulture and Pride in Work Skills Among
Coventry Car Workers'Social History 13:1 (1988), pp.45-69.
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1990s, were seemingly welcomed by those in theisdudlthough they did not
necessarily hold interest for too long (Figure 4®ws how Strawberry promoted

one aspect of leisure in their advertising brocjjure

Figure 42: Promotional shot of 1970s leisure fai@h at Strawberry Studids

The use of Strawberry’s pool table, and the abdityartists to be creative with their
recreational moments in the recording studio, wgklighted by a visit to the Studio

of the winner of a contest to meet Barclay Jamavés$ain Strawberry in 1978:

Woolly and | played a game of "pooker", which israss between pool and snooker
that the band have invented. Not being used toghise, and also out of practice,
Woolly beat me three games to nil. Tracey was nalko Jill about the club at this

time. It seemed to be time for a general break,essand Mel came downstairs to

play backgammon at I0p a shot, and Dave challendgmlly to a game of

‘pooker’

Indeed, many artists actually recall studios bytipe of recreational equipment that
was supplied and might often judge a studio’s bilitg by such equipment, as seen
by Eden Studios’ desire to promote their own suatilifies in an article on the

studio; “The lounge area which has been doublesizia this year contains television

and video (120 cassettes), and a video games neatfiin

A more common way of relieving boredom in the stydispecially for the artists,

was through the use of recreational drugs, inclydobacco and alcohol. Some of

% Strawberry Recording Studios Promotional Broch{énaethor’s Private Collection)
% Friends of Barclay James Harvest NewsletferJuly (1978),
http://www.bjharvest.co.uk/fobjh-6.htm

10p | ewis, “Eden:The Birth of a Studio3tudio SoundSeptember (1983), p.54.
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the more sophisticated or residential studios wtalde a working bar as part of the
complex and others were, more often than not, teitlialose to a pub. Strawberry
was one such studio, with the Waterloo public hosisg¢ated just across the road
from the studio (see Figure 43) providing a secbache for many of Strawberry’s
visitors, as noted by one journalist in 1975 (“Trheeting was adjourned to a fine
hostelry offering a choice of Robinson’s most elarelales.”}** Indeed, some bands
used the pub as a place to rehearse in prior fgubie Studit’® or to relax by

drinking “copious amounts of ale...with the genialdéord at the helm giving us a
good laugh.*®® Interestingly, Strawberry Studios South (in Dogjinvas also close

to a pub “called the Cricketers Arms, where thallard would regale us with stories
of visits by the infamous Oliver Reed challengirige tinmates to drunken arm

wrestling."*

<
IO -

Figure 43: The Waterloo Pub as seen from the stegide Strawberr}f®

Tobacco was, not unexpectedly, widely used in thelis and this led to Eric
Stewart’s desire for an in-built ashtray in Strawps purpose-built mixing desk

101 E Ogden, “Strawberry'Studio SoundMay (1975), p.46.

192 Gjles Bodoano (of the Stockport band The Outrijemail, 2 December 2003.
935 Irving, email, 18 May 2005.

194D Irving, email, 2% May 2005.

15 Author’s Private Collection.
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(see page 109). Even in the 1990s, recording Sudere seen as “the last bastions
of unrestricted smoking at work® and, as a result, the health of those in the asudi
could be adversely affected, as seen in the foligwquote from Led Zeppelin's
manager, Richard Cole; “His face seemed drawn. ditedes under his eyes were

getting darker. He started smoking more cigaréettas usual**’

The association of drugs with popular music was roomplace throughout the
period of this investigatidfi® and often featured widely in the lyrics of songsThe
availability of drugs for those in the studio was secret and artists and staff would
often have local suppliers visit studios in ordersupply their needs. The use of
drugs not only relieved boredom, but some wereghoto help the artists’ creative
process too and even the official investigatiorie e substances confirmed such
theories; “Supposedly cannabis enables one to qpenfoore creatively. It is likely
that it enhances the emotional aspects of theigeeptocess*° Although pop and
drugs have been inexorably linked for many yeasomding studios do not seem to
have attracted the same attention from the auib®w@s other pop venues have done.
Clubs, for example, have received many visits oter years from the police
searching for drugs. Manchester’s Twisted Wheéhtaigb, for example, was on the
receiving end of undercover drug operations in18&0s by “police cadets wearing
what they perceived as hip clothes complete of sswrith a note pad to make
observations*! More famously, the police were the prime moversit the
closure of the Hacienda club in 1991 because ofvibkence associated with the
“blatant drug taking**?

Interestingly, Strawberry’s early years provideomplete contrast with those in the
1980s and early 1990s when the drug associatiom mviisic became much more
apparent and open. The arrival of the ‘Madchested and subsequent “moral

1% ¢, Baker, “All You Need Is Love..."Studig November (1990), p.16.

7R, Cole (with R. Trubo)Stairway to Heaven: Led Zeppelin Uncensoigsdndon: Simon &
Schuster, 1993), p.92.

198 5. Napier-BellBlack Vinyl, White Powder: The Real Story of thigi@r Music Industry(London:
Ebury Press, 2001).

199 One recent study has analysed 784 songs sind®€tis that explicity mention illegal substances
(The GuardianOctober 28 2003, p.16.)

119G, ChopraMarijuana and Adverse Psychotic Reactioftsnited Nations Office on Drugs and
Crime, 1971), http://www.unodc.org/unodc/en/butidtulletin_1971-01-01_3_page003.html.
11K, Rylatt and P. ScotGENTtral 1179: The Story of Manchester’s Twisted &Viuh
(Manchester: Bee Cool Publishing, 2001), p.99.

112 New Musical Expres$-ebruary 8§ 1991, p.4.
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113 that ensued in relation to the ecstasy-fuelled &tiuse movement was

panic
typified by the following quote from the Happy Mamds Shaun Ryder; “It's
brilliant the way all those musical barriers haeei kicked in. | reckon it's down to
the drugs, E particularly*** Indeed, this contrast is quite nicely highlightedthe
different approach to the memories of drugs witldtrawberry taken by two
representatives of the different eras. When aske@l996 whether there was any

drug-taking by 10cc in the Studio in the early 187Dattersall hesitantly responded:

Yeah....well....Yes! Just for....not constantly...not camtly smoking in the Studio
‘cos they knew it could affect you. | think | wass} for relaxation afterwards but
they never really....not whilst they were working. ejh weren’'t really into

drugs...they might have the occasional joint just relaxation but that would be
it.llS

Kevin Godley, speaking in the same year, addsitodby approach on the issue of
drugs when noting that th@onsequencerecording sessions often got out of hand
“for whatever chemical reason$-® The use of drugs during this period is confirmed
by Eric Stewart who felt able to speak more opemiythe subject at the end of
1990s, in particular about the almost comic incidefnen Neil Sedaka was in

Strawberry with them:

| was mixing the album and while | was at the mixiesk, Kevin, Lol and Graham
were passing around one of these massive spldtstavin used to roll. We used to
call them the ‘Benson and Hedges Mindfuckers’ beeathey were so big and
strong. They passed the spliff to Neil, and at gwint the door to the control room
in the studio opened and in walked a policemanl fehked! We all just thought
we were going to get busted but the policemangast, ‘Do you know that the front
door of the Studio is open?’ So | got up and accomgd the policeman off the
premises, thanked him for his trouble, and walkacklinto the control room. | look
at Neil and he was whitef

John Pennington’s memories of the same Studio sipattee 1990s reveal a more

matter-of-fact and open approach to the issueeathailability of harder drugs:

The Happy Mondays were the first street level blawdrked with and they brought
the culture of drugs and music into the studio.emember once Bez and Shaun
turned up completely off their tits on acid. Theest half the nights staring up at

13 A Hill, “Acid House and Thatcherism: Noise, theMand the English CountrysideBritish
Journal of Sociology53:1 (2002), p.89.

14T, Sheehan, “Thieves (and so do the Police) Lik& New Musical ExpressSeptember 161989,
p.48.

115 peter Tattersall, September2B996.

116 Kevin Godley (Interviewed by Phil Loftus), Novent2?™ 1996.

1171 . Newton,The Worst Band in the World: The Definitive Biogmgwf 10c¢ (London: Minerva
Press, 2000), p.98.
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the lights in the studio because they thoughtitited were staring at them. We had
to turn them off and work in the dark....And thereswane time when nothing
happened in the session until Martin’s dealer tinng. Then, when he got his stash,
a pile of coke like the top of Kilimanjaro, he sathe vocal booth with a 2 inch tape
slicing block for a couple of day¥

This frank approach was reinforced by other arttsthe era, including Andy
Couzens of the Stone Roses who said of his tinftrawberry, “One night | had a
speedball. | was really fucked up. The whole sessias like spending six weeks on
another planet.. In fact, the prevalence of drug taking during reaog sessions
also affected the staff too and engineer Julie NMoba remembers both the smell
associated with the marijuana and the number ci@es interrupted by the inability

of the artists to continue with their wot®

Humour

Whilst artificial stimulants could help life in theecording studio, a more natural
approach used by some was to utilise humour as ansnef passing time and
relieving tensions. Whilst psychologists have Idvgen interested in humour in
society, academics have only recently extended statiies to look at it in the
workplace. They have concluded that humour “caeakas much or perhaps more
about the organization, its management, its cultn its conflicts than answers to
carefully administered surveys. If anything...peopd@ express deeper feelings and
views.”?* Whilst some businesses historically frowned upaméur amongst
employees, the intense, artificial atmosphere efrérording studio seems to have
tolerated a certain number of jokes and pranksnassaape valve for letting off
steam and for constructing and sustaining relatipssas a means of obtaining
“workplace harmony?? As one producer noted of his clients, “They’ll iper over
you, tie you up with recording tape and drive &tvaat you, but after all that you'll
get a lot of work done’®®

Much of the humour seen in the recording studionset have been performed by
staff on their colleagues, or by artists amongetibelves, rather than between the

separate groupings. This would suggest that thesjokat were played were reliant

18 \www.geetan.com/johnnyp.cfm

19R. Robb The Stone Roses and the Resurrection of British opdon; Ebury Press, 1997), p.68.
120 jylie McLarnon, November £2007.

121 p_ Collinson, “Managing HumourZJournal of Management Studjed9: May (2002), pp.269-88.
122 3. Holmes and M.Marra, “Having a Laugh at WorkmHdumour Contributes to Workplace
Culture”, Journal of Pragmatics34:12 (2002), p.1687.

123 C. Welch, “My Top Ten — Robin LumleyMelody Maker March 14' 1977, p.47.
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on a certain amount of familiarity between the pémgtor and recipient. Some
pranks could be very sophisticated and requireldoetde planning. Two members of
10cc played numerous jokes on the studio owneerPetttersall. On one occasion,
they carefully placed a protective cover over theli®’'s pool table and proceeded to
cover it with junk to give the impression that #chbeen trashed. They only revealed
the truth after Tattersall had rung the band’s mgando complain of the group’s
behaviour. The pair were so proud of their effdtiat they photographed their

handiwork (see Figure 44).

Figure 44: Kevin Godley and Lol Creme with theiotdored’ pool table in 1975*

On other occasions, they would use their artistt #@chnical skills to alter pieces of
studio equipment to give them human appearance®wld even construct theatrical
props in order to change the appearance of thealastudio interior itself (see

Figures 45 and 46).

124 author’s Private Collection.
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Figure 46: Further artistic work by Godley and Crefif
Revealingly, Kevin Godley (when looking back someiity years later at his time
in Strawberry as part of 10cc) emphasised the humaiber than the music and he

described one such practical joke that 10cc playe@eter Tattersall as “one of my

125 Author’s Private Collection.
126 Author’s Private Collection.
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favourite moments of the whole band experienca. Wthen we had the most fun
together.*?” The joke involved wiring two of the mixing deskesikers so that 10cc,
who hid themselves in Strawberry’s cellar whilsbéner band were using the Studio,
could both hear what was happening in the controhr and also feed back sounds
into it from their hiding place tof® To begin with, they would simply play incorrect
notes on a guitar every so often so that Tatteradlb was engineering the session,
would think that the band in the studio had madasiake during their performance.
After doing this for a while, and causing more andre confusion between the
musicians and the engineer, 10cc then began tostddge vocal noises into the
control room and the prank was only discovered wtlesse in there began to
dismantle the speakers to investigate what wasygmmnafter the mixing desk began
to speak to them. Indeed, although the butt ofjolke on this occasion, Tattersall
himself is keen to talk about the incident and safy#; “it was brilliant...l was
completely wound up. A wreck | was at the end eftt?® Even in 2007, Godley
(when being asked about the recording Gdnsequencgsstressed the humour

involved rather than the hard work:

| remember Strawberry North’s studio manager wass tdushow a big prospective
client around so we turned a very impressivelyhet out control room into a very
convincing bricked up bombsite with props and stagenery etc. Knowing our
reputation and ushering Mr Super Client into themmoahead of him with a proud
flourish, was a mistake that will haunt him forevé

Status

The changing status of the producer to a positiora gar with, or even excelling
that, of the artists themselves is an interestengetbpment in the recording studio. In
the 1960s and early 1970s, producer Mickie Mosile was equated by artist Peter
Noone (of Herman and the Hermits) to that of a filimector when he said “He made
me believe in what | was doing and he helped mienamine that every situation |
was singing about was redf* Although Jonathan King declared in 1974, “What
goes down on tape is what the producer wants teesggwhich) makes him an artist

in his own right**? and Mike Batt noted of the 1970s that “producirgswnore of

127 Kevin Godley (Interviewed by Phil Loftus), Novent2?™ 1996.

128 This is described in some detail in L. Newt®he Worst Band in the World: The Definitive
Biography of 10cc(London: Minerva Press, 2000), pp.110-111.

129 peter Tattersall, September2B996.

130 \www.proggnosis.com/interview.asp?thelnterview=23

31 The Independenfune & 2003, p.14.

132M. Cable,The Pop Industry Insid@ut, (London: W H Allen + Co., 1977), p.85.
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an art then™® it was specifically in the 1980s that the prodigetatus became

much more elevated. People such as Martin Hanhettjor Horn, Hugh Padgham
and Stock Aitken and Waterman became celebritieth@r own right and their
production techniques on the records could be discebeyond that of the artists’
music. Trevor Horf?* was one such producer and his work has been Hedcais

being “at the cutting edge of inventing a whole neay of making modern records,

135 with the musicians

involving the use of the studio as a musical imagnt
becoming almost superfluous in the recording precésgood example of this is
seen from Horn’s success with Frankie Goes To Mallyd’s Relax the final mix of
which came after he “decided to send the Frankaek Ibo Liverpool and record the
song aloneX*® At Strawberry, producer Martin Hannett was desalitas both

“inspirational™’ 438

and “idiosyncratic™" whilst journalist John Robb commented that
“sometimes in the studio he would be inspired arididnt and sometimes he would
fall asleep, stoned, under the desk, leaving eegi@ris Nagle to mop up and do

the work.t3°

Other staff, too, saw a change in their status. dingineer, for example, began to
acquire a status not far removed from that of thedgpcer. One such engineer,
winning an award for his work, was described asexmme who “danced with his
fingers [on the recording consol&]® and the move into the control room allowed the
engineer to become a more fully integrated membeth® studio team with the
perception of distance and aloofness starting &appear. The appearance and
perception of the engineer also altered as theinotke studio changed. The white-
coated technician now disappeared and they canfe teeen more as a technical
‘enthusiast’ rather than scientist, as well as beng permanent fixtures around the
studio. This is shown, in particular, by Tony Cdtkegrowing involvement in the
work at Strawberry after initially starting as gpplier of their technical equipment

(see page 101). The arrival of digital sound in 1880s further altered the role of

133 M. Cable,The Pop Industry Insid@ut, (London: W H Allen + Co., 1977), p.81.

134 See T. WarneiRop Music — Technology and Creativity: Trevor Haimd the Digital Revolution
(Aldershot: Ashgate Publishing, 2003).
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engineer as much of the equipment became compedeaisd, in an extended essay
looking at the changing roles of record producerd @ngineers, Sarata Persson has
noted with interest the responses that have talkedles disappearing, changing and

emerging as a result of the blossoming technot8yy.

Human I nteraction

One of the key features of the human factor in n¢iog studios was the interaction
between the different groupings, the relationsliyd were formed and the sense of
community that was created. In the small, presedrislose-knit studio world, it was
hardly suprising that tensions might exist, as shbywone member of the 1960s pop
band The Hollies who said “I just hate those guiyssing and fiddling with
knobs.**? This separation of artists and staff in the 19@0firther emphasised by
two quotes; Musician Jack Bruce, looking back thgyel960s days of the rock band
Cream, said:

...the important people were behind the glass pantié control room. They'd say
‘do it again’ and when it was finished you mightddwed to listen to the playback
if you were lucky. You couldn’t say ‘Oh no, that\song’. Can we do it again?’ So
the workings of a studio were a huge mystg&ry

Whilst the spur for Eric Stewart to become involvedtrawberry Studios had also

been the lure of the mysterious control room:

During the early to mid 60s, the studio was whdre musicians were and the
control room was always hallowed ground. You wesgen allowed in there. ‘No,
no, no, boys. We’'ll let you come in and hear the& mhen it's finished.” I'd go in
and thrill to the soundf*

Negus, who has written on conflict within the musidustry, notes that engineers in
the 1960s and early 1970s were often dismissivafrred to as “knob twiddler§*

by some artists, who also lamented the lack of stgpom the producer in charge of
the recording session. Conversely, other artistghinresent what was seen as

interference from producers in recording sessiasssé€en by producer Bob Mersey’s

1413, Perssorfechnology, Society, Industry and Mysialea University of Technology, 2006.
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approach when he noted “You've got to yell at thend hit them over the head
before you get what you want’§ and Gary Barlow, for example, notes one
particular recording session where the producer d#ethanded a flawless vocal
performance in the first take and had induced afesding of fear; “Bloody hell, |
was scared shitless as | went into the vocal bodth.

Additionally, the reputation of those recordingthe studio could affect both the
engineering staff and the other musicians, as sedwo examples at Strawberry
Studios. Speaking seventeen years after the elentn Godley and Lol Creme’s
outstanding memories of Neil Sedaka's early-1978ssisns in the Studio were
connected with the American singer’s imposing peid® whilst he worked and the

strain that it put on the embryonic 10cc, who weaeking Sedaka:

Every time he did his vocals he always did therhtrigie was an absolute bastard
was Neil Sedaka...never made a mistake. We did allntstakes...all the retakes
were because we fluffed thinif$.

One of Peter Tattersall’'s memories of Paul McCarteisits to Strawberry in 1974

relate to an incident in the control room after éxeBeatle had been laying down
some bass guitar on tape when one of the engiseeldenly realised that he had
taped over McCartney’s session. Tattersall tellaaW he had to inform McCartney
of the mistake and how the engineer, although neimgiin his job, was so shaken by

McCartney’s reputation that he “never made thatakis ever again**®

Artists, especially those in groups, were certaipfgne to differences within the
studio and recording sessions could be interrupie@ven abandoned, during such
disputes, as seen by Boy George’s admission coingehis time in the studio in the
1980s; “I was very tetchy in the studio, | couldtaike criticism: ‘What do you mean
I'm flat?” | would make everyone leave the studio semetimes even the

engineer.**°

164, Lawrence, “Who’s In Charge?Audio, December (1965), p.12.

147G, Barlow (With R. Havers)\ly Take (London: Bloomsbury, 2006), p.101.

148 Roger Scott Interviews Kevin Godley and Lol Cremetro + Tees Radio, January} £989.

19 peter Tattersall, January"28005.

1303, Bright, Take It Like A Man: The Autobiography of Boy Geoftiendon: Sidgwick & Jackson,
1995), p.199.



166

In Strawberry, 10cc decided from their early daysét aside time and space for a
forum where grievances might be aired and discuaseahgst the band. These ‘truth

sessions’ as they came to be known, were descdoyp&ieme at the time:

If we're on the road or in the studio and theredsnsthing bugging one of us, or
someone says ‘| want to leave the group’ whichoimething that someone says at
one time or another in every group I've ever coromss, then someone else will
say ‘It's Truth Session time’ and we drop everythisit down and sort it ot

Eric Stewart, when looking back in 2005 at the rdiogy of I'm Not In Lovenoted
how the frank interaction between the four memioériOcc in the studio contributed

to the band’s early success:

We were always very blunt with each other....we rdedreverything we came up
with but we were very brutal at the end of it saythings like ‘Is this working?’ or
‘Do we like this?'....Well, we recorded ‘I'm Not Indve’ as a bossa nova and
Godley and Creme didn't really like it! Kevin waspecially blunt. He said ‘It's
crap! and | said ‘Oh right, OK, have you got arigith constructive to add to that?
Can you suggest anything?’ He said ‘No. it's notkimg man. It's just crap, right?
Chuck it!"**?

This acceptance of criticism, though, began to warex time as the aspirations and
interests of the band members began to alter. Wla initially assembled at
Strawberry in 1976 to record a Stewart/Gouldman pusition, People In Love
Godley and Creme’s focus was already beginnindgpitib towards promotion of their
Gizmo and, as a result, their attitude was lesshile, as Kevin Godley remembers
when speaking in 1996; “We’d all sit round a piara whoever wrote a particular
song would demonstrate it to the other two andhasfitst bars of it came out the

heart began to sink...and | thought this is justeagof bland pop nonsensg®

In contrast to the way in whidhm Not In Lovewas recorded, with all four members
combining as a unit to create a single tra@&ople In Lovesaw how far the group

were now operating as separate entities, as sdarsiquote from Eric Stewart:

There were four versions of that song, each ofaisggin the studio and recording
the song the way we thought it should be. We wexehegiven four tracks to

1311 . Newton,The Worst Band in the World: The Definitive Biogmgmf 10c¢ (London: Minerva
Press, 2000), p.77.
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complete and then we put them all together as Wetbuld have been one of those
things that turned out brilliantly, but it didnit.sounded horrendods!

Interestingly, one way that artists would oftenifiitlly attempt to counter any
negative vibes in the recording studio was to gteto create positive social
interaction during recording by admitting friends;cquaintances, colleagues and
various other ‘hangers on’ into the studio. The tBxsawere one of the first bands to
fill the studio with an entourage but they weretaiety not the only ones to attempt
to do so over the years. For example, a photogtaglaiord of one of the few visits
that Kevin Godley and Lol Creme made to Strawb&opyth before leaving 10cc
shows Lol Creme’s young son, Lalo, with him in gentrol room (see Figure 47)
whilst Julie McLarnon recalls that occasionally roghones were specially placed to
pick up the noises made by staff's children in otets of the building and then the

sounds monitored by those at the mixing d&sk.

Figure 47: Lol Creme and son at Strawberry Studosith in 1976°

Conclusion
In contrast to those artists, such as sculptorspamnters, whose work has had more
of a direct relationship between raw materials tedfinished piece of art, the efforts

of those in the recording studio have often beemash about industry as about art

154, Newton,The Worst Band in the World: The Definitive Biogmmf 10c¢ (London: Minerva
Press, 2000), p.160.
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and would appear to have become increasingly fratgdeover time. This definition
of the studio space as a functional workspace, evimelustry rather than creativity is
important, suggests that a more fitting historidefinition for recording studios
might be ‘factories of sound’, with reference te ttraft, labour and perspiration of
those working in them. One example of this appraaehe when Lulu recorded with
Take That in 1993 and she amazed the group witlay@roach to the session. Gary
Barlow’'s memories of her are connected more withgrefessionalism and work-
ethic than her actual performance; “Despite haalngady done an hour’s warm-up
before she got there, she then went into anoth@nrat the studio and did thirty
minutes more*’ The adoption of this ‘factory’ definition helps temystify the
studios to some extent and provides another comexhich to study them, as well
as giving more prominence to the contributionshaf ¢éntire ‘workforce’ rather than
just the artists themselves. This approach was esigdd by Charlie Watts, of the
Rolling Stones, who, when looking back at his timeone particular studio, was
keen to promote the role of the engineers and nod@dthe control room “was their
domain, their home, they worked there all the tif&. For Watts, this was
seemingly an admission that artists such as hine wgemehow intruding into a
workspace that was owned by those who were emplayethe studios. It also
highlights the unusual nature of the sound recgrdindio, of a place where industry

merged with art in order to create the finisheddpiai.

And yet, importantly, the recording studio was afsmme to a human element that
interacted and displayed characteristics that &enabsent from accounts of the
technologically-developing studio. As Graham Goudimmoted in 2007, his main
recollection of 10cc’s early days are more to déthwhe camaraderie and human

interaction rather than the technology or otheeatgpof studio life:

“We were basically the house band at StrawberrgiStuand started off playing
sessions for other people, doing backing vocalsyriting, in fact doing anything
and everything. We wanted to work with our matethstudio.**

The experience of the support staff, too, echoehbeughts and Julie McLarnon’s

over-riding memories of Strawberry are of the rfelahips she built up with the

157G, Barlow (With R. Havers)\ly Take (London: Bloomsbury, 2006), p.126.
138D Loewenstein and P. Dodéiccording to the Rolling Stongd.ondon: Phoenix, 2004), p.72.
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staff rather than the music they recorded and sggests that it was the breaking up

of this team for economic reasons that was thenioat of the end for the Studio:

It's the people that run a studio that make it sgstul, that's where Strawberry got
it right in the early days and where it went wroingthe ‘90s. Nick (Turnbull)
brought in an accountant who spent money revamipiageception and recreation
area but sacked the couple of staff whose job # twamake the clients feel at ease.
He saw them as an unnecessary expense. When théyheatmosphere wetsl,

This was also reinforced more generally by produgeorge Martin who noted a
contrast between those artists who were becomurgasingly reliant on interacting

with technology and those he saw working togethehe studio:

But, in the main, people do like working with othgople. If you work in a studio
with a good engineer and a good producer - and gitbd musicians playing
together rather than layering a cake all the tirmemething happens between those
people. There's a kind of 'frisson' of creativibhatts sparks off between one and
another, and the production gets better as a régsithe way I've always workéetf:

And it is the introduction of these human charastes, of changing relationships,
humour, leisure and boredom, which might permibmgarison with the historical

studies undertaken of other industrial sectors, dvew seemingly disparate or
unconnected with the recording studio. Latour peved this approach when he
placed himself in a laboratory setting and obserieed much of the work taking

place there was seemingly less obviously concemi#id ‘science’ than with the

more mundane universal activities of reading, wgtand the holding of numerous
“conversations, discussions and argumettsAnd whilst the application of human
elements and characteristics might be thought airaply adding anecdotal flavour
to the otherwise dry, historical accounts on offeralso allows the contemporary
audience, who recognise and empathise with theaeacteristics, to engage and
identify with the study. Also, as Gossman noted mwimeking at Corbin’s anecdotal

tales of bell-ringind?® studies with an emphasis on the human involvenaauit
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experiences “offer us privileged access to a wardhave lost®* and, at the same
time, “help the historian to understand the atmespland milieu of the times®®

164  Gossman, “Anecdote and Historydjstory and Theory42: May (2003), p.166.
185 3. Dougherty, “From Anecdote to Analysis: Oraklviews and New Scholarship in Educational
History”, Journal of American History86:2 (1999), p.712.
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Chapter 6: Locating the Studio

Historians are supposed to reach the past alwagagh texts, occasionally through
images....But one of my best-loved teachers...had a@wiagisted on directly
experiencing ‘a sense of place’, of using ‘the aef the feet™

Having viewed the technology and human elemenhénrécording studio, the final
chapter will look at the actual studio buildingeifs remembering that Latour’s Actor
Network Theory emphasised “the interaction of hegeneous elements as these are
shaped and assimilated into networkslh other words, whilst the architecture of a
building might seemingly just refer to its desigrdastructure, it should also include
the other network strands that comprise it, suchisageographical location, interior
design and changing function too. Lloyd Jenkindjigistudy of one specific Parisian
building? noted that built structures should not just bensa® “static, closed and
materially constanf’but rather as “permeable and part of a potentiatistable and
changing web that acts through relationships aistamce.? Applying this to the
current study, recording studios should not juss&en as isolated buildings, whose
only importance was their appearance and inteuradtions, but also as fluid entities
that could interact with their surroundings (logahationally and internationally), on

those humans within the buildings and also upoir tven historical legacies.

The Architecture of the Studio

Situated within the town centre area, borderingViatry’s Parish Church and the
Market Place, the Waterloo Road area of Stocksm¢ (Figure 48 for a basic map
taken from a Strawberry Studios brochure) was rpgddhe arrival of industry in the

town, a place of leisure for the residents as thesd the dam created in the Tin

Brook for boating or ice-skatind.

!'S. Schamd,andscape and MemargLondon: Fontana, 1995), p.24.

2. Law, “Technology and heterogeneous engineefihg:case of Portuguese expansion” in W.
Bijker et al (Eds);The Social Construction o Ttechnological Systenesv Birections in the Sociology
and History of TechnologylLondon: MIT Press, 1987), p.113.

% L. Jenkins, “11, Rue du Conservatoire and the Bahility of Buildings”,Space and Culture5:3
(2002), pp.222-36.

“ L. Jenkins, “11, Rue du Conservatoire and the Bahitity of Buildings”,Space and Cultures:3
(2002), p.226.

®L. Jenkins, “11, Rue du Conservatoire and the Bahility of Buildings”,Space and Cultures:3
(2002), p.232.

® Stockport Education Authorityistory Trail Number 10 — Waterloo Roat993.
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Figure 48: Strawberry’s locatioh

From each end, Waterloo Road dips down into theelddparr valley (the source of
the Tin Brook which had provided the water power gonumber of the town’s

original silk and cotton factories) and, from thedra9" century onwards, the area
became predominantly industrial, dominated by trgd Christy’s hat factory and
also home to a number of other factories and wargg® Figure 49 shows the view
from one end of Waterloo Road in the 1950s, wikilgtre 50 shows a contemporary
view (photographed in 2006) taken from the dip he tentre of Waterloo Road

which highlights the industrial nature of the area.

" Strawberry Recording Studios North Brochure, c3L@8uthor’s Private Collection).
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Figure 50 — Hopes Carr’s industrial landscape

At the top of the town-centre end of the road wsve large buildings, brick built

and split into smaller properties to accommodate,the start of the twentieth
century, a mixture of industrial and commercialmisges. Number 3 Waterloo Road,
began its life as a warehouse (as indicated bydh®ins of a former hoist on the

8 Stockport Heritage Library.
° Courtesy of Andy Barson (www.andybarson.co.uk/|esi§K62.jpg)



174

right hand side of the building) and, given thexmmaty to the cotton mills of the
town, it is likely that the building would have lreesed to store raw materials or
finished goods. A study of local directories shaws changing ownership of the
building, from being home to the French polish&¥lliam Symes, in 1902 to that

of Thomas Webb, brass nameplate maker and motonesrgin 19103 Various
other uses were made of the building, from mung#idactory to television shop
before, in 1967, Eric Stewart and Peter Tattemaithased the building, attracted by

the large room on the ground floor that they ergesbusing as the recording area.

It is no surprise, therefore, that the environSwawberry might be thought to exude
an air of the ordinary and less-than-glamorousnkdd by a number of commercial
buildings and surrounded by factories, a garagbliptiouses and the town’s police
station, the area that Strawberry was located ia m@& only yards away from the
birthplace of Stockport’s industrial community kalso the scene of the June 1967
air crash that killed 72 peoptéThe industrial nature of the immediate surrounsling
gave the area a subdued feel and this was, perbapserbated in the early days of
the Studio by the close proximity of the fatal aiash. It is interesting to note the
repetition of certain phrases that people usedesrribe the Studio’s surroundings
when visiting Strawberry; DJ and music journalBgul Gambaccini, who went to
the studio on several occasions in the 1970s destit as a “run-down factory in a
dark and gloomy back streétwhilst a visiting London journalist noted that fast
glance the street seems pretty inhospitabl&he building itself, brick-built with a
large number of windows, blended in to the surrangdtructures and was described
as possessing “the facade of an ordinary buildiiat allowed the studio to all but
disappear visually. When it was remarked on ataal,for example by journalist
Dave McCullough, who visited the Studio in 1979spmeak to Joy Division, it was

described as having a “dirty and ramshackle oufsitle

As well as affecting its appearance, the locatind surroundings of a studio could

also influence the agenda when it came to interagciiith the local community. The

9 The Stockport Directory(Stockport: New Cheshire County News Co. LtdQ2)9p.211.

" The Stockport and Hazel Grove Directofgtockport: New Cheshire County News Co. Ltd1)9
p.162

2.5, Morrin, The Day the Sky Fell Down: The Story of the Statkkio Disaster, (Stockport: S.
Morrin, 1998).

1% paul Gambaccini, 27November 2003.

1 «studio Spotlight — Strawberry Recording Studid&at InstrumentalDecember (1971), p.47.

15 Stockport Express Advertisé8” May 1983, p.31.

8D, McCullough, “Truth, Justics and the Mancuniaay\/ SoundsAugust 11' 1979.
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proximity of a pub to a recording studio ensureat tiegulars could mix with artists
and staff alike when they relaxed after sessioes Bage 156) and, in many respects,
this demystified the aura that often surrounded #ngsts. Additionally, the
community of a studio could also include those shoply passed by the building.
Unlike those studios that were isolated from thealgopulace, many were situated
in the middle of communities and, as a result, mec@art and parcel of local life.
For example, those using Strawberry would often enake of the local Chinese
takeaway, as noted on more than one occasion (fBwdy was hungry, so we

decided to pop into the Chinese Take-Away round dbier.™’

and “Returning
once more to the control room, pungent orientatespgreeted the nostrils. The 10cc
men had shown up for work laden with takeaway CGenmosh™)® or the local
sandwich shop (“All the small companies round thi@a used the same sandwich
shop for lunch. In the queue one day was none otizer Terry Hall taking a break
from recording.)® This proximity to food was often seen in the ssscer otherwise
of other studios, with the Rolling Stones’ showiagpreference for central Paris
studios because of their proximity to the “greataarants® there. Although the
ease of parking was one of the attractions of Sieawy’s location (“There is the
waste ground nearby and a garage forecourt thelgl ecme at night”f! the Studio
did not have a very large car park next to thedmg and many artists parked their
expensive cars in full view of the local youthsra8tberry owner, Peter Tattersall,
remembers with some amazement that Paul McCartngytsts car remained
untouched during his spell at the studio in thdyed®70s whereas other vehicles
were regularly vandaliséd.Another Stockport studio, Revolution, also enceterd
the same problems, as noted by one visitor in ®®04; “Revolution is on the
outskirts of Stockport, next to a bus stop whets tf milling schoolkids wait for
transport home and idly scrape sharp and bluntumsnts down the side of parked
cars.”® As well as such encounters, the two worlds of istashd public could also
collide via the simple and anonymous pieces ofesth@rniture that surrounded the
buildings. On one occasion in 1973, for instancaylMMcCartney left Strawberry

where he was recording with his brother Mike antling on the studio steps with

7 Friends of Barclay James Harvest Newslet6erJuly, 1978,
http://www.bjharvest.co.uk/fobjh-6.htm

8 £, Ogden, “Strawberry'Studio SoundMay (1975), p.46.

19 Ashley Haynes, email, 6.5.04

29D, Loewenstein and P. Dodéiccording to the Rolling Stong@.ondon: Phoenix, 2004), p.188.
1 J. Dwyer, “Around the Studios: Strawberry, Mantbgs Studio Soundluly (1974), p.71.

22 peter Tattersall, March $41984.

K. Black, “Sad Café: Made in Manchestevlelody Maker31® December 1978, p.31.
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guitar in hand, serenaded a couple stood at thestogs outside the Studio (see
Figure 52)*

The most obvious way that studio buildings couliact with the local community
was visually. Some locals would “hang around tleatffiof the building on whimsical
rumours of this or that artist was recording theregybe in the hope of seeing
someone famoug™ For many, however, the only contact with a studés with the
facade of the building and, like the local millsaoprevious era, little was known of
what went on inside. From very early on, Strawbermgwners were intent on
connecting the building on Waterloo Road with thed® and they utilised a ‘shop
sign’ approach to state the building’s purpose aasl, Figure 51 shows, the
contrasting colours of the brickwork made the huotdstand out from those around
it.

Figure 51: The front of Strawberry in the early 087

The early ‘SRS’ sign was replaced in the mid 19B9sthe logo that became
synonymous with the studios and, also, by the peayrihe large front door on the
studio building bright red and by painting a largember ‘3’ on this door, as shown
in Figures 52 and 53.

24 peter Tattersall, March 241984.
25 M. Fairfield, email, 8 September 2004.
%6 Stockport Heritage Library.
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Figure 53: The Strawberry exterior in the 1980sttjgalarly showing the steep slofie

Stockport’s Yellow 2 studio (which eventually tooker Strawberry in 1986) went
one step further and painted a large yellow ‘2'cotfite white building. Interestingly,

Strawberry Studios South (which opened in 1976y tvald a small poster-size sign
on the side of the building to reflect the studiessstence, as seen in Figure 54.

2" Author’s private collection.
28 Stockport Heritage Library.
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Figure 54: The small Strawberry sign on the sidSwawberry Studios Soifth

The Interior Space — Aesthetics and Function

When Bruno Latour entered the world of the scientéboratory, one of the key
features that struck him as a non-scientist wasddsgn and layout of the interior
space, particularly the split between the ‘offiggid ‘bench’ area¥ It is worth
noting that in the recording studio sector the comon factor that links all studios
Is the requirement for acoustic space and it igehaionship between this recording
area and the other parts of the building that miistish the recording studio from
most other industries. The acoustic space in quesltid not necessarily need to be
artificially manufactured and could be found in ariety of urban and rural
buildings, whether industrial, commercial, artisticresidential. Analysis shows the
multitude of buildings that were being used to ouscording studios, from those
set up in the inter and post war years, to the madern concerns of the 1980s and

1990s. Converted residential buildingschurches? cinemas® mills;** boats®

29 Dorking Museum.

% “The special relation between office space anadbhapace is sufficient to distinguish the
laboratory from other productive units”, B. Latand S. Woolgan,aboratory Life: The Construction
of Scientific Facts(Princeton: Princeton University Press, 1986)7p.

31“The obvious choice was his six-bedroomed semaatetd house at Putneylelody Maker
January 2%'1972, p.26.

%2 “Manchester-based Stephenson Architecture have tomof the pops by gaining planning
permission to convert a Central Manchester chuathiito a recording studio for pop impresario
Pete Waterman'Building Design August 24 1990, (http://global.factiva.com).

% Strawberry Studios South was built in Dorking’d olnema.

% “There are actually two ways to get to Tony Co&&wvmill Studio in Cornwall..a 200 year old mill
that gives the studio its namé¥lelody Maker March 14' 1977, p.49.

% “The Astoria is a house boat turned recordingistyd
http://en.wikipedia.org/wiki/Astoria_(recording_slio)
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farms?>® country house¥’ not forgetting the trucks that housed the motileiss® —
all have been converted into recording studios.eduall this conversion of old
buildings, many in the late 1960s and early 1986emed to pre-empt the URBED-

led movement of recycling old buildings for indistiuse.

In recent years, social scientists have expanded #malysis of architecture from
simply looking at the buildings themselves to irtigeting the aesthetics of the space
around and within objects. For example, Sigfrie¢dBn wroteSpace, Time and
Architecturein 1940 and introduced Einstein’s concepts of teme space into the
historical study of architecturé.More recently, Anthony Vidler has introduced the
notion of ‘spatial warping’, where space can bensegher as a projection of the
neuroses and phobias of the subject or an entirely phenomenon where media
such as film, photography or art are used to créaev spaces®® On a more
practical level, the notion of interior design footh home and the workplace has
moved on from the simple choice of decoration, rilog or furniture to a more
complicated process of ergonomics, functional asialgnd knowledge-based design.
Whilst home-makers may now concern themselves enguring that the ‘feng shui’
of the house is in balance in order to create ‘fanbaious, happy and prosperous
living environment™* those in charge of workspaces now need to link theerior
design with productivity and corporate efficientyd by the Americans, a number
of bodies have been set up to investigate the matiaccorporate interior design and
have come to the conclusion that “companies obfaireaching benefits by
eliminating obstacles to productivity and providimgnployees with functional,
healthy and attractive surrounding$.”This includes looking at such issues as
accessibility, lighting, air quality, noise, furaie, carpeting and the approach of
management to office design. Whilst some of theni@ology may seem extreme,
the connection between a building’s interior andsthwho work in it is one that

% “They (Rockfield Studios) have 16-track in thetband 24-track in the cow shedelody Maker
March 19" 1977, p.47.

37«Set back off the road...The Manor is possibly titemate in congenial atmospheres. In fact it's
amazing. To all intents and purposes it is a mawidrEnglish and proud of it It lies in its own 100
acres of land.”, Melody Maker January 2% 1972, p.27.

% Studio Sound24:8 (1982), p.26.

% A. Molella, “Science Moderne: Sigfried Giedior8pace, Time and Architectuaad
Mechanization Takes Comméndechnology and Culturel3:2 (2002), pp.374-89.

“0 Anthony Vidler,Warped Space: Art, Architecture and Anxiety in Mad@ulture (London: MIT
Press, 2000).

LS. ShuretyFeng Shui for Your HoméLondon: Rider, 1997)

42 American Society of Interior Designers (ASIProductive Solutions: The Impact of Interior
Design on the Bottom LinéNew York: ASID, 1997), p.4.
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certainly merits investigation. Just as with a ¢huid)'s location and exterior, the
interior space could both be used as, and seggheda for those using the building.
Whilst the inside of recording studios are oftesuamsed by the public to be the same
wherever they are housed (i.e. recording chambercantrol room), in reality they
are often very different. The recording and surtbng space can often reflect the
personalities of those running them and can infleethose using that space, as
emphasised by Keith Negus who noted in his revieth® music industry that “the
interior of a studio can influence the atmosphdra aecording session and have

subtle but profound effects on the music produééd.”

| < 4-9m

,_i

5tring area

98m

To control room

Stores

Figure 55: Layout of Strawberry’s studio area in744

3 K. NegusProducing Pop: Culture and Conflict in the PopuMusic Industry (London: Arnold,
1992).
44 J. Dwyer, “Around the Studios: Strawberry, Mantbg's Studio Sounduly 1974, p.68.
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Space

One of the most notable by-products of the emergingjitrack system of recording
in the 1970s was that individual musicians begamdoseparated in the studio in
order to record their own particular parts of thesi or, as Alan Williams noted,
they “recorded in severe isolatioff." The working layout of the studio altered and
changed the way in which the artists interacteth wie space and with each other, as
noted by one musician looking back at the develogroéthe recording studio; “We
should have seen the sign. Someone should haveedaboner that open recorded
air was missing” The space that had often been large and spaci@eommodate
groups of musicians performing together was sptd units with screens, false walls
and individual chambers erected to ensure thatvithdals could be recorded
separately. This change was emphasised by thogks aat refused to conform to
this notion of separation, as seen by the appro&dhe Rolling Stones; “The sound
onJumpin’ Jack Flashs very close together, because we do sit closactt other in

the studio, much to most engineers’ amazement naysat®

“5J. Dwyer, “Around the Studios: Strawberry, Mandgg’s Studio SoundJuly 1974, p.70.

5 A. Williams, ““Been Drowning Me Out’: Sonic Aestties, Neo-New Traditionalists, and the
Performance of Proces€cho4:2 (2002),
www.humnet.ucla.edu/echo/volume4-issue2/folk/witihtml

" www.stereosociety.com/recordingstudio.html

“8D. Loewenstein and P. Dodélccording to the Rolling Stoned ondon: Phoenix, 2004), p.110.
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Another prominent feature of this era appears teeteeen the growing ownership of
the studio space by those artists creating the aniltsseems that this gave more
freedom from external pressures and permitted @xpetation on a scale unseen
before. Tony Banks (of Genesis), for example, contag on the benefits of being

able to spend time in their own recording studicewle said “As soon as we came
up with an idea that was good, we could put itigitadown on tape...We've often

found in the past that when you take two or thremtims to write before recording,

you get some incredibly strong moments during thiging but which you can't

recreate in the studid®

Eric Stewart related 10cc’s ownership and use oév@dierry Studios to simple
childhood pleasures by saying “we were children dar own toy shop®
Interestingly, this analogy of childhood was alsed by Stewart’s partner, Graham
Gouldman, in 2006 when he looked back at the roée Studio played in 10cc’s
development:

And because we had our own studio we would recdérenmno one else was using it.
Because of that it was done in a very casual wag. Weéren't thinking about
deadlines, we weren't thinking about budgets, i war own playground.

The development of synthetic sounds and the emeegehdigital recording from
the 1980s onwards also challenged the more traditi@pproach to recording studio
activity and changed the perception of the stugarce of those in it. The versatility,
and range, of sounds produced by the synthesisantibat many artists relied
entirely on these machines for their music. Someth® more sophisticated
instruments had the capability of storing and naxaounds together and this meant
that part of the process that had been undertakémei recording studio could now
be achieved wherever the instruments were houseisAnow had more choice in
where they recorded and the environment in whiaky ttvorked was noticeably
different from that of others. The rise in persocamputers and programs designed
for music composition, for example, enabled a gnganumber of people to own the
capability for music production, often in their olmomes. The studio space, once it

became digital, could be easily accommodated imallsroom in a house, as

“9D. Fowler and B. DrayGenesis: A BiographyLondon: Sidgwick & Jackson, 1992), p.187.
*0L. Newton,The Worst Band in the World: The Definitive Biogmf 10c¢ (London: Minerva
Press, 2000), p.326.

> http://playlouder.com/feature/+dr-rock-vs-10cc/
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American musician Andrew Gold noted in 2003 whesklng back at the rise of the
home studio in the 1980s; “music was now as masleny pc — | preferred working
at home to being tied to the studf5.The most notable feature that was to strike
visitors to the studio in its early days was thatcast between the interior and the
outside of the building, as one journalist noted @76 at the start of his report on a
visit to the Studio; “In a less than salubrious tpaf Stockport...the austere
surroundings belie the comparative internal splemdaf Strawberry.®® Having
described the building’s exterior as being ‘run dgwdark’ and ‘gloomy’, many of
those entering inside Strawberry commented on ithgde furnitured with low-key
sophistication.® Paul Gambaccini, for instance, compared walkingidia the
building to “entering Dr Who's tardis. It seemedmach bigger inside, it looked so
much more modern, light and another world Another visitor, who had used the
words ‘grimy’ and ‘old iron’ to describe the outsidf 3 Waterloo Road, contrasted
it to the inside by saying there was, “a space$ikg atmosphere inside — plastic,
leather, shiny steel, bright red, black, silver amhite”>® whilst a local journalist
made the same ‘science fiction’ connection whenngothat the control room was
“dominated by a massive mixing console which loakshough it could hurtle you

into space.®

The lighting within the Strawberry studio area walso adjustable to meet the
differing needs of the Studio’s clients. Eric Stewaoted in 1971 that “Some heavy
musicians prefer playing into semi-darknegbut] orchestras prefer to play with the
lights burning brightly.*® But the main aim of those establishing Strawbamg not
just to present a modern image (which would hawnlibe preconceived notion of a
recording studio at that time anyway), or to simpbytrast the tiled walls and floor
image of the established studios, but to let tdémor, down to the smallest detail,
reflect their attitude and approach to the rec@dnsiness. This even extended as
far as ensuring that the small kitchen was equigpegerly, as one visitor noticed

when visiting Strawberry in 1981; “Even the crogkés covered in strawberries?

%2 Andrew Gold, email, 25February 2003.

%3 “Strawberry Studios”International Musician and Recording Woyld#anuary 1976, p.53.

% D. McCullough, “Truth, Justics and the MancuniaayV/ SoundsAugust 11' 1979.

% paul Gambaccini, #7November 2003.

% G. Herman, “10cc and Strawberry Studios Forev@®produced iThe 10cc Scrapbook Volume 3
The 10cc Fan Club, 1996).

57 Stockport MessengefFebruary 8 1981, p.9.

%8 «Studio Spotlight — Strawberry Recording Studid3&at InstrumentalDecember 1971, p.50.

% Stockport MessengeFebruary 6 1981, p.9.
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This point was not lost on one musician in the E9&Mo was impressed with the
cutting-edge technology contained in the Studidshien area:

My memory of working in Strawberry Studios was gpifithey’'ve got a microwave.
I've never seen one.’ (laughs) You could make iditie toasted cheese — but a
professional musician discovering a microwave ihgtéc really®

One of the major decisions with regard to the intespace that Strawberry’s owners
took in the 1970s was to employ a specific studisigh firm to re-fit Strawberry’s
control room. This room was the nerve-centre ofstuelio, housing the mixing desk,
and it was where the producers and engineers wsuld hear and mix what was
being played in the recording studio. They chosenTdidley (who had set up
Westlake/Eastlake Audio), who later on would becdmewn as “the kind™ of
studio designers and who would design and buildv@ierry Studios South and the
Strawberry Mastering room in London. The designh& Stockport control room
was impressive (“The décor was pretty good as & fuat it doesn’t compare to the
finished results now®f and Peter Tattersall emphasised the importandeoin the
1980s when he noted “It's a very clever acoustgigieand that matters a great deal
in the control room® The material used for the walls was stone and aatkthick,
plush carpet was used on the floors, contrastirty tie early days of the studios
when the egg boxes were stuck to the walls to ingithie sound insulation. The
same material was used in Strawberry South tod@srs by this description of that
studio when it was under construction; “...with watisglass, varnished wood and
cork looking like wood bark. The floor is covereg dthick, tufty brown carpet..®*
The impression that this studio and Stockport'stmdroom managed to convey
through their design and construction was one ofgssionalism and opulence and
the studios’ clients were certainly impressed,hassv by this memory of one visitor
to Strawberry North in the 1970s:

| was more suitably impressed with the walls...thesee layered in a mixture of
Californian pine and a particular kind of stonetthad been quarried off a cliff face
in Colorado. Apparently only this stone would alsstite sound in the specific way
that the audio engineers deemed acoustically ddrtec

% http://shotbybothsides.com/ig_1299.htm

¢ \www.artisansoundrecorders.com/bio.html

62 «strawberry Studios”International Musician and Recording Woyld#anuary 1976, p.53.

%3 Stockport Express Advertisét8” May 1983, p.31

% G. Brown, “Two’s company, four's a crowd¥elody Maker January 2% 1977, p.31

85 C. P. LeeShake, Rattle and Rain: Popular Music Making in kleester, 1950-199%Devon:
Hardinge Simpole, 2002), p.163.
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As time progressed, however, certain aspects sfghace ceased to function in the
same way as the attitudes and outlook of thosegusadtered. The Strawberry room
and studio, and others like them (Hidley and Wé&stlastlake were designing all
across the world, including, for example, the colntoom at Mountain Studios in
Switzerland® and Paradise Studios in Australiahegan to lose their appeal and the
space that had overawed so many began to insdieresit feelings. The punk
movement, already noted as being connected withesesstement, spontaneity and
an attack on anything considered to be ‘the esfamlent’ began to influence
musicians’ approach to the recording environmette Westlake/Eastlake studio
designs had become so widespread that the word dgeneous” began to be
applied to ther®? and the uniform nature of studios was beginningritate some
musicians. Indeed, it was not just the youngess@rtivho began to associate such
studios with another generation, but even musicides Kevin Godley and Lol
Creme, who had left 10cc in 1976 to pursue them owsical careers as a duo, were
beginning to voice their own concerns; “Everyonesuthe Eastlake studio system
now. It's characterles$® The aesthetics of the space were shifting andiradte
maybe ‘warping’ in the Vidler sense, as those usirmgojected their own negative
feelings and thoughts onto it. However, such femlidid not prevail over the
practical concerns of musical ability and the dedor raw, unadulterated ‘pure’
music was soon diluted by the musical progressiahese artists and the arrival of
new types of music (electronic and new romantitle Btrawberry space, which had
been in danger of becoming too luxurious and stalsked for the young musical
upstarts, was still very much in demand from pre@dsicrecord companies and artists
alike, as the Studio progressed into the 1980s.

As well as interacting with those recording at ghedio and the wider community,
studios in general also provided a place of workniany and would have been seen
in a different light from those without the dayday connection with the buildings.
To many associated with recording studios, the wgrkenvironment generally in the
studio was not considered to be the best and dichewessarily alter much over the
years, as seen from this summary posted by oneipeodh the 1990s:

% \www.mountainstudios.com/index2.html

67 \www.mikeruddbillputt.com/home/Music_Downloads/Masilownloads_feedback.htm

% www.stereosociety.com/body_recordingstudio.html

%9 H. Doherty, “How to get to be rich and famous, R&Welody Maker September 731978, p.25.
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The recording studio might be one of the leastgaletiof all human environments.
A typical contemporary studio has no windows. Taetml room pretends to be air-
conditioned, kept cool if only for the comfort dfet equipment in it, and if it really
works the powerful fans always seem to blow fregziold air down the back of
your neck...Surely this cannot be anyone’s idea ebwmfortable and productive
work environment? How did this torture chamber ee@l

However, those working in these conditions oftenapee oblivious to the hardship
they were facing daily. The longevity of servicedaa close involvement in the
setting up and development of a building could kevolose ties with, and loyalty to,

it and it is no surprise in Strawberry’s case thate was a bond between those who
worked in the studio and the building itself. Maaf the original owners were
personally involved in the work on the building dimte-tuned it over the first eight
years of its existence. Therefore, rather than linyst being a place of work, the
studio building came to represent something elseilsStto many, Strawberry might
have seemed to be represented by “a backstreeta.gnohy street scene of old iron
and red brickwork™! to others, it was also “home, in which case yaei fe little
differently.””? The small number of staff at Strawberry and tldiise association
with the building engendered a different attitudevdrds it and the surrounding area.
As Peter Tattersall put it, “You see things diffethg when you’'ve been there so
long. Parts of the building became invisible atervhile and it was only when bands

pointed things out that they suddenly reappear®,ly magic.”*

Strawberry also stood out from many other studweugh the amount of time and
money that those running it put back into the bes$n Success can be measured in a
number of ways, but the accolades from outside rebse and full booking diaries
show how well the studio did over many years. Arotineasure of success, and one
interior design feature that most studios like e still, are the seemingly-obligatory
gold, silver or platinum discs for that get presentor certain levels of sales, often
featured on some prominent wall. Strawberry disptaynany of theirs in the
building and allowed themselves the luxury of asteone design feature that, to
some extent, bragged about their successes (see&ig7 and 58).

O \www.stereosociety.com/body_recordingstudio.html

" G. Herman, ‘10cc and Strawberry Studios Fore&e&produced iThe 10cc Scrapbook Volume 3
The 10cc Fan Club, 1996).

2R. Williams, ‘C.C. Riders’'Melody Makey April 14" 1973, p.39.

3 Interview with Peter Tattersall, July"12001.
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Figure 57: Richard Scott, plus award discs, at Stoarry’*

Strawbenry

The fruits of succes§

Figure 58: A visual representation of StrawberrgiscesS

" Stockport Messengeldanuary 181985, p.15.
> Strawberry Recording Studios North Brochure, c3l@8uthor’s Private Collection).
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The presence of the gold discs in the Studio dlswed for humorous moments, as
seen from this recollection by Tony Wilson of MartHannett working in

Strawberry:

Martin is sitting at the mixing desk, starting sjteg ahead. Pupils ultimately
contracted. What drugs? Lotsa drugs. The mix evdstin, startled, jumps from the
producer’s chair. ‘What’s that? What's that goldnghthing? It's not a halo, is it?

I'm not dead. Am | dead?’ ‘No, Martin,” says laft's a gold disc. 10CC, ‘I'm Not

In Love’.”®

The Geography of the Studio

In many historical accounts, geography is used Iypam describe and explain the
specific factors that have led to the developmdntentain industries in particular
locations’’ Traditionally, location of the older industriessHaeen determined by the
proximity to raw materials and labour so that, nakiStrawberry’s home town of
Stockport as an example, it was the water of theeRi Goyt and Tame (which
merge in the town to form the River Mersey), allisdh the damp climate, which
were the major factors in the development of thente silk, cotton, hatting and
engineering industries. However, the emergence ndlls high technology and
service industries have since allowed for greatedustrial mobility where
geographical location can be influenced by lessdritactors such as market
availability, state policy, regional incentive saies and other random variablédn
Stockport, this saw a move away from the traditidmeavy industries towards a
more geographically-dispersed service sector, dfieated in specially-constructed
business parks, which employed 75% of the town’skfeoce in 2006"°

In the music industry, however, location is a maobre complex issue, as seen by
the emerging regional challenge to the London-eehitndustry and, in recent years,
the globalization of the pop music market. Whitshas become generally accepted
that a large part of the success of the Britishioslustry since the 1960s has been
based on region-specific music, such as the BeletbMerseybeat era of the 1960s

and the ‘Madchester’ era of the 1980s, it is onlyacent years that those studying

8 A. Wilson, 24 Hour Party People: What the Sleeve Notes Negki¥by (London: Channel 4
Books, 2002), p.74.

" A. Hoare,The Location of Industry in BritajfCambridge: Cambridge University Press, 1983)
provides an overview.

81, Begg, ‘High Technology Location and the Urbareds of Great BritainUrban Studies28:6
(1991), pp.961-81.

9 :Stockport Economic Overview’,
www.stockport.gov.uk/content/business/economicdguelent/sectorinformation?a=5441
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the influence of music have concentrated on thallogs opposed to national or
international, role of music production. Studiesspécific localities and their music,
such as Cohen’s look at Liverp8bbr Finnegan’s investigation of Milton Keyriés
have been augmented by an increasing number drodses seeking to analyse the
significance ofocality in music generally. Tony Mitchell, for exampleggsghe term
local to apply to national scenes in an increasinghbalanarket’ whilst Bennett
argues thakocal should be recognised as a more fluid space inhwtoenpeting and
changing notions of localism are houd&®uch moves also tie in with the recent
turn away from the ‘Grand Narratives’ of Britishstory towards a recognition that
the processes of change and devolution across &umape affected the way in
which History has evolved and become more regisedft*

London

Its head is too large, out of proportion to theeottnembers; its face and hands have
also grown monstrous, irregular and ‘out of allgia.London is so large and so
wild that it contains no less than everything...ldswn before the immensify.

The declaration on the April 1966 cover Bime magazine that London was now
“The Swinging City®*® is evidence of the unique position that the Cépitg held as
the ‘swinging sixties’ progressed. The empowermehtthe young through an
improved economic situation, the abolition of NafibService and greater personal
freedom with regard to the sex and drug scenesyatl the two main youth cultures,
music and fashion, to blossom in the Capital. Gayn@treet and the King's Road
were the sites of numerous boutiques, whilst thadom art schools were the
breeding grounds for numerous musicians. London tefvented itself (or, as
Rycroft suggests, had undergone a “re-capitalis#ftfoprocess) since the 1951
Festival of Britain had fused together the Captad notions of ‘Modernity’ in many

people’s minds. In music, too, London was the ptadee. From the setting up of the

803, CohenRock Culture in Liverpool: Popular Music in the Mg (Oxford: Clarendon Press,
1991).

81 R. FinneganThe Hidden Musicians: Music-making in an EngliswfigCambridge: Cambridge
University Press, 1989).

8 T, Mitchell, Popular Music and Local Identity: Rock, Pop and Rafurope and Oceania
(London: Leicester University Press, 1996).

8 A. BennettPopular Music and Youth Culture: Music Identity aPidce(London: Macmillan
Press, 2000).

8 One example of this has been the developmentedfititute of Cornish Studies at the University
of Exeter (www.institutes.ex.ac.uk/ics/).

8 p. Ackroyd,London: A Biography(London: Chatto and Windus, 2000), p.1-2.

¢ Time April 15" 1966, cover.

87S. Rycroft, “The Geographies of Swinging Londaiurnal of Historical Geography28:4 (2002),
p566.
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first gramophone factories and recording roomspugh the emergence of the
industry’s publishing houses on Denmark Street’'sn ‘TPan Alley’, to the

establishment of major record company headqua#ersss the city, London has
always dominated, and been the centre of, thesBritiusic industry. Allied with the
London dominance of the printed and visual medththe entertainment industry in
general, the Capital's hold over the music industiensified from the 1960s
onwards and still remains today (the City’s inwanyestment agency recently

declared that ninety percent of the industry’swaigtiis centred on Londor?y

Whilst music obviously developed and flourishedoasr Britain’s towns and cities
from the late 1950s onwards, as seen in the riseoffee bars, discotheques and
clubs in most of them, London came to be acceptetha natural nucleus of the
industry with only the occasional challenge to ¢batrol that was so prevalent from
the Capital. Some have suggested that such dom@namas achieved through
underhand means and Bill Harry, an authority on Bleatles who was personally
involved in the industry at the time of the Mersegbexplosion, suggests that, “there
may well have been an understanding between LoA&R men and the capital’s
media to undermine the impact of Mersey groupsawod@ir of returning London to
the forefront of the music busine$8.Even during the Madchester era of the late
1980s, the London-based music press and other medl@very much at the centre
of reporting on, and promoting, the music. Althoulge artists themselves were keen
to promote their Manchester roots, much of the pamel decision-making remained
in the Capital.

Recording studios, too, had very much been Londisedh up until the late 1960s.
The major record-company studios were all in thpi@hand the first independents
were located there too from the late 1960s onwatdsen the music press began to
report on recording studio activity in the early708, many of the articles focused on
these studios and gave the impression that thediagostudio world was entirely
based in the Capital. Headlines emphasizing theoitapce of London studith
were reinforced by accounts of artist-owned stuthas often ignored the provincial

concerns. For example, in 19Melody Makeis review of British studios declared

8 London First Centreyledia in London(London: LFC, 1997).

89 B. Harry, “Did London Sabotage The Mersey Sound?”,
www.triumphpc.com/mersey-beat/a-z/london-sabotéagals

%« ondon Studios As World Recording CenterBillboard, November 181971, p.L-4.
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that “probably the three foremost artist-owned stsidn England are The Who's
Ramport in Sahf (sic) London, The Kink’s Konk in ffoLondon and The Moodies’
Threshold Studios in West HampsteH#dind ignored many of the studios, such as
Stockport’s Strawberry Studios, that were very murctthe public eye at the time.
Indeed, this seeming London-bias appeared to ign@aey of the advantages that
were available in not being situated in London. Borawberry, these were best
summed up by the artist/owners, 10cc, in 1973, whey said “We don’t have to
arrive at a session having driven through trafae$ for two hours, all nerve-
wracked. Our running costs are lower too becauseewet in the middle of Oxford
Street.®?

In spite of the success of The Beatles and otlggomal musicians in the mid to late
1960s, London had reclaimed the role of central dfuihe music industry at the end
of the 1960s, certainly up to the late-1970s. Ae amiter noted of the early 1970s
artists, “...most of the hit-makers you can name frotiner British locations have

usually come to the nation’s capital city and m#udsr recording. There, they have
been observed and duly reported on by musical srité And yet, the geographical

location of bands, including where they recordeeirtimusic, could allow them to

make specific statements about themselves and #pproaches to the music
industry. In Strawberry’s case, the way this messaganged and altered over the
years provides an interesting reflection on hovaiimn could become a major factor

in the narrative associated with certain bandstgpels of music.

Being Stockport

In the mid 1970s, the national music scene wasgihgnThe arrival of punk, and its
affect on the country, was startling, with the Seistol's performances at the
Manchester’s Lesser Free Trade Hall in 1976 cigetha catalyst for the rise in the
City’s musical status. One of the key elementshi tise in punk, as Haslam noted,
was that it gave cities such as Manchester andrjhocd an independence and
credibility that had been overshadowed by Londorpn@vious years. Such cities,
Haslam said “developed fierce local identities...amkew perception that moving to

London and going with a major was selling dfitind a new wave of Manchester

1D, Blake, “Go It Alone Superstarstjelody Makey March 18' 1975, p.36.

%2 R. Williams, “C.C. Riders"Melody Makey April 14" 1973, p.34.

% T, Jasper, “Love on the agend&fanchester Evening Newdune 4 1977, p.11.
% D. HaslamManchester, EnglandLondon: Fourth Estate, 1999), p.115.
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bands, such as The Buzzcocks, gave the city a ta#mssn the national music scene.
This is emphasised by Leyshon, Matless and Rewvilb woint out that punk
“involved the reassertion of placed identitf®sind moved pop music back from the
‘mid-Atlantic’ to regional bases, particularly Mamester. This change was reflected
by the music press of the time who began to ingastiand report on the blossoming
Manchester scene. Stockport writer, Paul Morleganeto champion Manchester as
he started writing in thBlew Musical Expresand, after a while, other music papers
began to follow suitMelody Maker on June % 1978, noted that the original
Manchester punk bands were now giving way to “alemumber of bands who can
justly claim to make up Manchester's second waVie the shape of such groups as
Durutti Column, The Fall and Joy Division. This mentum continued and more and
more bands, such as The Smiths and New Order, tarkeep Manchester at the
forefront of the national music scene. Even aspilvek and post-punk embers began
to die down in the late 1980s, Manchester expeeere third wave as the drug-
fuelled rave ‘Madchester’ era was heralded by bauth as 808 State, The Stone
Roses, Happy Mondays and James. Once again, tHe wation became entranced
by the City’s central role in the music world are thational music press produced
endless articles on the phenomenon. No longer didddester bands have to openly
declare their Northern origins to the world as bgwn*“the city had become
synonymous not only with successful pop groupsduéstioning, original groups,
groups fronted by larger than life characters plgycutting edge music...the city
was energised; of its own accord, uncontrol®dThe Buzzcock’s guitarist, Steve
Diggle, noted the importance of not being in thei@d4 and spoke of the importance
of his Manchester roots when he declared "Manchedign't have as many
distractions as London, and that moulded a lohafa&cters. You had to do it on your

own in a way, and it generated this energy that tfbin 1976.%°

In the punk and new wave eras, the titles or lyo€sa number of songs would
reference parts of the City, as seen, for exampldhe Fall’'sCheetham Hilland
City Hogoblins(“It's a large black slug in Piccadilly, Manches)eor The Smith’s
Rusholme RuffiansHeadmaster Ritual (“Belligerent ghouls run Manchester

schools”),Vicar in a Tutu(“l was minding my business, lifting some lead tfe

% A. Leyshon, D. Matless, G. Revilthe Place of Musi¢London: Guilford Press, 1998), p.20.
% A. Harries, “Manchester: riding the second wawd&lody Makey June § 1978, p.38.

" D. HaslamManchester, EnglandLondon: Fourth Estate, 1999), pp.128-9.

% www.smh.com.au/articles/2003/02/16/1045330464 teddoneclick=true
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roof of the Holy Name Church”juffer Little Children*Oh Manchester, so much to
answer for”) andMiserable Lie(“Just rented a room in Whalley Range”). Indeed,
The Smiths’ songs were noted as “creating imagasadte as iconic of Manchester
as the paintings of L S Lowry? or of deploying “the imagery of provincial norther
life...as a weapon against the cheap hedonism of areridanised southern
England.*®Also, the songs would reflect issues that were ngrklass and down-
to-earth and this became particularly accepted agamcunian trait’* In other
words, the music and Manchester itself combinethdocome intertwined. As one
observer put it, “Manchester is a dark, crampeddmidly city. It's no surprise then,
that so much of the music that comes from Britag&sond largest city has the same
damp, claustrophobic sountf?

And yet, whilst the new generations of Manchestards came to represent the City,
many of them still owed their development to ongtitation that had been created
and nurtured in a previous era. Although, as Dawsl&in has pointed out, such
bands were responsible for their own success &oge Idegree, (“There was nowhere
to play, so you booked your own venues. There wer&bels, so you started your

Own”) 103

they still needed a place to record and Strawb&tydios, with its
Stockport location, provided the perfect opportyfir Manchester bands to use and
to retain their City status. The list of bands wised Strawberry North is impressive.
The Buzzcocks, Joy Division, The Smiths, James &inel Stone Roses amongst
others all came to Stockport to lay down some sadtet, with their Manchester
connections already established on a global sttadee was no need for such bands
to openly declare their whereabouts when recordasgperhaps their Manchester
pride might suggest they should. The typical Mastéreunderstatement was proof
enough of a band’s locational identity and furte&planation of where the music
was being produced seems not to have been neetedloGation of Strawberry,
however, with its link to industrial Manchester,sxen important factor in later years
when many of the famous Factory Records acts usedviSerry as well as other
local studios. Factory’s ethos (“with the indudtmavolution as its model, Factory
played upon Manchester’s traditions, invoking ateithe images of the industrial

% “Manchester” http://en.wikipedia.org/wiki/Manchest

105 ReynoldsBlissed Out: The Raptures of Rp@kondon: Serpent’s Tail, 1990), p.24.

191 sara Cohen, writing about Liverpool music, notest the bands there were producing melodic pop
rather than “music of a harsher, angrier style’"@u 1991, p15.)

192R . Byrne, ‘Deathly Chill’, www.alexandria-pressmmovi_broj/joy_division.htm

193 b, HaslamManchester, EnglandLondon: Fourth Estate, 1999), p.113.
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North”)**was well-served by the use of Strawberry. A goxaheple is found in the
use of the Studio’s surroundings as the backdrogdg Division’s publicity shots in
July 1979. Whether accidental or not, the industaadscape behind the band
members in Figure 59 or the ugly street scene gurEi 60 were certainly symbolic

of the group, record label and recording studio.

Figure 60: Joy Division at the top of Waterloo R&4d

This relationship between the record label andistuas reflected in the original
script for the film24 Hour Party Peoplewhich was based on Tony Wilson and

194 http://en.wikipedia.org/wiki/Manchester, ‘Popubusic’
195 \www.enkiri.com/joy/pics/jd_stockport79_street6.htm
198 \smww.enkiri.com/joy/pics/jd_stockport79_street4.htm
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Factory Records, and included certain scenes ssetrawberry. Unfortunately, with
the studio long gone, the script was revised aadstenes re-set in Rochdale’s Cargo

Studios instead®’

A comparison with other British studios, their loliigs and locations, shows how
different they could be to Strawberry’s industisakting and how their environment
could come to represent contrasting approachesdording. Rockfield Studios, in
Wales, is an example of a studio in a rural setind one of the earliest descriptions
of it in the 1973 music press painted a vivid pietof the surroundings; “It’s rural,
very rural, at Rockfield. Straw’s trodden into tsieidio and the mixing room looks
like a 2F' Century milking room. In fact there’s a rumour ttis@ssions have been
brought to a halt at milking timeé® Simple Minds’ visit to Rockfield in the early
1980s shows the studio’s environment still intrigitbe music journalists and the
picture painted of it also provides a contrast wvifte more claustrophobic setting of
Strawberry in Waterloo Road; “A beautiful, balmynrsmer’s day earlier this year at
Rockfield Studios, a converted farmhouse tuckedyaimathe lovely, lush green
countryside near Monmouth in Walé$¥ The description of Richard Branson’s
Manor Studios in Kidlington, near Oxford, by popgp Helix (who visited in the
mid 1980s) also shows how studios could be founa more opulent and luxurious
setting: “As you entered the grounds from the main highwhgre was a small lake
which was illuminated at night by coloured floodgHts. The Manor had its own go-
cart track, an outdoor heated swimming pool covdrngdin enormous bubble, (so

you could use it in the winter)*

A New Narrative?

The recent historical analysis of punk’s emergandée mid 1970s has had to tread
a careful path between attributing sociological larptions to the wider punk

movement (or giving it “academic authority*j and a recognition that, for many,
punk was simply the “time-tried rejection of exigfirules and the rowdy voice of

change [and that] trying to read any more into pisks pointless and as futile as

197 \www . partypeoplemovie.com/film_sub.php?section=1i8saction=2&article_id=35

18 M. Plummer, “Rockfield — a breath of country aiMelody Makey January 201973, p.35.

109) "Cranna, “Sons and FascinatioSmash Hits1981, 1¥/30" September, p.31

10 \www.planethelix.com/History/h1987.htm

11173, Davies, “The Future of “No Future”: Punk roaidaPostmodern TheoryJdournal of Popular
Culture 29:4 (1996), p.3.
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making sense of adolescenc¢& Whilst some academics want to place punk in a
wider narrative (Simonelli, for instance, saw thevement as “the most outspoken

113 \whilst others have

effort to restore working-class values in Britisitk and roll
emphasised the influence of Situationist anti-comstism writers like Guy

Debord)** others, such as Redhead, have framed it pureljiinvia musical

narrative’™ However, one of the key features of the punk mamnwas the

iconoclasm that saw the total rejection of the mubiat had gone before. Such
attitudes became woven into the musical narratofes970s music and, looking at
Manchester specifically, became accepted as theitilef statement concerning the
lack of an early 1970s Mancunian scene. Contempoadivocates of the punk
movement were scathing of Manchester music in thdy €1970s and Andrew
Harries described the city as a “musical de$&tvhilst DJ/historian, Dave Haslam,

declared:

What was beginning to grow in those post-punk degs a strong attitude of staying
real, doings things in an uncompromised Mancuniag.wThis is in stark contrast

to the earlier parts of the 1970s, when much Igcathde rock music, pre-punk, was
rootless, bland, performed in a gutless style...Tlygsaps were so over-stylised, so
frilly, so blow-dried, it seems like rock music hatkerely become a branch of bad
hairdressing®’

Other writers, in general overviews of Manchestessity have also come to accept

and repeat this narrative associated with the d&R0s:

In the latter half of the sixties and the earlyesgties music seemed to sink into a
slumber across Greater Manchester. There were bifwadsmade an impact but
unlike in the first half of the sixties and theorr 1976 there wasn't much of a local
music scene. Those groups that made it duringptini®d did it on their own not as
part of a Manchester phenomen.

112 Chamberlain, “The Quintessential Punk”, (KirgstCanada: Department of Film and Media,
Queen’s University, 1995),
http://raymediaweb.freeservers.com/History%200f%2M620essay.html

13D, Simonelli, “Anarchy, Pop and Violence: Punkkd@ubculture and the Rhetoric of Class, 1976-
78", Contemporary British Historyl6:2 (2002), p.121

114 G. DebordSociety of the Spectacle and Other Filh®ndon: Rebel Press, 1992): T.
McDonough,Guy Debord and the Situationist Internationdlondon: MIT Press, 2002).

1155, Redheadlhe End-of-the-Century Party: Youth and Pop Tow&@8Q (Manchester:
Manchester University Press, 1990)

116 A Harries, “Manchester: riding the second waw&lody Maker June %' 1978, p.38.
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And yet, the study of Strawberry’s early yearspptd the punk explosion of 1976,
shows how the accepted narrative of the lack of andWester scene might be
considered to be misleading. The attitude of thad® had set up Strawberry
Studios, and even those who chose to use it, gisglenany of the stubborn, gutsy
and confrontational characteristics that were sapgoto be missing during this
period of a supposed lack of Mancunian pride, &edpeople running and recording
in Strawberry were very vocal in their feelings abthe studio. One of the earliest
spurs for those setting up Strawberry was the dppity to counter the perceptions
of the London-based music fraternity. In 1973, anesic paper reported that “Time
was when their friends laughed at the idea of aigrioom Stockport ‘making it'.
They laughed all the more when 10cc said they Wweneg to start a local studio that
would be as good as any in the worlé®"This was reinforced one year later when
one of the recording studio trade journals noteat tiPete Tattersall says people
thought he was mad when he said he was going to @géudio north of Wormwood
Scrubs. Quite a way North, actually — Stockporthtw¢ going to record there?’ they

asked him. ‘We will’ he said**°

As early as 1970, when the embryonic 10cc were knasvHotlegs and were riding
high on the back of their one hiN¢anderthal Ma)) they made a real effort to
promote the Northern origins of the record. Theybasised tMMelody Makertheir

desire to challenge the Capital when they said:

London has been the centre for God knows how Idi@hody has been able to
record elsewhere if they wanted success. But nowreg@roducing a hit sound from
up here, which just shows that it can be d&ne

a point picked up by other music papers too: “Hystlare very enthusiastic about the
Strawberry set up and they hope it can be the staatbreakaway from London as

the one recording centre in Britain. Lol interjett®ur foremost reason for making

the record was to try and establish the Studi®tackport, Manchester*#

And they also ensured that the studio’s home toalipe{t Manchester, rather than

Stockport) was credited on the record label (sgar€i61)

19R.B., “You've Heard the Rumours About 10cBeat InstrumentalSeptember 1973, p.20.
120 3. Dwyer, “Around the Studios: Strawberry, Man¢bgs Studio Soundluly 1974, p.68.

121 A Means, “Hotlegs — hotfoot to the top¥elody Maker July 25" 1970, p.16.

122 R Carr, “Hotlegs’ hit more atmosphere than samysd ol Creme”New Musical Expressugust
2211970, p.14.
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Figure 61: 1970 record label crediting Strawberru&ios>?

Other artists, too, were happy to use the Studib @eclare their appreciation of
Strawberry’s location. Barclay James Harvest natet972 that," Most of the time
we’re happier away from London. I think it is reéen to say we don’t have to come
to London to be a succes$® By 1973, once 10cc had been created and were

starting to hit the charts, they continued to chiamphe studio and its location:

Being in the North helps us to think more cleahtyLondon we’d probably have all
the wrong influences. We'd get seduced by ideasvibaldn’'t be good for us. Here,
we know what's right for u¥>

Others also noticed the band’s stance of puttistadce between themselves and the
Capital, saying they werganything but slaves to the trends and stultifyimgnbss
which afflict the London music busines$®

When they looked back at that period later on @ 1B70s, 10cc were still adamant

that the geographical location of Strawberry hadpbdw them make a definite

123 Author’s Private Collection.

124«Barclay James: So who needs Londo®&lody Maker May 27" 1972, p.41.
125 R. Williams, “C.C. Riders"Melody Maker April 14™ 1973, p.39.

126 R. Williams, “Rubber Bulletin’Melody Maker June 2% 1973, p.8.
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statement about their intentions; “The studio iac&port, as well as helping us, was
to help other musicians who, like us, were getfedjup with having to go down to
London and having to pay London prices for studioet™?” Strawberry’s owners
had a vision that would extend the influence ofhbibte studio and the town itself
when declaring, “Staffmen at Motown had a good Maw it's Stockport with the
will to stretch the pop sond®

Although the final choice of Waterloo Road was,stame extent, accidental, the
character of the building and surrounding area igiex the studio owners with an
interesting selling point. 10cc’s desire to promobeir roots and attitude was
reinforced by the Northern industrial spirit evokleg Strawberry. This point was
emphasised by 10cc’s Graham Gouldman, looking ba@006, when he suggested
that the band’s whole ethos, from writing to re@ogd had "something to do with
coming from the north of England and a working-slapbringing.** This ethos
was also apparent when 10cc were considering expgride Studio in the mid-
1970s, as noted by one journalist who spoke tcefistl in 1975:

Strawberry people don'’t like to rush into thingsey won’t let themselves be tied
down by merchant bank cash. Hence, they earn mbefgyre they spend it. This
philosophy built the studio from a mono tape reeordnd it's still good when
expanding from 16 to 24 track’

And it was not just the major artists who were afolenake use of Strawberry’s
facilities but also local musicians who would notmally get the chance to record in
such professional surroundings. Major names suctDes, The Mindbenders, Paul
McCartney, Neil Sedaka and the Bay City Rollers Midae sharing the studio with a
number of South Manchester artists like ImpatiSt Winifred’s School Choit*?

Bryan and Michael and Porch Party. Strawberry octort could equally be home

to the international superstar and the local anndiend.

Ironically, Strawberry’s continuing role in the Marester music scene came about
as the Studio’s co-owners and key protagonistse¢,1faeind themselves having to
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131 B, LomasWhen Stockport Rockg8tockport: Neil Richardson, 2001), p.14.

132 Stockport Expres81™ December 1980, p.31.
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create a new studio because they could no longet &ny time to record in

Stockport. Although they did not go as far as gitiheir new studio in London, the

fact that it was in Dorking (Surrey) was a blowalbthose who had always seen the

band as being irreversibly linked with Strawberrortd (as it now became

known)*® The fact that the band were quoted as saying ¢érgre of the music

business in England is in London and we've gotdegkin touch with what's going
1134

on...It would be very easy to get isolated and we dernt that’;”" was seen by

some as a rejection of their traditional Northerats.

In essence, whilst the post-punk artists and preduased lyrics and personalities to
focus the media on their roots, bands such as ddcthe opposite and attempted to
play down their own image and personality and p8slawberry with an effacing
Northern attitude through the many Strawberry-aghjuotes that they made in the
early 1970s. Whilst their pop-oriented music migave been the antithesis to that of
a number of artists from 1976 onwards, the punkatige that states that bands like
10cc are representative of an era where there wa®gional pride or collective
Northern spirit is way off the mark. In an era oidrAtlantic music and glam-rock
extravagances, the ordinariness of 10cc, as showthédr lyrics and appearance,
marked out their Northern origins. In the same wWaat later bands such as New
Order were credited with being “willing to put théiard-earned back into their home
city”,**® 10cc’s contribution to Strawberry (“there are fether bands who have
ploughed back so much of their income into equigpheir own studios on the scale
that 10cc have don&®) cannot be underestimated. Whilst some have stepjésat
Manchester was a musical desert in the early 19¥ids,little or no regional pride,

Gary Herman, writing in 1973, offers a differentgmective:

Once upon a time, Manchester was best known tpdp#&ock world as a big town
about 30 miles east of Liverpool...The story of 18od Strawberry Studios is really
the story of pop in Manchester from the early sxtiintil today. Starting tomorrow,
it may be another story altogether — Lol Creme, iK&vodley, Graham Gouldman

133 Indeed, looking back in 2006, one commentator ritest 10cc as having been “hermetically
sealed” in Strawberry between 1972 and 1976 (ReLe€lever Clogs are Cool At Lastaily
Telegraph November 2 2006, p.35)

%4 1. Doherty, “10cc: We're the missionariedMelody Maker September 201975, p.9.
133vww.manchestereveningnews.co.uk/entertainment/rrasic_and_pop/s/79/79430_new_order_bi
ography.html

1% G. Tremlett,The 10cc Story(London: Futura Publications, 1976), p.116.
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and Eric Stewart, who are 10cc and Strawberry 88,dill insist that what they are
doing now is the most personally significant thihgy have ever doré’

This suggests that the surviving punk narrativélahchester’s musical desert is too
narrow and that Will Straw’s less rigid definitioha music scene (“a space in which
a range of musical practices co-exist)would allow for the period of the early
1970s, and specifically the activity centred ora®trerry, to claim some part of the
Manchester music scene in much the same way tbdtldélcienda nightclub is often
credited as being an integral part of the ‘Madatrestcené® in the late 1980s.

When the contribution of Strawberry to a numbergeherations of musicians is
taken into account, then the early 1970s was ddtgignificance to the Manchester

music scene, as was Manchester's ‘satellite’ tov@toekport:*°

Conclusion

Rather than simply being a shell that remainedtima@nd passive for twenty-five
years, the brick building at 3 Waterloo Road, ahd space inside it, was an
important element in Strawberry’s story, a netwofkgeography, architecture and
design. The décor, layout and location were alk abl contribute to the statement
being made by the building and this statement wstlat could subtly change over
time. For instance, looking at 10cc’s use of thed&t between 1970 and 1976, the
same building could be ‘home’ to them at one poirtime but then change within a
few years to become a “garréf? with the connotations of separation, of being
under siege or of being stiflédf Additionally, the very same space that could come
to represent one particular era and style could #ien accommodate those who
openly opposed and derided that representationlstMine views of many of the
post-1976 Manchester musicians mirrored those o€ Hall's Mark Smith
(“Manchester bands were like The Hollies, FreddieTBe Dreamers, 10cc, The

Buzzcocks — it's all the same fucking vein. All @iclean-cut lads singing about

137 G. Herman, “10cc and Strawberry Studios Forev@&®gproduced ifThe 10cc Scrapbook Volume
3, The 10cc Fan Club, 1996).

138 \W. Straw, “Systems of Articulation, Logics of Clign Communities and Scenes in Popular
Music”, Cultural Studies5:3 (1991), p.373.

139 Martyn Walsh, bass player of the Inspiral Carpeé¢sjared that “what encapsulates the Madchester
era was the Hacienda, 1987-88 before anythingyreathe overground”
(www.drownedinsound.com/articles/6117.html)

10 History repeated itself in 2004 when Badly DrawasyBafter recording in Los Angeles, wanted to
“come home” The Independent Magazinkune 12 2004, p.18) and chose to record at the Moolah
Rouge Studios in Stockport.

141 ¢. Irwin, “Splash down for 10ccMelody Makey August 26' 1978, p.31.

1424d begun to find Manchester a bit stifling’ satewart.” L. NewtonThe Worst Band in the
World: The Definitive Biography of 10cfi.ondon: Minerva Press, 2000), p.123.
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love. We deliberately went out of our way to aviiat”),**?

they would still make
use of, and benefit from, what was, in effect, fgsical embodiment of 10cc’s
commercial success — Strawberry Studios. This veasgnised inCity Life (a
Manchester publication) which noted in 1991 “It lst&sod the test of time to become
more than just a studio space. Instead it exis@snasspiration for both new bands

and new industriest**

The location of the building was also a major factoot just in its successful
development, but also in its contribution to theyvita which the Studio has been
remembered since its closure in the early 1990silstVthe building’s visually-
mundane industrial Northern placement both settdhe of the Studio’s approach
and provided an interesting contrast to the peetkiglamour of those artists using
the building and the advanced technology insidalsi® allowed Strawberry to play
its part in the much wider battle between provihamasic and the ‘Londoncentric’
music industry. Its setting also affected the wayvhich the Studio interacted with,
and was remembered by, its local community. Forymnaimo passed the immediate
vicinity of Strawberry’s exterior, items as mundasethe street furniture outside the
Studio could come to represent Strawberry almoshash as the building itself. In
much the same way that the zebra crossing on ABlo&yl has almost becontiee
visual representation of that studfs,people’s memories of Strawberry are now
often related to simple items and things, suchtasding at the bus stop outside the
building, sitting on the steps of the Studio, tlelpng red paintwork of the door or,
for those who recorded there, the cork tiling oa tontrol room walls. How the
town of Stockport itself has commemorated this mgmaf Strawberry will be

explored further in the final Chapter.

143 \www. prideofmanchester.com/music/Fall.htm

144 City Life, October 2% 1991, p.17.

195 Abbey Road’s online shop sells zebra crossindrtssand caps and has a webcam pointed at the
crossing as well (www.abbeyroad.co.uk).
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Chapter 7: Conclusion

What began with the simple aim of raising the histd profile of the British
recording studio, by producing a conventional histd narrative of the industry’s
development from the 1960s to 1990s, soon progidssallow for an analysis of the
industry’s self-perception and a study of those im@uages being presented to the
public. Leading on from this, mindful of the worktbose such as Bruno Latour who
have studied science and technology from an outsidperspective, using
Strawberry Recording Studios as an example, therdew studio was then
deconstructed into its three main components (&@olgy, architecture and the

human element) in order to study each of the né&twtyands individually.

Given the fact that the technical capability of mdweproduction was discovered as
late as the last quarter of the nineteenth centuiynot surprising that the recording
studio industry should be so closely linked witlchieological advancement. The
advent of multi-tracking and digital sound are jtvgd examples out of many which
have shown how technology could be the driver @ngje in the recording studio
from the 1960s onwards. Not only did the studiocspdself alter, through
partitioning and separation, but the actual recwydoperation evolved too as
recording sessions lengthened and fragmented ancktlording studio itself became
an extra instrument in the process of music creaf@r those outside the industry,
the studio technology seemed exciting and comgdand this study has shown
how the studios came to be visually representecither technically impressive
items such as the mixing desk or by simple, tingef@eces such as the microphone
and headphones. What has also been shown is thdahttcthe introduction of
technology could, in reality, be cautious and clta@s seen with the hesitant and
confusing advent of digital recording. Also, teclogy could be as much driven as
driver, particularly by those developing or utitigiit, as in the example of the birth
of Godley and Creme’s gizmo or the preference afkponusicians for basic, rather
than advanced, technology. In essence, this stiidy recording studio is not so
much an investigation of technological developmdmi$ rather of technology’s
interaction with the other networks surroundingat, studying technology in its

setting.

Indeed, one of the prominent conclusions to be driram this study is that it was

the industrial, social and creative aspects ofitinman element combining with the
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surroundings and technology of the studio spacehwbieated the unique nature of
the sound recording studio. This is best summedywprvo quotes from different
phases of Strawberry’s history: Firstly, when Ggdend Creme recorded their
Consequencealbum there in 1976 they emphasised the importaricboth the
technology and human interaction and endeavor ey stated immediately after
finishing the album that “To us, doing Consequengas like a laboratory of music,
a scientific experiment but instead of being baiit fact, it was built on emotiort.”
Secondly, producer Martin Hannett seemingly hadabiity to bring together the
artist, the technology and the studio itself, ateddoy engineer John Pennington,
who had worked with Hannett at Strawberry in the8Q€® “He was an audio
alchemist and could create depth within a recortiagd captured the surroundings of
the performer, not just the performanéeEqually important was the Studio’s
geographical location, particularly in an industivat was, like the music industry
generally, concentrated mainly in London. Strawygerlegacy is that it challenges
the conventional understanding of Manchester aswsical desertprior the arrival
of punk. The Studio’s presence, imbued with manyhef attitudes and ethics that
were accepted as key features of the prominent Mester music scenes of the
1970s and 1980s, might be said to extend the biegsrof the City’s pop musical
narrative back as far as 1967, rather, than as Wilson suggested, 1977.

However, whilst the application of Latour's Actoetwork Theory to the recording
studio, and subsequent examination of the vari@iwaorks that comprised it, were
key elements of this investigation (and could, hedry, provide a framework for
research into other industries), the actual prooésfudying Strawberry Recording
Studios and the evolving historical landscape adoitnhave been equally as
interesting. For instance, the research took placea period of increasing
historicization of popular music, characterisedtty 1990s releases of the Beatles’
Anthologyseries of television programmes, book and alburhitwprovided the
public with a glimpse of the progressive musicalrjeey undertaken by that iconic
group. As far as the actual music was concernedimithologyreleases presented a
number of the Beatles’ tracks in various stagescaristruction and also those

‘human’ moments when mistakes occurred or the ddegrwas interrupted for some

1 H. Doherty, “The Things We Do For ArtMelody Maker September 241977, p.45.

2 www.mymanchester.org/manchester/fe-music_interj@w-pennington.htm

® A. Harries, “Manchester: riding the second waw&lody Makey June % 1978, p.38.

*“The scene lasted for 20 years, from 1977 to QaBisHaslam, “Northern Soul: ManchesteNew
StatesmanJune 21 1977, www.newstatesman.com/200706250031
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reason, such as “laughter during a chorus or Paaltsg that he couldn’t play
without his plectrum o®ne After909.” With the firstAnthologyCD® deemed to be
of “historical significance® and the bockdescribed as “Biblicaf”’ the Anthology
series saw record companies begin a “headlong twughe archives, in a bid to
exploit unreleased and often incomplete matefiaif other artists. Examples of this
were bands (Genesigrchive 1967 — 19760x set' and Gary Numan’érchive),*?
specific record labels (Island Recorti®r Vertigd® for instance) or individual
producers (such as Martin Hanf2tand George Martin)® Additionally, the
archivization of music, possibly dented by theufgl of Sheffield’s National Centre
for Popular Music at the end of the 1990s, was taabism 2004 by the creation of the
Manchester District Music Archive (MDMAY, one of whose stated aims at the time

it was launched was to promote all aspects of Masteln music:

Imagine a place where you can find and listen &ryepiece of music ever made in
Greater Manchester. Imagine an interactive jourtiegugh time where posters,
fanzines and films jostle for your attention. Wenivéo shine a torch into long-
forgotten corners of our history. We want to shabout the jazz boom of the ‘50s
and the beat clubs of the ‘60s. We want to recrédaepetulance of punk and the
high of the Hacienda in a cutting-edge museumdsidents and visitors alik&.

Although the MDMA's long-term plan is still to find physical space in which to
exhibit Manchester’s musical artefacts, they haweas limited themselves to an
online archive of photographs, videos and storresny of which have been
uploaded to the site by those who have visitéy it.

What has been of most interest throughout thisopest research, though, has been,
the journey that Strawberry Studios itself has talkem what historian Pierre Nora

called milieux de remoire (‘real environments of memory’) tleux de ramoire or

® The GuardianNovember 2% 1995, www.guardian.co.uk/thebeatles/story/0,,6063% htm|
® parlophone, 1995, CDPCSP727.

" The GuardianNovember 2% 1995, www.guardian.co.uk/thebeatles/story/0,,60683 html
® The BeatlesAnthology (London: Weidenfeld Nicolson, 2000).

° The Sunday Timeblovember 26 2000, p.50.

°The Sunday Timeslovember 8 1997, p.18.

1 Virgin, 1998, CDBOXB6.

'? Rialto, 1997, RMCD205.

13 Strangely Strange but Oddly Normal: An Island Aldbg 1967-1972(Island, 2005, 9822950).
' Time Machine: A Vertigo RetrospectiWertigo, 2005, 9827982).

15 Zero: A Martin Hannett Story 1979 — 199Big Beat, 2006, CDWIKD270).

' produced by George Martin: 50 Years in RecordifRarlophone, 2001, 3754862).

7 www.mdmarchive.co.uk

18 \mww.redcafe.net/showthread.php?t=55949

9By July 2007, over 2,600 artefacts had been upgldad the site.
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the symbolic ‘sites of memory’ which eventually bete the focus for those in the
present day. For Nora, history and memory wereanptdifferent:

Memory and history, far from being synonymous, apgew to be in fundamental
opposition. Memory is life, borne by living socegifounded in its name. It remains
in permanent evolution, open to the dialectic omeebering and forgetting,
unconscious of its successive deformations, vublerao manipulation and
appropriation, susceptible to being long dormartt periodically revived. History,
on the other hand, is the reconstruction, alwagblpmatic and incomplete, of what
is no longer®

As far as Strawberry was concerned, whilst ther®ss was an ongoing concern (or
in the years immediately following its closure)etbommunity (such as those who
worked or recorded there) ensured that the Studiviisy memory was maintained
and perpetuated, as shown, for example, by Mowig¥bde Smiths) who, when
asked, remembered Strawberry with the simple lineofie day in Stockport to
enliven history.® Interestingly, many of the quotes used by thos&timwberry
during its early days invoked memories of the prasi industrial uses of the
Waterloo Road building, as though attempting tovjate the fledgling business with
some kind of permanence of status through its gigseest. Likewise, the success of
many recording studios in general was (and actusillyis) often based on artists
wanting to use the very places where previous dsctvave been made. Charlie
Watts of The Rolling Stones, for instance, notedt ttne highlight of his visit to
Alabama’s Music Shoal Studio was not so much thendkit unusually placed on a
riser but more because of “all the guys who hadkedrin the same studio. | just
placed my drums in the place where Roger Hawkiesl s have his kit*

Back at Strawberry, Neil Sedaka asked to use thdicsin 1973 after hearing the
sound quality of Hotleg’s 1970 hit single and Therj@&nters specifically requested a
visit to see where 10ccldn Not In Lovehad been produced. Likewise, Julian Shore,
of the pop group Grind, noted how they were “farrenamazed to be in the same
place that had recorded 10cc, Sedaka's Back?&the fact that, in 2004, composer
Joe Glasman could remember two things of his v@iStrawberry twenty years

24

earlier, namely the sound desk and “the sensestbryi”* he felt when using the

Studio, is proof of the developing status develofsd Strawberry’s personnel.

2P, Nora, “Between Memory and Histotyes Lieux de MémoiteRepresentation®6: Spring
(1989), p.8.

I R. Boon, “Morrissey — The Catalogue”, http://foeeill.com/interviews/post87/catalog.htm
22D, Loewenstein and P. Dodéiccording to the Rolling Stong@.ondon: Phoenix, 2004), p.135.
23 Julian Jay Shore, email’une 2005.

4 Joe Glasman, email®'Duly 2004.
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Indeed, the wider musical community honoured thedits status when Harp
included Strawberry in itfRock Gazeteét and then awarded it a ‘Harp Beat’
plaqué® to place outside on the Studio wall. Interestingiyrawberry’s memory
could also be used by others in order to delibbrdigboricate or validate other
histories. For instance, in the early days of paqug Take That their manager, Nigel
Martin-Smith, circulated the story that Mark OwemdaGary Barlow had originally
met at Strawberry, where Owen had worked as teadbolyis 2006 autobiography,
Gary Barlow noted that whilst Owen had worked at®berry, he had not initially
met him there at all and suggested that Martin-Bmiais “just reinventing our
history to make us sound more interestigand using the Studio’'s status to

authenticate the tale.

However, as Nora pointed out, these ‘environmehtaemory’, created, perpetuated
and shaped by the communities involved, are lidblelisappear over time. He
argued that “the less memory is experienced froenitkide the more it exists only
through its exterior scaffolding and outward sigffsWhen Strawberry Studios
closed down in the mid 1990s, 3 Waterloo Road reathiand was divided up
internally to form new office space. However, tlppe@arance of the building from
the outside only changed slighthand the visual reminder of the Studio’s existence
remained, a memorial to those who had used or pstrwalked past it, or in other
words it became more ofli@ux de ramoire This retention of such a visual reminder
is one aspect that undoubtedly spurs many consamsats on when they attempt to
save buildings, or at least save the facades ottsties. The work of a myriad of
Building Preservation Trust bodf@sacross the United Kingdom is testimony to the
desire to preserve architectural heritage wherpussible. And when demolition of
buildings does occur, although memories are stibmpted by photographs,
memorabilia, video footage and other reminderspthesical presence and impact of

buildings on their surroundings is removed and. lost

% P, FrameHarp Beat Rock Gazeteer of Great Britajhondon: Banyan Books, 1989).

% “There were 22 in total, usually given to very fams names in rock, to commemorate a moment in
rock history.” http://www.lespayne.com/about_lesnient.htm

2" “Nigel claimed that we had met at Strawberry Stsdivhere Mark had worked as a tea boy...1
suppose it was just reinventing our history to ma&eound more interesting.” G. Barlow (With R.
Havers) My Take (London: Bloomsbury, 2006), p.74.

8P, Nora, “Between Memory and Histotyes Lieux de MémoiteRepresentation®6: Spring
(1989), p.13.

29 Musician Andy Couzens (of The Stone Roses andHigk) noted, “The building is still there.
Externally it doesn’t look any different, but insid’s offices.”,
www.kolumn.co.uk/thehigh/biography.htm

%0 www.ahfund.org.uk/advice_bpt.html
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For Nora, one of the prerequisites fonlieux de rimoire to becomelieux de
mémoire is that “there must be a will to remembérin order to replace a
community’s memories with “the rhetoric of commestin.”® In Strawberry’s
case, such a will to remember has become incrdgsapparent over the last few
years, as typified by this study and the work aiou#s other people. For one Matrtin
Hannett fan, an internet discussion of that prodsicgork in Strawberry provoked

this response:

| wonder what's standing there now in Englandt 8till exists as a studio. I'd love

to stand in that studio even for 5 seconds. | doare if it's turned into some cheesy
restaurant now or something. I'd love to be witthiat space. | don't care if it's just

a bur;?%h of rubble of broken walls and ceilings amecks. I'd love to stand in that

space.

For one local musician, James KirBythe twenty-first anniversary in 2001 of the
recording of Joy Division's.ove Will Tear Us Apaft at Strawberry demanded that
he produce his own commemoration of that song bgrceng a new version on the
actual steps outside the Studio buildiidind, in 2002, the building’s owner, Julien
Bromley (who had taken over managing the propexiynfhis father), noticed that
many people in the town still referred to the bmigdas Strawberry Studios even
though the business had ceased trading nearlydars yreviously. He thought it
would be both a nice tribute to the building’s brgtand a lure for potential clients if
he marketed the property (see Figure 63) usingSth@wvberry name and, in 2003,
this was placed on the outside of the building (Sgere 62).

3P, Nora, “Between Memory and Histotyes Lieux de MémoiteRepresentation®26: Spring
(1989), p.19.

%23, Legg, “Contesting and Surviving Memory: Spadation and Nostalgia ihes Lieux de
Mémoire’, Environment and Planning,[23:4 (2005), p.493.

3 \www.paxacidus.com/bb/viewtopic.php?p=21301&sid-3e99ce0501809c53331920c3629
% http://en.wikipedia.org/wiki/V/Vm

% Joy Division,Love Will Tear Us Apart These Day$Factory Records, FAC23, 1980).

% Sick Love Will Tear Us Apaft_ove Has Torn Me ApafV/VM Test Records, VVMT21, 2001).
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office Suites |
i 400 to 200050t

With Parking

Figure 62: The exterior of 3 Waterloo Road in 2803

To Let

69.6 & 97.1 sq.m (749 & 1,045 sq.ft)
Well appointed, office suites with car parking and forming
part of the famous, former Strawberry Recording Studios.

Conveniently located in Stockport town centre within a short walk
of the Magistrates Courts, Town Hall complex and rail and bus stations

Strawberry Studios
3 Waterloo Road, Stockport

Benefiting from internal redecoration, carpeting, fluorescent lighting,
well maintained common areas, intercom door release system and heating.

'COMMERCIAL PROPERTY AGENTS AND ADVISORS

0161 480 3880

www.buckleycommercial.co.uk

Figure 63: 3 Waterloo Road ‘To Let’ advertisent&nt

37 Author’s Private Collection.
38 Author’s Private Collection.
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And, finally, Stockport itself also began a proceésommemorating Strawberry’s
presence in the town. When it had been an ongaangezn, although there was a
certain amount of pride in the town’s associatiathwhe Studio (10cc, for instance,
were referred to as “the sons of Stockport AD 19%2feferences to Strawberry
were either limited to adverts placed in the townfficial Handbook or to the
occasional article in one of the local newspapBysthe time the Studio was closing
in the early 1990s, it was included in a seriedHadtory Trail worksheets being
produced by the Council’s Education DivistfBrmnd, by the end of that decade, the
introduction of Stockport Council’s internet histotrail,** and the inclusion of
Strawberry? in it (albeit with a number of factual errors)sther promoted the link
between town and Studio. When planning began fertdwn’s new museum in
2004, a conscious effort was made to look for ctitbes beyond Stockport’s more
traditional industrial heritage, such as cotton aatting, and to “talk about modern
Stockport in a fresher way, maybe attract new angdie by selecting different kinds
of objects and perhaps having forms of interpretathat are less traditionaf>"One
area that the Museum’s archivists were keen tadelwas Strawberry Recording
Studios (“although extremely important in its owght | feel that it will have huge
appeal for our visitors?f and, having come across the website for this relean
the Studio, approached the author for advice ort wiight be included. By the time
the ‘Stockport Stof? museum was fully open in February 2007, one casthe
contemporary collection area was dedicated to thdi@s history and contained a

variety of items associated with Strawberry.

The final, and most symbolic, act that marked Sheww’s conversion tdieux de
m¢émoire came in 2006 when the Stockport Heritage Trust swearded a Lottery-
funded ‘Awards For All' grant of £9,146 in order tmstall ten new blue plagues
within the town™® (plus an accompanying information guide) to commgat the
fifteen plagues already in existence in Stockp®tie Trust, aided by Stockport

Council and thé&stockport Expresgiave the town'’s residents the chance to vote on a

% Stockport Expresdpril 10" 1975, p.13.

“0 Stockport Education Authorityistory Trail Number 10 — Waterloo Roah993.

“I www.stockportmbc.gov.uk/trail/Map.htm

2 www.stockportmbc.gov.uk/trail/strawb.htm

“3 Joanne Brown (Collections Access Officer, Stockptaritage Services), email 11.2.2005.
4 Joanne Brown (Collections Access Officer, Stockptaritage Services), email 5.1.2004.
4> www.stockportstory.org.uk/

6 www.awardsforall.org.uk/england/northwest/grantmaries_oct_nw.xls
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list of twenty-one potential recipiefifsof a blue plaque, with one Councillor
commenting "These blue plaques are a celebraticmuohistory and heritage. It is
only right that the people who live and work in &port have a role to play in

remembering what makes Stockport so unidfie.”

When the results were announced in February 20@ver sites were chosen to
receive a plaque (there was a tie for tenth place)uding Strawberry Recording
Studios, with Kevin Dranfield of Stockport Heritageust declaring “The plagues
chosen by the public show a varied, exciting salacof sites across the Borough
which obviously have deep meaning to the peopleéStaickport. From historic

Lancashire Bridge to Strawberry Studio, they sp@® ears of our history...*?

Indeed, the variety of sites chosen by the peopl&tockport reinforces Nora’'s
assertion that it is possible fbeux de ramoire to become part of a wider network
and to show “the existence of an invisible threa#tihg apparently unconnected

0

objects™ with, in this case, civic pride being the commamaminator underpinning

the various chosen recipients.

The official award of Strawberry’s blue plaque waarked by a ceremony on May
2" 2007 (see Figures 64-67) which, as well as resgipienty of media attentiot,
highlighted the importance of the human factorha Studio’s history. Firstly, the
building’s current owner, Julien Morley, was kedmatt Eric Stewart and Peter
Tattersall should perform the actual unveiling lé plague given the role they had
played in the Studio’s development. Secondly, & teremony itself, Tattersall
insisted “it was the amazing people who came thmoogr doors that made it

special®

whilst Stewart, although unable to attend the activeiling, asked that
the following message, which concentrated more tnawberry’s location and

human element than the technology, be read out:

“7 http://interactive.stockport.gov.uk/blueplaque#plaquechoices.aspx

“8 Stockport ExpresdNovember 29 2006,
www.stockportexpress.co.uk/news/s/220/220504_blliagues_will_be_history_in_the_making.html
%9 Stockport Expres$-ebruary 7 2007, p.11.

0P, Nora, “Between Memory and Histotyes Lieux de MémoiteRepresentation®6: Spring
(1989), p.23.

*l Granada ReportandChannel Mboth carried the event on their evening news biniehat day.

%2 www.stockportexpress.co.uk/news/s/527/527568_Ipllague _honour_for_music_landmark.html



212

I am truly sorry that | can't be with you in perdon the unveiling of this plaque, a
very gracious honour. Stockport has a huge placsyimemories and the history of
English music wouldn't have been the same if 1@anh created their many hits at
Strawberry Studios Stockport. Peter Tattersall lamad some hairy moments asking
the local banks to finance us in what was a veegarious age for lending money on
an unknown business proposition! Thank God they didl we got Strawberry up
and running at Number 3 Waterloo Road.

We had some very weird companies in the buildimmn@lthe ride through the
1970's, the strangest being Kesman fashions oArtd-loor......they specialised in
some very questionable underwear; | remember sdrtteedadies (!) who popped

more!ll Thank you so much for remembering us ané@vterry Studios in this
wonderful way, and my best regards to all who péasgiseugh our doors.

From being on the periphery of history, commematataly in a brief note on a

record sleeve and largely ignored by the publi@ themory of Strawberry

Recording Studios has been revived in recent yieasnumber of ways or, as Nora

termed it, there has been an historical “reawalggffnfor the Studio. And rather

than just being an isolated investigation into rdogg studio history, this academic
study of Strawberry might be thought of as being p& the much wider process
which has been undertaken by the “thousand diffét2mpeople that Samuel

identified as being involved in historical researoiotivated by what Nora saw as

“an impalpable, barely expressible, self-imposedda.[and by] what remains of

our ineradicable, carnal attachment to these fagtetbols.®®

%3 Eric Stewart, email, 27.2.2007.

** P, Nora, “Between Memory and Histotyes Lieux de MémoiteRepresentation®6: Spring
(1989), p.24.

%5 R. SamuelTheatres of Memory Volume 1: Past and Present imt&voporary Culture(London:
Verso, 1994), p.8.

P, Nora, “Between Memory and Histotyes Lieux de MémoiteRepresentation®6: Spring
(1989), p.24.
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Figure 65: Peter Tattersall interviewed by Chankeht the unveilingf

7 Author’s Private Collection.
®8 Author’s Private Collection.
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Figure 66: The Strawberry Studios blue platjue

Figure 67: Peter Tattersall's speech at the plagueeiling®

%9 Author’s Private Collection.
€0 Author’s Private Collection.
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Chronology of Strawberry Recording Studios

1967

Inter-City Studio, Stockport, taken over by Petattérsall
Eric Stewart (The Mindbenders) became partnerteriGity
Name of Studio changed to Strawberry RecordingiSsud

1968
Studio relocated to Waterloo Road, Stockport
Local songwriter Graham Gouldman became partn8tudio

1969
American ‘bubble-gum pop’ company Kasenetz-KatzbddK operations at
Strawberry, using Stewart, Kevin Godley and Lol@eeas musicians

1970
Hotlegs (Stewart, Godley and Creme) reached Nuloethe UK Charts with
Strawberry-recordeNeanderthal Man

1972
Strawberry co-owners (Stewart, Godley, GouldmanG@raine) formed 10cc

1973
10cc reached Number 1 with Rubber Bullets

1974
Paul McCartney recorded at Strawberry with histeoMike McGear

1976
10cc left Stockport to record at the recently-opeS&awberry South (Dorking)

1979
Joy Division recorded at Strawberry

1980
Strawberry opened second studio (Strawberry 2)sadrom Waterloo Road

1983
The Smiths recorded at Strawberry

1984
Strawberry 2 sold to Yellow 2 Studio

1986
Yellow 2 took Strawberry over but retains Strawerame

1988
Strawberry business consolidated into one site ¢vitai Road)

1992
Announced in local press that Strawberry now omling used for video production

1993
Strawberry closed down



216

Glossary of Names

Tony Cockell
Strawberry’s technical adviser and co-founder afiida Sound, the company who
designed and built Strawberry’s fourth mixing-daskhe mid-1970s

Lol Creme
Resident Strawberry musician/partner 1968 — 72ra@chber of 10cc 1972 - 76

Ric Dixon
Early Strawberry partner and 10cc manager

Kathy Gilbourne
Strawberry secretary in late 1960s and early 1970s

Kevin Godley
Resident Strawberry musician/partner 1968 — 72ra@chber of 10cc 1972 - 76

Graham Gouldman
Partner and resident Strawberry musician 1968 antmember of 10cc 1972 - 96

Martin Hannett
Record producer and Factory Records co-founder

Tom Hidley
Westlake studio designer who designed Strawbecgrdgrol room in the mid 1970s

Jonathan King
Owner of the band'’s first record label (UK Recordsll the person credited with
naming the band 10cc

JulieMcLarnon
Strawberry engineer in the late 1980s and earl¥499

Julien Morley
Current owner of Strawberry’s Waterloo Road buigdin

ChrisNagle
Strawberry engineer/producer late 1970s to eardp49

Jon Pennington
Strawberry engineer/producer from the mid 1980satdy 1990s

Kathy Redfern
Strawberry secretary in mid 1970s

Pauline Renshaw
One of the original partners in Inter City Studios

David Rohl
Strawberry engineer/producer in the mid 1970s
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Richard Scott
Strawberry engineer/producer 1976 - 1992

Eric Stewart
Strawberry co-founder, resident musician/engineedipcer and member of 10cc
1972 — 1996.

Richard Swettenham
Co-founder of Helios Electronics and designer ofye@trawberry mixing desks

Peter Tattersall
Strawberry co-founder, resident engineer/produndrraanaging director until 1986

Nick Turnbull
Strawberry owner and managing director 1986 - 93

Zeb White
10cc road manager

Tony Wilson
Factory Records co-founder
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Appendix 1:Stockport Expresdpril 11" 2007, p.36.

Heritage landmar
famous mu

by Victoria Morley

HE news that

Stockport's leg-

endary Strawberry

Studios will be hon-
oured with a blue plaque
next month has been well
received by one of the
recording studios biggest
champions.

Peter Wadsworth, 43, of Great
Moor, was -absolutely thrilled
when he discovered that
Strawberry's role in the history of
Stockportwould be commemorat-
ed with a heritage plaque, and
now wants to bring together those
people who helped to make the
studio such a success at the
grand unveiling on May 2.

Peter's enthusiasm for the
famous landmark and his interest
in the wide variety of popstars who
recorded there from the 1960s to
1990s inspired him to further his
research in the form of a part-time
PhD at the University of
Manchester on Strawberry's
development. 4

“It'saphenomenal place and a
very important part of Stockport's
recent history. | was delighted
people in Stockport recognised
this too by voting for it to be in the
top ten of the blue plaque cam-
paign,” Peter said.

Peter explained that

Strawberry actually began life in

the 1960s as Inter-City Studios
which was above the old Nield
and Hardy music store in the town
centre.

After being taken over by
Peter Tattersall, a road manager
to local groups, Inter-City was
developed further when local
musician, Eric Stewart, of the
Mindbenders, became a partner.

Moving to Waterloo Road in

Stockport, the studio also got a
change of name after Eric's love
of the Beatles’ Strawberry Fields
Forever single and some more

backing in the shape of songwriter

Graham Gouldman and Ric Dixon
of the  Manchester-based
Kennedy Street management
company.

Break

“Strawberry got its big break in
1970 when an experiment on the
Studio's new mixing desk, pro-
duced by Stewart and friends
Kevin Godley and Lol Creme, cre-
ated an unlikely hit record called
Neanderthal Man - the band
called themselves Hotlegs after

Strawberry’s secretary!”

“And together, these three,
with the addition of Graham
Gouldman, then formed 10cc and
used Strawberry as their base for
four hit albums and numerous sin-
gles between 1972 and 1976,
including the classic I'm Not in
Love in 1975,” he said.

The Studio also welcomed a
number of famous artists, such as
Neil Sedaka, who produced two
albums at Strawberry, Paul
McCartney, who recorded there
with his brother Mike McGear,
Barclay James Harvest and St
Winifred’s School Choir.

By the mid 1970s 10cc found

'S

¢ history

themselves in the unusual situa-
tion of not being able to find any
studio time for themselves
because of Strawberry's success.
Their solution was to build a new
Strawberry but this time down
Seuth in Dorking, Surrey.

Stars

Stockport's Strawberry still
continued from strength to
strength, playing host to a new
generation of stars, from producer
Martin Hannett to Joy Division,
The Buzzcocks, The Smiths and
Simply Red. 5

“Eventually, Strawberry was
taken over by the neighbouring
Yellow 2. recording studio but

AN archive picture of
the legendary
Strawberry Studios

keeping the Strawberry name.
However, by the mid-1990s the
unpredictable nature of the music
industry led to the Studio closing
down for good. This was a real
shame for the famous studios and
also for Stockport itself.”

“Although it's been more than
a decade since the studio’s
packed away its equipment, |
would love to hear from past
artists or from those who have
worked at Strawberry to talk about
their experiences. So please get
intouch,” he added.

Peter can be contacted by
email at peter.wadsworth@man-
chester.ac.uk 3

B victoria.morley@gmwn.co.uk
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by Victoria Morley -

UMBER 3, Waterloo

Road, will be adorned

with its very own blue

plague next week — to
mark the influential role the prop-
erty played in launching the musi
cal careers of some of the coun-
tries finest artists.

Strawberry Recording Studios was
founded in the late 1960s at the -
Waterloo Road site. And 12 years after

its closure, Stockport's legendary music

studio will finally receive the recognition

it deserves.
Strawberry

historian Peter

Wadsworth, who has taken a dlploma in

the studio’s development, will be joining
the family of the original owners, studio
founder Peter Tattersal and some of the
artists who recorded there at a grand
unvelllng ceremony on Wednesday,
May 2,

Peter from Great Moor has been
inspired by the studio since hewas a
child. It was synonymous. with
Manchester band. 10ce, Neil Sedaka,
Paul McCartney, The Smiths and Joy
Division to name but a few. And he wel-
comes recent interest in its history.

He said: | was always intrigued by
the fact that the records | was buying as
a-child in the early-to-mid 1970s had
‘Recorded at  Strawberry Studios,
Stockport’ printed on the sleeves and
labels. | often wondered what it was that
brought such famous artists to the town
torecord their music?

© “The hlstory teachers at Stockport
School had given me an _early under-
standing and appreciation of local histo-
ry. And when | got the chance to do a
part-time, modern British history PhD at
Manchester University .in 2001, there
was only one topic | really wanted to do
~ the development of Strawberry.”

However, instead of doing a conven-
tional history course on the studio, Peter.
‘wanted to-study the actual bu1ld|ng itself,
as well as its architecture and geogra-
phy. “Right throughout its’ history, bands

used Strawberry both because of its

relaxed approach to recording, as there

251

THE founder of Strawberry Studiod, Peter Tattersall, left, with historian Peter Wadsworth

was 1o clock in the studio during the
early years, andalso as a way of making

a statement about themselves and their

music.

“10cc used it to challenge what they. -

saw as the London-dominance of the

music industry, whilst later use by a

number. of Factory Records acts rein-
forced the record label's Manchester
roots.

“As the studio’s co-founder and 10cc

.member Eric Stewart noted: ‘Stackport

has a huge place in my memories and
the history of English music wouldn’t

‘have been the same if 10cc hadn’t cre-
ated their many hits at Strawberry’,” he :
said. .

The blue plaque award is particular-
ly important for Peter, as it shows a
recognition of the contribution the studio
madeto Stockport's development —and
highlights the town’s history outside of
the hatting and cotton industries.

“Events that took place in the last
third of the 20th century are now being
seen as histery. And this award, as well
as the development of a contemporary

‘history display at the newly-opened

Stockport Story, is proof of this in the
Stockport setting.

“It is also a recognition of the work,
effort and time that many people put in to

make Strawberry a success. Whilst the.

music of bands such as 10cc has, quite

(sxn16116807)

rightly, taken the limelight, the efforts of
people like Peter Tattersall and. Eric
Stewart, and local companies such as
Formula Sound, who constructed the
sound desks, also need to be highlight-
ed and appreciated,” Peter added.
Although he might have said it
tongue-in-cheek, Morrissey’s assess-
ment of the importance of Strawberry,
when he described The Smiths’ use of
the studio in 1983 as ‘one day in

. Stockport to enliven history’, seems to

be an appropriate phrase when studying
the Strawberry story.
® Anyone with memories or pictures

* of Strawberry ¢can email them to Peter at

peter.wadsworth@manchester.ac.uk.
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Appendix 3:Stockport Expressvay 9" 2007, p.5.

STRAWBERRY Studios real-

1y will be remembered forev-
er after it became the first of
a new phase of Stockport
landmarks to be honoured
with a Heritage Trust Blue
Plaque.

Thanks to our readers who
voted the studios, named after
the Beatles immortal song,
Strawberry Fields Forever, as
one of the most important build-
ings in Stockport, representa-
tives from Stockport Council,
the Heritage Trust and the fami’
1y of the ongmal owners came
together in the sparkling sun-
shme to watch the grand unveil-

Pater Tattersal, who founded
the studio with former 10cc

member Eric Stewart back in-

1968, wastheretounveﬂ theblue
plaque and raise a toast to the
internationally-acclaimed stu-
dio and the likes of Paul
MecCartney, Sid = Lawrence
Orchestra and the Stone Roses,
wherecorded there.

. id: *I have a lot of
happy, memomes of this place.
Eric Stewart and I had some
great times and we broke the
mould in the north west w1th
what we were doing.

“It was the amazing peuple
who came through our doors
though that made it special.

“The most fantastic. thing.

by Victoria Morley

front.
sxn181331a07

about this plaque is it’s being

presented by the people of

Stockport and it's a great hon-
our.”

After the unveﬂmg the
crowd headed indoors to the
very room in which some of the
greatest British pop songs were
ever recorded, to soak up the

atmosphere and énjoy a glass of

bubbly.
Julien Bromley who now
owns the building which has

‘been in his family since the

1960s, said; “This has been the
most amazing day.
“Twould like to thamc Peter

Wadsworth, for his remarkable

mind of mfﬂrmatlon, Kevin

- Dranfield of the Heritage Trust,
for all his support; "a:nd,the'

Stockport: Express and readers,
for making sure this precious

building and all its memories

will be remembered forever.
“We are the first of eleven

places to be given a plague and
thlaalt makes it even more spe-
cial”

. The next Blue Plague to be
unveiled is  at Stockport

- Armoury on Satul‘day May 12,

culminating with the launch of

“the Blue Plague Trail Guide on

Juné6 at Stockport Plaza.
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Appendix 4: Stockport Council’s Blue Plaque TrauiGe

STOCKPORT
BLUE PLAQUE

TRAIL

A ~2:mile stroll around
Stockport town centre

Also featuring the locations of other
blue plaques in the Borough of Stockport

The information on this leaflet can also be made
available in Braille, large print, or audio tape
Please call 0161 474 4480 for details

TOCKPORT

METROPOLITAN BOROUGI COUN

Blue Plaque project concept by Kevin Dranfield
Leaflet design, trail, and photography by Phil Rowbotham
Published June 2007 ©

SRR

Strawberry Rec

3 Waterloo Road

Named after the

Beatles’ song, Strawberry

Fields Forever,

the Studios grew from
humble beginnings in
1968 to become
internationally
recognised recording
studios, one of the few
based outside London.

The early association
and ongoing connection
with Manchester band
10cc increased its
importance in the
music world. It played
host to a wide variety
of world famous artists
before closing in

the early 1990s.

STRAWBERRY
RECORDING STUDIOS
1968 to 1993
Associated with the band 10ce
resulted in some of the most memorable
music being produced at these Studios.
Paul McCartney, Neil Sedaka, Stone Roses,
Syd Lawrence Orchestra and many
others recorded here.
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Appendix 5 — Strawberry Blue Plaque Unveiling latibn
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Appendix 6 — Various Photographs of the Blue Pladoeeiling

Julien Bromley and Peter Tattersall
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Gilly Hewer (Eric Stewart’s Personal Assistant)

Strawberry Employees Zeb White (left) and Richardts(right)
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Appendix 7 — UMIST Applied Physics Unit Enquiry @atne Form

i S —— S
" 3 L. - iy -
Lo R &

IR UMIST: Applied Physics Unit - enquiry no. 5 - outcome % eatinate

Topie el ,Afp :

Name of firm ____| (Geinedy, St Cupdlindas [ o B
Adrese.  Z “"{-J‘"Wé:.ﬂ“m [M':. "j}:ﬁ e Phone no. 0Xf-434 34/
. P B

hssociate [ ] date joined _/ /& (50+)[] B (<50} [ Distance from UMIST __ miles

COHSult&nt}_—gﬁ:{;ﬁ_}bM&_,, P d Pa Gt

B T R

Initial discussloni with f ‘f——"‘- : =2
at U1t [ at fie0 [ on phone L] Date e |
Outcome: can't help E],' comments below - ¢

assistance completed during initilal diecussilon D; aummary bolow -
agreed to carry out work as follows:

e i

v e |
Estimate of charges ' . : T r\}t" *EE ;
Estimated amount of consultants' time required: _ days at £__ Jday s Sugies
Estimated totel charge for technicians' time . . . . A nid
¥ajor special équ.ipmant- requirads : =3
estimated number of days = at £_ Jfday = _
Travelling expenses for initlal discuesien . : - |
. - if st firm, and more than 10 miles from UMIST: __ miles at}Sp/mile = _ 7t

7 i ' i Eotimater [F&5 o] #

Charzes in addition to estimate - to be asassssed on completion

Travelling expensea incurred during rest of job:

T MW RS totnll
Ha‘tari&ia and componentot
initinl rough eatimate of cost, for guldance anly: & .
charged on completion at actual cost, which waa W i 1 _ibise

e
Final $otals LZ8L-%9]

—— Rt

: 3

If Associates previous total this year & stotal this year, to date =
o

Total paid so far this year, ineluding £ uu’bscxiptﬁpn a8 Aocociate = y

' Sobalanco due = Shi-Te

¥ Estimate mgreod by consultmmi: b oy = date_ / / _ |Received by Bursar
=3 2 & iagsan bl z ¥
by FAEME_ ) oo finleed date___ /[ [ [&..88iz%e a8 /b fae

Plesse olgn & return one copy, with any relevent reference no. or purchase order,
4a1 Dy J.E.Geake, Physice Dept., UMIST, Manchoster MbO 14D,

PR SV WL ; .
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Appendix 8 — UMIST Pay Slip for Dr Jones’ Work dretGizmo

—

/fc’)_, Dr, M.H. Jones
From: The Bursar.

“Date: 31st July, 1975

Payment of Fees

Your salary payment for this month
includes the following gross amount
of fpdspe £ D
Payment of Fees ;
Applied Physics Unit -

Enquiry No. 15 55 00

|
ot e |
T {
|
{

Appendix 9 — UMIST Payment of Fees Form for Dr Jongork on the Gizmo
/

Applied Physics Unit - payment of fees

The Bursar has today been authorised to pay to you fees totalling £ /2 S

[a-Tah
¥ t 1& So

for your work in connection with engquiry no. [5 § you should receive this amount
(less tax) in your pay-cheque for this/next month. Please let me know when you do

receive it - or if you do not get it in one of your next two pay-cheques.

J.E.Geake
sy mas

R/APU/3 /75
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Appendix 10 — Manchester District Music Archive Weage Appeal

V> |ViA

DISTRICT

COMNTRIBUTE

Recordings

Who would have thought that an old warehouse in Stockport's backstreets might become temporary home
to a diverse range of musicians (Hotlegs, Syd Lawrence, 10cc, Barclay James Harvest, Neil Sedaka,
Buzzcocks, Joy Division, New Order, The Smiths, Simply Red, The Charlatans, Martin Hannett and many,
many others) whilst they recorded hit after hit there from the late 1960s to the1990s? Peter Wadsworth of
Manchester University is writing a PhD on Stockport's legendary Strawberry Recording Studios. He's looking
for people who had a connection to the studio (however tenuous!) to get in touch for a chat. Peter can be
contacted at peter.wadsworth@manchester.ac.uk with further details at

www.strawberrynorth.co.uk/strawberrystudios.htm

© 2006 MDMArchive - Terms & Conditions




Appendix 11 — Strawberry North Promotional Brochure
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STRAWBERRY
RECORDING
STUDIOS

A fruitful experience!

“The history of Strawberry
in Stockport, where tall
began 10 tarted

with a decision by Eric
Stewart and Peter Tattersall
to open a profession:
recording studio, the first
outside London at the time.
Eric and Peter were
subsequently joined by Graham
Gouldman and the Kennedy Street
Group of Companies and the close
association which 10CC has had with
the studio was an imj
factor in establishingifs reputation.

‘The first four albums by 10CC were
recorded there and the it of artistes,
from all sides of the industry, who
have recorded at Strawbenry North is
impressive. It includes Paul McCartney,
Barclay James Harvest, Neil Sedaka,

a fé, Buzzcocks and John
Cooper Clark to name but a very few.

‘The technical development of
Strawbeny Studios North has been
equally impressive. From the early 4 track
days of the Hotlegs' hit Neanderthal Man
it has progressed through its

present day 24 track Westlake/Eastiake-
designed facilty.

Strawbeny

The fuits of success

Strawberry Studios North
Equipment and Facilities

ack mochie
e and ul remcte

e ———

Femate Aurtonespeshers e bult i
e gk

Microphones
AKG, Bayr, Carer Neumann, Schoeps
&

Ancillary Equipment
ocalSvsers  Expres
o miery K

Oron Ragulod Flir
0 P, AKG BXZ,

Strawbeny Recording Studios

Woteio Rood
Sordgon, Che
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Appendix 12 — Various Paper Archive Iltems

Evic M'Lx'mg 8 track Stvawbevvy Novth 1970.

Courtesy of www.ericstewart.uk.com

A COMPANY OF
INDIVIDUALS
TOTALLY INVOLVED

& DEDICATED IN
MAKING THE MOST
OF YOUR SOUNDS

STRAWBERRY RECORDING STUDIOS
3 Waterloo Road, Stockport, Cheshire.

TEL: 061-480-97T1

1971 Adreat InstrumentalDecember 1971)
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ﬁ STRAWBERRY RECORDING STUDIOS

PROFESSIONAL SOUND RECORDING FOR INDUSTRY, COMMERCE AND
EDUCATION
8-TRACK — 4-TRACK — STEREO — MONO

HIGH SPEED TAPE_COPYING
DISC PRESSING

PUBLICITY. DISCS
LOCATION RECORDING

PRODUCTION, WRITING FOR
T.V. AND FILM COMMERCIALS

CUSTOM BUILT HI-FI
AND P.A. SYSTEMS

SOUND EQUIPMENT OF
ALL TYPES FOR

SALE OR HIRE.

WE WOULD]BE PLEASED
TO DISCUSS YOUR
PARTICULAR SOUND
PROBLEM

3, WATERLOO ROAD, STOCKPORT, CHESHIRE  Tel. 061-480-9711

8

1972 Advert (Stockport Council Handbook)

TR\ ERR)G

HAVE NOW GOT THE
CREAM OF CONTROL ROOMS
THANKS TO
WESTLAKE AUDIO

THE STUDER 24 TRACK IS
PRETTY SWEET AS WELL

3 WATERLOO ROAD STOCKPORT CHESHIRE
FOR BOOKINGS CONTACT 061-480-9711/2

1976 Advert [nternational MusicianJanuary 1976)
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DESK

26 into 24 custom designed
Helios console, full equalisation,
6 auxiliary sends,

groups, P.P M. metering.
Comprehensive jackbay

TAPE MACHINES

Studer ABO/VU 24 track with
auto-locate and remote mode
selection.

Studer ASOR and A62 sterco
machines.

26 channels of Dolby A Noise
Reduction.

MONITORING

Tri-amp JBL monitors with

H & H power amps and specially
designed crossover. Alternative
small speaker system built into
the desk.

MICROPHONES

AKG, Beyer, Calrec, Neumann,
Schoeps.

FOLDBACK SYSTEM
Custom designed active
foldback mixing system with
individual control for every
musician

OUTBOARD EQUIPMENT
Audio & Design limiters and
compressors, Kepex units,
graphic equaliser, de-esser,
phasers, etc.

STUDIO

Studio area of 48' x 24'
including drum booth and
vocal booth and live area of
20" x 24",

Rising to a height of 13",
Control room size 16' x 16'.
Both studio and control room
are acoustically designed with
an active trapping system.

Strawberry Studios,
3 Waterloo Road,
Stockport,

Cheshire
Telephone:
061-480 9711/2

Strawberry Two Brochure

STRAWBERRY RECORDING STUDIOS
3 Waterloo Road, Stockport,Cheshire SK13BD
Tel:061-480 9711 Telex: 666514

Strawberry Recording Studios (UK) Ltd. VAT Reg. No. 158 0626 61
Directors: N.G. Tumbull, J.A. Tumbull, V. Roper
Co. Reg. No. 918964 England

1980s Strawberry Letternead Notepaper
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STRAWBERRY RECORDING STUDIOS
3 Waterloo Road, Stockport,Cheshire SK13BD
Tel:061-4809711/2 Telex: 666514

BOOKING FORM

TO SAMANTHA EVERTON (BOOKINGS MANAGER) STRAWBERRY RECORDING
STUDIOS (UK) LTD, STOCKPORT.

Please hold the following dates in Strawberry:

ARTIST:

SPECIAL REQUIREMENTS:

ACCOMMODATION:

We look forward to receiving your early confirmation.

SIGNED

ADDRESS

STUDIOS (UK) LTD, STOCKPORT.

Please hold the following dates in Strawberry:

ARTIST:

SPECIAL REQUIREMENTS

ACCOMMODATION:

We look forward to receiving your early confirmation.

SIGNED

ADDRESS

1980s Strawberry Booking Form

=
-
(=)
£
>
=

Eric Stewart and Peter Tattersall at the Strawb@agk (c.1970)
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Appendix 13 — The Strawberry Display at ‘The StamkStory’

Stockport Story

Staircase House Shop Tourist InTormation
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Appendix 14 — Strawberry Interview/Music Sample CD

Interviews

1. Eric Stewart on his initial reasons for becomimgplved in creating a recording
studio in Stockport (“The 10cc Story”, BBC RadioJaly 24" 1999).

2. Peter Tattersall on the start of Inter-City $tgdcand then Strawberry (Peter
Tattersall, March 201984).

3. Peter Tattersall on the move to Waterloo Roate(PTattersall, March 201984).
4. Graham Gouldman on his initial involvement witnawberry (“City to City —
Manchester [Graham Gouldman]”, Radio 1, Date Unkmow

5. Peter Tattersall on the early financing of Stramwy (Peter Tattersall, September
2391996).

6. Eric Stewart on Strawberry’s earliest hit recOf¥ell Above Average: The
Continuing Story of 10cc”, BBC Radio 2, Februal§f 2995).

7. Jonathan King on his initial involvement withcEQ“The 10cc Story”, BBC Radio
2, July 24" 1999).

8. Graham Gouldman on early 10cc and McCartnegs 0 Strawberry (“Well
Above Average: The Continuing Story of 10cc”, BB@dw 2, February™ 1995).
9. Peter Tattersall on the development of Strawfgeoontrol room (Peter Tattersall,
September 231996).

10. Peter Tattersall on Strawberry’s sound deskte(Frattersall, September®3
1996).

11. Tony Cockell on Formula Sound’s Strawberry d@siy Cockell, May T
2005).

12. Eric Stewart on 10cc and Strawberry in the &8d@0s (Eric Stewart, BBC
Transcription Disc Recording, 1974).

13. Kathy Redfern on her involvement with the relog of ’'m Not In Love(“The
10cc Story”, BBC Radio 2, July $41999).

14. Graham Gouldman on the earliest signs of tersmoongst 10cc at Strawberry
(“The 10cc Story”, BBC Radio 2, July 94.999).

15. Kevin Godley looking back at the 10cc split YikeGodley, Interviewed by Phil
Loftus, November 2% 1996).

16. Kevin Godley on the development of Strawbewyt8 (Kevin Godley,
Interviewed by Phil Loftus, November %¥21996).

17. Peter Tattersall on Martin Hannett (Peter Tsélié September 231996).

18. Julie McLarnon on working with Martin Hannetu{ie McLarnon, November
19" 2007).

19. Richard Scott on the creation of Strawberrh@,sale of Strawberry to Nick
Turnbull and the end of the Studio (Richard Sciatuary 9th 2007).

20. Graham Gouldman on Strawberry / Manchesteity“@i City — Manchester
[Graham Gouldman]”, Radio 1, Date Unknown).

21. Graham Gouldman on the importance of Strawhlertlye region’s role in the
music industry (Graham Gouldman, Piccadilly RaMaych 3¢ 1990).

22. Peter Tattersall on Strawberry’s internatiaeglutation (Peter Tattersall,
September 231996).

Music

23. Ohio ExpressSausalito(1969).

24. Manchester City F.CBoys in Blug1972).
25. GrumblePa Doo Ron Roi{1973).

26. SourmashAutumn Country1971).

27. 10ccGizmo My Way1974).




28.
29.
30.
31.
32.
33.
34.
35.
36.
37.
38.
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Neil Sedak&aSolitaire (1972).

Barclay James HarveSuicide(1976).

Godley and Cremé&jreworks(from Consequencg$1976).
Godley and Crem&urial Scengfrom Consequencg$1976).
Buzzcockskverybody’s Happy Nowadays979).

U2,11 O’Clock Tick Tock1980).

Pauline Murray and the Invisible Gif3ream Sequence(1980).
The Named\light Shift(1981).

Jamedolklore (1984).

New OrderCeremony(1980).

Strawberry Sound Effects for the IntraQaoe Night in Parigcourtesy of Eric

Stewart), (1975).

39.
40.

Strawberry out-take &feople In Lovécourtesy of Eric Stewart), (c.1976).
Fade Out of Last TracK#xi Tax) on the Final Aloum 10cc Recorded at

Strawberry North\(Vindows in the Jung)e(1983).
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