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In their search for perfection, Yamaha constructed F | @ A\

and tested hundreds of prototype drum Kkits,

listened to opinions, then formed their own ; f /8
before arriving at the right techniques and g > AL Ty
materials which form the basis of a revolutionary L4 ey e
new drum collection. . .

The result of their labours is a completely intercha-
ngeable drum system comprising two drum types,

i \a
the YD9000 and 7000 series, making every
kit unique. As varied as the sounds they make

are the colours of the kits, two standard with others Y
available on request: Craftsmen to the worlds

It’s been a hard slog, but nothing beautiful comes easy. musicians since 1887,
Kemble] Yamaha, Mount Avenue, Bletchley, Milton Keynes Telephone 0908 71771



A Breakthrough for
British Musicians

The London Synthesiser Centre

In Manchester

The London Synthesiser Centre

was  Britain’s  first  shop
specialising in nothing but
synths.

Opened in 1977, the centre:

rapidly became a meeting point
for professional and semi-
professional musicians, and as
well as enjoying a relaxed
atmosphere musicians realised
that they could try out almost
any synthesiser on the British
Market. No where else was that
possible. The musicians had
been neglected for years. Other
music stores never really
understood synthesisers and
they didn’t want to go to the
bother of trying to explain
instruments they didn’t know
much about to musicians they
felt didn’t want to know.

The London Synthesiser Centre
has proved the opposite to be
true! In the last two years British
bands have caught on to the
synthesiser. The manufacturers
have at last produced good
monophonic, duophonic and
polyphonic synths and with the
bulk buying power and "“"BUY
DIRECT" policy of the LSC they
are available at low cost.

The man who realised that
contemporary music needed the
synthesiser was PAMMI SINGH
LUTHER. Pammi’'s a musician
first and foremost. He's been
playing various Indian
percussion instruments, mainly
the tabla’s, for over five years.
Now he spends most of his time

running the London Synthesiser

‘Centre and the sister store, The

LONDON AMPLIFICATION
CENTRE. Like the LSC the Amp
Centre concentrates on offering
the widest range available. Once
again the accent is on buying
direct, and musicians are rapidly
coming to regard the LAC as the
place for amps of all descrip-
tions.

Pammi is helped by two
synthesiser/keyboard Consuita-
nts, lan Blake and Steve Paine.
Like Pammi, both lan and Steve
are musicians and enjoy being
surrounded by the world’'s best

.synths.

Now the BIG news is that the
Centres are opening a new

‘branchin MANCHESTER. Atlast

musicians won't have to trudge
down to Euston if they live
above Birmingham. Now they’ll
only have to find their way to
Manchester for the best deal
available.

‘Pammi has been working on a

particular goal in the last six
months. His personal amibition
is to build the best SERVICE
centre available for synths in
Britain.

Service has been a by-word at
both the LSC and the LAC since
they opened. Customers are
helped to relax in the knowledge
that if any problems occur the
stores will sort them out
promptly and efficiently. But
Pammi has been working to
offer even more. Eventually he
hopes to be offering special
modifications to certain models
of synths and “souping” up
performances by  “tuning”
electronics. His knowledge of
electronics is good, but the
service department is run by
fully qualified and skilled
electronic engineers who can fix
impossible faults instantly and
work miracles overnight.

The London Synthesiser Centre
and the Amp Centre can
be summed up very
easily: SPECIALIST SHOPS
OFFERING FIRST CLASS
SERVICE COUPLED WITH THE
LOWEST PRICES. If it sounds
too good to be true, you haven’t
visited it yet.

Buy direct
& save
money



MANCHESTER

London Syn

holds L
YAMAHA MANCI_

DAVE BRISTOW WILL BE DEMONSTRATING THE
COMPLETE RANGE OF YAMAHA KEYBOARDS,
FEATURING THE YAMAHA POLYPHONIC
SYNTHESISERS: CS80; CS60; CS50; MONOPHONIC
SYNTHESISER: CS30; CS10 AND YAMAHA ELECTRIC
PIANOS — THE CP70B GRAND, CP30 AND THE CP20
ON MONDAY FEBRUARY 19th 1979.

DEMONSTRATIONS WILL START AT 7.30pm. IN THE

ADMISSION FREE
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Please check appropriate box  Enclosed is £1 for a T-shirt/ | Dear Chase Musicians
| P £3 for 2 smeat shir | 22 Chalton Street, off Euston Road, London NW1. |
l O Yamaha Synths T-shirt/ sweat shirt 1 G 7449 |
| O Yamaha Electric Pianos ~ OSmall | |
g i i h o [N R
| [ Yamaha Strings OMedium  Olarge | Please send me details on items checked |
= D Yamaha Amps = Namemmm, Wi, e . AAN W0 . B I . ol B =
lother ... | Address. . .. .. ... i
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- MANCHESTER

hesiser Centre
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MOOG

ROY GOUDIE WILL BE DEMONSTRATING THE COMPLETE
RANGE OF MOOG SYNTHESISERS — FEATURING THE
POLYMOOG SYNTHESISER, POLYMOOG KEYBOARD,
MINI MOOG, MULTI MOOG, MICRO MOOG AND THE

TAURUS FOOT PEDAL SYNTHESISER — ON WEDNESDAY
FEBRUARY 21st 1979.

OLD ULLSWATER SUITE, PORTLAND HOTEL,
3/5 PORTLAND ST., PICCADILLY GDNS.,,
MANCHESTER M1 6DP
BRING YOUR FRIENDS, ALL WELCOME

. . q . ear Chase Musicians

‘l P[I%as:otll;:rl:]gggropnate s Eg (f:Lors: gvlfegl sfs?\:r?. WS | 22 Chalton Street, off Euston Road, London NW1 l
O Minimoog T-shirt/ sweat shirt ' Tel: 01-387 7449 i
g J Micromoog a Sma!l - | l

Elinoog S -0eg | Please send me details of items ticked. . . .. ............... E
| {J Taurus Moog Pedals
I | 1 [ 111 ) R ————r—s R — - |
l Other . ... .. .5, ! leamd. o dtrdo. oo e s 00 oo bides Redo D00 | '
‘ | Address; ¢ 3 390355 s TEEE - T S R o e el I



IN
MANCHESTER

HUGE DISCOUNTS ON KEYBOARDS —
SYNTHESISERS, ELECTRIC PIANOS
AND STRING MACHINES

ELKA KORG
ARP ! RHAPSODY 490 ..........,..... 285 BASSSYNTH.................. 265
RHAPSODY®610 .. ... ... .o...... 470 TIOISMINTH 5k ixiens sbox: i a s 335
AXXE. ..., ... 430 I | SOLOISTSYNTH .o soeonn 279 ZOOSSYNTH................... 350 |
SEQUENCER. . .....oovo. .. ..530 | Q00 PRESET. . ..\oeoann .. 399
PRODGX ......... T 795 800DVSYNTH .. ..., 585
. . .8 - , POLY!........ T e R T 615
| gmﬁ,ﬁ: p Wy 999 r HOHNER POLYII ... .. e ——— 695
‘ ' ’ [ KIPIANO. ... ciean.240 PS3300SYNTH. ............... 3750
OMNIMK L. ..o 1125
=y 1218 PIANETT ........oiaennn 245 PS3100 POLY SYNTH . .......... 1495
B SRR o 22220 200208 s K4STRINGS . ........, Npp— 290 MICROPRESET . .....covvvvn... 255
Y e, s WEo CLAVINETD6 .. . \ooooveeen.. 399 VC10 VOCODER ...\ 625
et K2STRINGS &PIANO . .......... 465 SQSEQUENCER. ............... 280
DUO . . ot 640
SYNTHIE e 399 ROLAND
Eov = SH3ASYNTH............... ... 375
HUFLL e ..345 PSS EAMEOLS SYSTEM 100/101 SYNTH. . ... .. .. 375
VCS3....,............,....,..805 | |ELVINSELECPIANOTSS3........ 25 SH1000(S/S). ..o 375
VOCODER. ... .....oovveoi . 1799 | | ELVINSELECPIANOTSSS........ U5 GUITARSYNTH ............ ...1150
SYNTHIAKS. ........., .......1200 PKPKITTEN ... 395 EP30 ELECTRICPIANO .. ... .. .... 415

ALSO IN STOCK

MOOG: Polymoog, Minimoog, Micromoog, Taurus pedals, the new Multimoog and Polymoog keyboard.

OBERHEIM: OBI, Two voice and four voice Synthesizers with programmers.

ROLAND: SH1 & SH7 Synthesizers, RS 202 Strings, effects pedals, echo machines and combo ampiifiers.

YAMAHA: CS80, CS60 and CS50 polyphonic Synths, CS10, CS30 and CS30L monophonic Synths, SS30 String Machines,
CP20, CP30 pianos and CP708B electric grand.

The London Synthesiser Centre, 22 Chalton Street, off Euston Road, London NWI1.
For Flérther information Phone: 01-387 7449
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fact:
Shure helps Sammy
do it his way.

the artist:

Superstar Sammy makes it all look so easy.

What the audience doesn't see is the backstage
attention to minute detail that makes every Sammy
Davis, Jr. show a memorable adventure in perfection.
Like his sound equipment. The natural sound of a
Shuriz SM56 microphone is Sammy's hallmark.

And those clean violin sounds! If you look closely
during his performance, you'll see a miniature SM11
microphone clipped below the bridge of each violin.
That's the kind of professional touch that extends
Sammy's reputation as a living legend!

Put a pro in your act. Talk to your audio dealer about
Shure, the Sound of the Professionals.

thé equlpment

Thé Shure SM56 is a unidirectional dynamic
microphone with a cardioid pickup pattern
= thett minimizes studio acoustics and
background noise. Frequency
Response: 40 to 15,000 Hz.
The Shure SM11 is the smalilest
lavalier/clip-on microphone with
a dynamic element.
Omnidirectional, 50 to 15,000
Hz frequency response. The
SM11 weighs 7.8 grams

(0.28 0z.).

professional microphones...by

S SHURE ¥

Shure Electronics Limited, Eccleston Road,
Maidstone ME15 BAU, Telephone: (0622) 59881




200000 PEOPLE.ONE SPEAKER.

Co to ailmost any major outdoor rock concert
and you'il find three things. Lots of music. Lots of
people. And iots of |BL.

Those giant towers of sound, some containing
as many as 1200 loudspeakers, require the very
finest equipment. And that's why |BLis used more
than any other brand for large, outdoor events.

Of course, if you've got aslightly smaller sound
requirement— say a board room, discotheque,

church or recording studio— we can handle that,
too. With the same famous |BL integrity.

We've beenmaking components and electronics
for quality sound reinforcement systems for over
30 years now.

And we've gotten quite good at it.

Call or write us. We'll send you information on
our full line of products, and put you in touch with
your JBL Engineered Sound Systems Contractor.

JBL

GETITALL.

......

o

_ X .
Harman (Audio) U.K. Ltd., St. John’s Road, Tylers Green, High W combe, Bucks. HP108HR

]



LETTERS

a“d‘

QUERIES

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

N

Carlton club

Dear Sir,

Although | am a lead guitarist
| have a rather ancient Carlton
drum kit. | would appreciate it if
you could shed any light on the
approximate age and value of
my kit as | have never before
heard them mentioned until
Gentle Giant's John Weathers
referred to them in your Decem-
ber issue.

My kit comprises a 28" bass
drum marked ‘'Classic (serial
number 2026) and a pair of tom-

toms both marked “King”.
These are 14’ and 12%" in
diameter, numbered 687 and
697 respectively.
G. Hardwick,
Corsham,

Wilts.

After a number of ‘phone calls
we finally got through to Mr.
Les Miller, a former director of
Dallas Arbiter, who told us that
Carlton was a big name
amongst big band players in the
thirties. During the War the fac-
tory, which was located in Lon-
don’s West End, was bombed
flat, and from 1946 production
continued from new premises in
Bexley under the auspices of
Dallas.

This went on until 1969. Such
pop drummers as Dave Clark
and Honey of the Honeycombs
played Carlton during the six-
ties;, after '69 both the name
and the design were changed to
Hayman, with jts added
“Vibrosonic” lining.

We were only able to get
details about your bass drum.
The Classic range was the mid-
dle price range of three. Your
drum was made between 1948
and 1950. It’s unlikely to be wor-
th a great deal today, though a
collector might be prepared to
pay through the nose — with
any luck!

Fruit and
nut case

Dear Beat,
Solve this one and | will sub-

10

scribe to your magazine for life.
| do a one-man guitar/vocal act
through an HH P.A. amp, MM
graphic and Binson Echorec
with JBL columns; this system
works fine in some venues, but
clubs with fruit machines and
electric tilis etc. cause all kinds
of machine-gun-like sounds to
come through the P.A., and one
old war veteran in the front row
very nearly lost his marbles
recently.

i understand there is a sup-
pressed plug on the market, but
I’'m not sure. Any advice from
you experts?

Jon Jedson,

Salisbury.
A subscription form is in the
post, for here comes your
solution. First, however, we
must ascertain a number of
points. You've told us
everything we don’t need to
know, I'm afraid!
1) How many microphones are
you using, and what models?
2} Are you playing acoustic or
electric guitar?
3) If acoustic, are you using a
sound-hole pick-up or simply
playing into a microphone?

The amplification of noise
within the club must be a result
of your microphone(s) being in-
sufficiently directional. Every
microphone has a pick-up pat
tern which indicates from which
directions it will pick up
sound. For a start, you must
use as a vocal mic one with a
very tight cardioid response pat-
tern. Particularly useful are the
close-talking mics on the
market, and the Shure PE52 for
around £50 is superb: it only
reacts to sound from about an
inch away, thus eliminating
almost all background pan-
demonium.

If .you are playing acoustic
guitar, make sure that you fit it
with one of the innumerable
pick-ups on the market. In a
recent test on five different pick-

‘ups, we concluded that the best

was the Kelsey (£59) followed
by the Lawrence (£307, but Bar-
cus Berry, Ashworth and DiMar-
zio are amongst the names you
might also try. Don’t use an or-

dinary mic.

If you're playing electric,
there should be no problem.
And what is a suppressed plug?
No-one here quite knows what
you mean. If you follow the ad-
vice already offered, though,

war veterans need no longer
mislay their toys.

On to areal
winner

Dear Beat,

| am just writing to say thank
you for the marvellous day out
at  the Harrogate  Trade
Exhibition and for the Beat In-
strumental  keyboard com-
petition in which | won the
Custom Sound keyboard am-
plifier. 1 am using it with two
synthesizers (a Korg 700 and
one | have built myself), along
with a tape deck for pre-
recorded tracks.

May | wish you all the best for
the future.

N. J. Bell,

Solihull.

Richard Entwistle (left) won the keyboard: a smiling Mr. Bell carted off the

amp and (right) Richard Jefferies of Custom Sound did the honours.

Harmonix
hackles

Dear Sir,

As a regular reader of your
magazine | would like to com-
pliment you on producing a
superb and highly informative
publication. However, my
critical hackles were raised
recently while reading your
feature on Electro-Harmonix in
the December issue.

| must express my surprise to
see you claim that the Micro-
Synthesizer is likely to make the
guitar  synthesizer  virtually
redundant. Admittedly the price
difference will help the Micro-
Synth appeal to a wider market,
but | feel that the value of a
real synthesizer with its infinite
sustain capabilities, por-
tamento, repeat, etc etc will in
no way be lessened by the ap-
pearance of a cheaper signal

processor of the Micro-Synth
type.

On the subject of competition
| feel sure that designers will be
working on more moderately
priced synths, and can assure
you that at least one real guitar
synth will be unveiled early in
79, retailing at below £200.

N. A. Clark,

Birmingham.
If what you say is true, someone
is going to corner the market
pretty damned fast. Agreed —
there are certain things which
the Micro-Synth can’t do, and
the points you mention are cer-
tainly worth bearing in mind.
Yes, the Micro-Synth is fun-
damentally a signal processor
which  creates  synthesizer
voicings. In its ability to do this it
is surely well worth investigation
by guitarists of limited means.
And don’t forget that we said it
makes the currently available
guitar  synthesizers  virtually
redundant — not completely
redundant! You can get ex-
cellent sustain from the unit,
and repeats certainly aren’t the



exclusive domain
synths.

What we meant in our piece
on the Electro-Harmonix
organization was that their
Micro-Synth offers just about
everything that most guitarists
would normally seek from a
guitar synthesizer for a fraction
of the average cost.

You are right to predict
cheaper synths, and when they
appear we shall be amongst the
first to report on them. We
would be particularly interested
in hearing more about this sub-
£200 wonder.

of guitar

Fending for
yourself

Dear Sir,

| am having a lot of trouble —
please help me! It started in
June when | bought a Fender
Twin Reverb {standard
speakers} from R. A. Shannon,
The Sports & Music Shop,
Coleraine. | play a Gibson SG
Special through it, and on Oc-
tober 13th the speakers just
stopped working. | was told that
they were both blown. | couldn’t
believe it. | took it back to the
shop and the boss told me to

. Fender,

write to Fender and “hurry
things up a bit"’. Well, | wrote to
CBS Arbiter over a month ago
and l've still heard nothing.
Surely -I'm within my rights to
get the two speakers replaced.
At present I'm paying H.P. for
an amp that doesn’t work.
Please advise me on my legal
rights. Could you try to contact
who seem to be a
terrible company for after-sales
service?

What power are the speakers
in the combo rated at? They
didn't seem able to cope with
the power of the amp. How
much would two JBL 127
speakers cost me?

Please do your best to help
me. I've lost a fortune already.

Alan Kennedy,

Celeraine,
Northern Ireland.
We contacted Mr. Shannon at
the Ballymena branch, where he
now works. 'l know the guy,”
he told us, "‘and he hasn’t really
given us a chance to help him."”’
He agrees that you brought the
amp back to the shop, but adds
that you took it away again an
hour later! They had no
replacement speakers on the
premises, and, knowing that
CBS Arbiter usually move
somewhat more slowly than an
arthritic snail in these matters,
offered a pair of HH speakers as

temporary replacement. This
reasonable compromise was
not, it seems, acceptable, and
this is why you find yourself
with a defunctcombo. Of course
you are within your rights to
demand a replacement — but
it's no good expecting the im-
possible, which in this case is
asking the arthritic snail to leap
on to a skateboard! It’s really up
to Mr. Shannon to order the
replacement speakers,
however, and you should allow
him to do this before raising the
roof.

Mr. Shannon also told us that
prior to the blow-out you had
been using the Twin every night

with the volume flat out all the
time, and commented that you
seem to be expecting the sort of
power from a 2 x 12" combo
that can really only be gained
from a 4 x 12" stack. OK, the
speakers shouldn’t have blown,
but you’'ve been giving them a
pretty torrid time.

The cost of two JBL's nor-
mally adds just under £700 to
the cost of a Twin Reverb. But
before changing over to them,
perhaps you ought to sit down
and work out exactly what kind
of sound you really want. Our
guess is that you'd be better off
with a Marshall valve 100 and a
pairof4 x 12”s.

AXIS SOUND P.A. HIRE

1,300 watts, transport
and crew from £50

Tel: 0202 38246

BILL OCCLESHAW

Remo Heads
Roto Toms

Gretsch Drums
Gretsch Guitars
Color Sound

SOUTHERN AGENT FOR:

Percussion Services

Natal Latin Percussion

Acorn African Percussion
Rock Construction Percussion

Urotec Effects Pedals

9 BLANDFORD CLOSE,
HENLEALE,
BRISTOL BS94BN

Tel: 0272 627488
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= ‘The latest range of Music Makers from * In-built String Melody

..............

Logan, providing choice, versatility * Variety of piano effects with touch. sustain
and the highest quality of * Polyphonic Synthesizer
engineering brilliance. % Comprehensive Organ Specification

More value for music than ever before * Large Intermixable Rhythm Section
with a host of new features for the Home  « A host of easy play features with

and Professional Organist alike — and Rippling Arpeggios

even on the Starter models, specifications we now offer true Individual Voice Synthesis
are greater than ever. on all Orchestral Voices. Logan Organs mean
In addition to the standard Caravelle Value — at prices YOU can afford.

features including:—

. Logan Electronics (U
| Unit 3, Queensway Industrial Estate, New Milton, Hants. BH25 5NN

Tel: (0425) 618220 Telex: 965649 Teleca G.
‘A NEW ERA IN SOUND TECHNOLOGY'



NEYY ROM LOGAN
THE KEYBOARD
RUS.

Yy, y - /
IT’S THE LATEST IN KEYBOARD
TECHNOLOGY FROM LOGAN
Whether you wish to be a pop vocalist, a backing group,
an opera star or even a Cathedral Choir — LOGAN
— Foremost in String Orchestral sounds — now bring you
the amazing VOCAL SYNTHS
It is the very first monophonic AND polyphonic voice
Synthesizer complete with in-built pianos and strings.
See it now, hear it now. And realise how you could be one
of the most technically advanced musicians of our time. S

Write to:

l¢ Logan Electronics (UK) Ltd\
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Unit 3, Queensway Industrial Estate, New Milton, Hants+
BH25 5NN Tel: (0425) 618220 Telex: 965649 Teleca G.
‘A NEW ERA IN SOUND TECHNOLOGY'
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Electro-Voice
o that professional music

sounds absolutely true

Even among professionals,
Electro-Voice sets the standards

Please forward detailed

Whatever you play, whatever your combination, Electro-Voice p%;;iggfa?,b”/:z/gm- Voica
interprets your pop, folk, rock, blues, jazz etc. exactly as your pop, pm p—
folk, rock, blues, jazz etc. should sound. It renders faithfully and prog ’

flawlessly what voice, guitar, bass, saxophone, piano, organ, flute,
percussion and other instruments strive, individually and jointly,

Name
to express.

Why not send in the coupon and get detailed particulars on Electro-

Voice microphones; loudspeakers, loudspeaker systems and other Address
individual components? You will soon realize that Electro-Voice
does not compromise on acoustic and technical quality.

None but the best should be good enough for professionals. —

PRIMARY DISTRIBUTORS: Send to: I:(’;/e/cttro-ll_/o/ce DZ\;gIs/on
Theatrescene Limited  Satur Electrical Sound & General MU ‘/7" WU’ z/)(pe :
12/13 Henrietta St., 63 Livingstone Rd, 59 Dury Street aple WoIKs

Old Shoreham Road
London wce2. Shefl/e/(/ Dub//n 2. Hove BN3 7EY




CARMINE-
APPICE
ON

DRUMMING

To most English readers, the name

of Carmine Appice, instantly spells

“musician’s musician’’. Throughout
his long career in rock music, Appice
has been a major contributor to the
development of drumming in all its
aspects, from playing to teaching. His
twin hallmarks in the early days with
the Vanilla Fudge were a) the use of
two bass drums, and b) large drums
in general fo produce that
characteristic “‘big’’ sound. Since
then he has gone on to play with
many of rock’s major figures,
notably Jeff Beck with whom, along
with Tim Bogert, he produced some
of the most dynamic, unpredictable
heavy three-piece playing the world
has yet seen. Part of this was due to
the technique of playing the heavier
passages with the thick end of the
stick, part to the size of the drums
themselves, but mostly it was down to
his superb control and technique.

He has written four books on
drumming and conducted numerous
“‘clinics’’ in the style of those run by
one of his early influences, Joe
Morello. He is about to emerge with
his first solo album. The following is
a conversation Carmine had with
Beat during his visit to Britain with
the Rod Stewart Band.

K

\ 3
by Mike Evans

When did you first get into
drumming?

Seventeen years ago. My cousin used
to play drums, and every time we
used to go visit him I used to bang
arbund on his kit. I used to destroy
the toy kits my parents bought me for
Christmas. I started studying the
drums in about ’61. I had a private
teacher at home. I had one hour of
lessons a week — sometimes though I
had five lessons a week. I reckon I
got through five years’ worth of work

in three years.

What in particular did you study?
Well, we’d be reading beginner books
and stuff, developing stick control,
developing reading with eyes and
hands. I went through all kinds of
books.

Were you playing with bands while
you were learning?

Yes. All kinds of bands. The bands
played for weddings, barmitzvahs,
Sweet Sixteen parties, church dances
— anything. Then I played with a

jazz trio which had a residency in a
bowling alley lounge. By doing that 1
got a real crossover of all kinds of
music.

Did you think then that you would
become a professional musician?

I was either going to be a chemist or
a musician. I had a laboratory in my
basement where I used to build
rockets and bombs and stuff, but I
decided to do the music because it
seemed like a lot more fun. I was
playing gigs when I was fourteen
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'years old — so that’s what made the
decision: playing gigs and enjoying it.

Did you have a regular band at that
stage?

Yeah, I had a band called the Vidells,
and I also got into booking other
gigs. You see we got so busy,
sometimes having three gigs in one
night, that I started giving out other
gigs, and I took a commission and
ended up being like an agent. I
remember I made about two hundred
dollars in one night when I was
seventeen. I’ve always been very
businesslike.

Many drummers seem to be like that,
don’t they?

Yeah, I guess that it’s not a melody
instrument and everyone seems to like
look down on drummers. In rock
especially — it’s always the singers
and guitar players. I guess the
drummers look outside for other
things to get their heads into.

Did you learn to play any other
instruments?

Yeah, I majored in music at school
— I learned theory and harmony on
keyboards and I play bass — my wife
bought me a bass for Christmas a
couple of years ago, so all the songs I
wrote are either on keyboards or
bass.

Like Billy Cobham then?
Yeah — he’s a good friend.

He was complaining about the down-
rated image that drummers have
when I spoke to him in Chicogo last
year,

The drummer’s the heartbeat. My
whole goal in my career is to bring
drums out front like Gene Krupa did.

What drums did you start with?

My first set was a $55 set which had
just a bass drum, snare drum and a
cymbal and I had that for about a
year until my folks realised I was
serious. They bought me a red
sparkle Gretsch kit which cost them
three hundred dollars which is the
one I used on ‘You Keep Me Hanging
On’ with the Vanilla Fudge.

Did you go through many other kits
before settling with Ludwig?

No, I went from the Gretsch kitto . . .
.1 found a big Leedy bass drum which

i6

I bought for five dollars in up-state
New York, and recovered it in red
sparkle to match my red kit. That’s
when I came to England for the first
time. This big 26" bass drum freaked
all the drummers out. In *68 I was
offered a deal for Ludwig, and
Ludwig to me at that time was like
‘Wow, Ludwig’. I guess in retrospect
I would have taken offers from any
of the big companies, but the lawyer
I was with had an ‘in’ with Ludwig.
When I ordered the kit, they asked
what size I wanted, so I thought that
as the Leedy sounded so good 1
should get everything oversize.

Did you need to be so loud though in
those days?

Oh yeah — what? I mean in Vanilla
Fudge Tim Borget used two Dual
Showmans with two buttons and was
pushing like three hundred watts into
4x15"s. That’s pretty loud. I used to
have a microphone in the bass drum
and plug it into his amp. I also tried
it with my own Dual Showman amps
and a Shure mixer. Anyway, Ludwig
offered me the first maple wood kit
that Ludwig ever made. I ordered two
26" x 14’ bass drums, a 12" x 15"
small tom which is a marching tenor
drum, a 16" x 18" floor drum and a
22" bass drum on the side and a 62
snare drum.

Was that the first 612" snaredrum
made?

No, but it was the first one used in
rock, and as a matter of fact, that
was the kit that started that fad of
everyone getting giant drums. From
there we took Led Zeppelin on the
first tour in the States. I got Bonzo a
duplicate set of my drums.

What music do you really enjoy
playing?

The best for me is a combination of
Fudge, and Beck, Borgert and Appice
because BBA had the freedom to play
and play a lot, but right now like
with Stewart, I get my solo on
Losing, and the whole build up to
that is like a BBA trip, playing like
crazy.

Don’t you find playing with Rod
rather limiting?

It’s just a different aspect. I’ve
learned a lot from him. I’d never
played behind the beat before —
that’s a very English way of playing.

““If you do what the
engineers want you're
gonna sound really dea




It just seems strange to find an
individually established musician
backing a guy like Rod more famous
for his showmanship than his
musicianship.

He’s an established artist, yes, but
I’m learning a lot from this
experience. One nice thing about
working with Rod is that he only
works seven or eight months a year
which leaves me time to get my own
things together. Like last year I did
my own clinic tour, with my own
roadie, my own band doing a mini
concert-clinic. We called it Drums on
Wheels.

Did you find it difficult when you
started using two bass drums?

If you’re a polished drummer and
you can play one bass drum you can
probably play two. Take Bonzo (John
Bonham) he just put the other bass
drum up and started playing. And
that’s what I did — had about two
days warm-up and then put it on the

g1g.

But how much of the idea is purely
for show?

A lot of it is for show. Cobham is
using three bass drums, and obviously
for that you need three legs (There
seems to be something wrong here . ..
Ed.) You see, what I do with Stewart
is, instead of doing alternating
patterns on the bass drums — for
instance, on the end of Wild Side Of
Life where all the guitar players are
doing solos, instead of going to a
cymbal and playing the same pattern,
I go to a cymbal and bring in the
second bass drum, which really gives
a boost to the power of the bottom
end. Or maybe I’ll just get some
quarter notes going against the
pattern.

What set-up are you using currently?
O .K. I've got a Ludwig Octoplus set,
from 6’ toms to 16", all wood. All
my kits are wood. I tried stainless
steel — looks good, and it’s O.K. for
club work, but on gigs it’s hard to get
the P.A. to push out the sound.
Because it’s metal there’s a lot of
feedback. And if I used fibreglass it
wouldn’t be as warm-sounding. But I
do use a metal snare, and then 6",
8, 10", 12", 13", 14", 15", 16"
toms, 24" X 15" bass drum, 20"
tympani, 22’ gong, a set of
Syndrums, which are mounted in my
two small toms — the 6" and the 8".
When you look at the kit you can’t
see anything that looks like a
Syndrum. It just looks like a couple
of toms with wires trailing out of
them. I’ve had a wah-wah in my
snare drum since ’72. I love electronic
things.

How about cymbals?

I’m using Paiste, because they don’t
break. The Zildjians I had used to
break, through I believe they’re
making them a lot better now,
Zildjian are trying to make me go
over to them right now, but the
Zildjians they’re making right now
for rock are not what I like. They
sent me a set and I didn’t care for
them. Paiste cymbals seem to have a
greater consistency of sound.
Anyway, I’m using a 22" heavy ride
— that’s my big one I used for a bell
sound, I use an 18" crash, 20" crash
— both mediums, 15 Sound Edge
medium hi-hat, an 18 Chinese
cymbal, then a 1930s Chinese cymbal
on the right side. And that’s it.

The heads are Ludwig, presumably?
Yeah, Ludwig Silver Dots. They’re
called ‘“‘Rockers’ now.

Do you have any special techniques
for getting the drum sound in the
studio?

I use different miking. I don’t use
close miking — I use lots of room
mikes. And I don’t put the drums in
any booths — I put them in the
middle of the room. I like to get a
natural drum sound, I don’t like
taping them up. If you do what the
engineers want you’re gonna sound
really dead. You might as well take
your drum set away and bang on
your legs — e.q. it — it’ll sound
pretty good! But my favourite
engineer is Andy Johns, and I also
like Mike Stone’s work, the guy with
Queen.

You’ve recorded quite a lot in
England, haven’t you?

Well I did, but 73 was the last time I
recorded here. It’s just the way it
happened. Rod records in L.A. I live
in L.A. and Cherokee’s there and it’s
got a Trident board, so there’s no
reason to go to England. Andy Johns
is English — everything about the
studio and the situation is English.
They don’t want to pay for me to fly
over here for what I can get around
the corner.

Lastly, Carmine, you’re doing your
own album — how different will that
be from what you’re doing now?

It might well be a combination of all
the things I’ve done up to now.
There’ll be a lot more playing, a lot
more instrumental, a lot more
harmony vocals.

And plenty of drums?
Oh yeah, I should think so ...
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ver the last year or two Zal
Cleminson must have started
feeling like one of the Grand
Old Duke of York’s ten thousand men.
‘One minute he was playing guitar in
the Sensational Alex Harvey Band,
riding high in the popularity stakes, the
next was left hurt and confused
without a gig as Alex did one of the
quickest bunks in rock history, the next
was fronting his own band and wat-
ching it turn equally rapidly into
disaster, the next was out of the
business altogether driving a minicab,
and the next was getting a phonecall
from Nazareth’s Manny Charlton in-
viting him to join the band as they
prepared for their first British assault
in two years.

The answer was yes so 1 had an in-
terview with Zal of Nazareth.

As he’s never been much impressed
with the fickle face of the music
business he didn’t arrive with the cares
of the world heaped and labelled over
his shoulders. Instead, he seemed to be
exactly the same person as he had been
during our last meeting in the SAHB’s
heyday — quiet, unassuming and
modest about his' own guitar playing
ability. You could have guessed that
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Nazareth’s
newest recruit
brings Chris
Simmonds up
to date on
himself and the
band as they
prepare for
their first
British tour in
over two years,
armed with a
new album

anyway; how many well known rock
musicans would actually admit that
they had been reduced to minicabbing?

“The break up with Alex wasn’t a
surprise,”” he said, casting a calm eye
over the stormy past. ‘‘It had been in
the air since Alex had pulled out of the
European tour the year before the ac-
tual break up. Looking back, it was
the right time to knock it on the head.
It just wasn’t the right way. Everyone
in the band said that things had to
change but we never got around to
doingit.”’

At the time, understandably, Zal
was a little more heated about the in-
cident. Confusion propelled him into
starting his own band when a clean
break for a while would have been a
better idea. The band, Zal, went down
like Brian London in the third round.

Business

““I suppose it was my fault, really,”
he admitted. ‘I wasn’t able to explain
fully to each member of the band exac-
tly what I wanted plus it didn’t seem to
be the right combination anyway. It
was like getting back to theatre — ‘how
can we act this out?” — and I didn’t
really want to do it like that. The whole
thing was also rushed too much at a
management level. It helped me realise
that I just didn’t want to be in a group
any more. 1 still had some ideas and
material but 1 didn’t need to be in a
group, or on tour. I felt I’d be able to
get them out somewhere else on my
own. So I went off to drive minicabs.
After all, I’ve been in groups since 1
left school, nothing else. And now,
having been away from it all for a
while, 1 still haven’t got back into the
music business on a day to day level
yet.”

The phonecall from Manny came
right out of the blue, but even then Zal
took a little time to make up his mind.
What swung it was that he has known
Nazareth for a while (Scottish, same
label etc.) and felt that there might bé
room in the band for some of his ideas.

And so it turned out: ‘‘One of my
songs went on the band’s new album
(No Mean City), and I helped a couple
.of the other guys with their songs. But
I don’t play as much guitar on the
album as I would have liked. At that
stage I just wanted to slot in quietly.”
The first question, en route to Zal’s
guitars and amps, was obviously how
Nazareth was going to work out as a
two guitar outfit after so long as a con-
ventional four-piece.

“Well, at the moment I’m still doing
my homework. I also have to get the
discipline back. My fingers had gone
soft in the meantime. The main thing



to bear in mind is that if you’re not
careful two guitars can demolish each
other. As far as the new album is con-
cerned, on Manny’s songs he knew
exactly what he wanted and so he
played all the parts. On mine it was
only me. These things will have to be
split up when we go on stage, but it will
be more or less down the middle. We
will both do lead and rhythm.’’ More
to the point, what equipment would
Manny and Zal be carrying into the
fray?

““I took my old SG over with me for
recording, but Manny has got so many
guitars that I ended up not using it very
much. Besides that I have an Explorer
which was made for me — it’s just get-
ting the finishing touches now. It has a
di Marzio pickup-and a P90; other than
that it is a straightforward Explorer. |
stil have my Firebird, but that’s very
damaged at the moment. One of my
problems there was that I used to lose
the tops a little, but I am hoping that if
1 take out the two single pole pickups
on there at the moment and put in
some humbuckers the top end will
thicken out.

““Of these, I would like the Explorer
to become my main stage guitar. Man-
ny’s main sound is creamy Les Paul,
and in the studio I used a Strat once or
twice to go against this. That worked
out very well, so maybe I’ll also get a
Strat for some of the live numbers,
mainly for a rhythm sound.”’

Manny has always been partial to the
occasional effect, either studio in-
duced or from a road unit, and in this
department he will remain the front
man. ‘‘He’s just had a unit built which
is basically a studio rack with a few
Eventide things, digital delays,
parametric EQ, phasers and- flangers.
It’s like a wardrobe . . .”’

Preset

And in that case surely not as easy to
operate as an old-fasioned pedalboard
if Manny will be doing it himself?
““No, if it’s preset, he’ll just be able to
nip over and punch in the buttons. I’ve
never been a big one for effects myself.
With Alex the band only needed one
type of sound, a good live sound, and
we tried to reproduce that in the
studio. Now 1 feel I'd like to ex-
periment a bit more, not especially
with effects as such but more with the
tones of a guitar.”

Zal gives a hefty clue as to what he
means by ‘‘tones’’> when he admits to
having been greatly impressed by Jeff
Beck’s Wired. This is the land of
technique matched with spontaneity,
the instinctive search for distorted
sustain and bold harmonics. ‘‘I’ve
done a bit of that myself over the
years, really biting hard on a note for

that effect, but the end I really want to
sort out is not my own technique so
much as what’s happening at the amp
end. Whatever technique you have,
it’ll sound better through the right set-
up.
“One effect I'm quite partial to is
the MXR digital delay; that doubling
effect is useful at times.”’

As to stringing and action, Zal has
stuck to his preference for light strings
and a high action. ‘‘I used to start at
.008 but that was too thin and buzzy
when you got to chords, so I’ve now
settled on .009 to .042.”’

Boogie

“I’ve started using the Boogie,”” he
went on, moving over to amps. For
recording I used a Boogie head through

awful smack in the back of the head
and like to go out . . . loud. When I saw
them in the States the drummer had a
3000 watt monitor system — coming in
each ear. When we were recording, you
could hear the backing on a drum track
through the headphones.’’ Didn’t he
think that was a little over the top?
“Certainly, 1 do.”’

Writing

Manny does his business with an
even more conventional rock line up of
gear than Zal. His collection of Les
Pauls is backed up by a few Strats and
semi-acoustic Gibsons, and after a long
flirtation with Marshall amps Manny is
also testing out Boogie amps. A little
less mainstream is his current use of
Californian Gallien Kruger amps but
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a 4 x 12 Marshall or Sunn cabinet.
You can use it loud or quiet, play
around with the graphics, and it
doesn’t seem to overpower the tone of
the guitar. It lets the guitar come
through more than, say, a Marshall. If
you crank up a Marshall you just get a
cranked up Marshall sound. I hope the
same thing will work on stage. I wound
it up a little during recording and it
seemed to take it well.

Token

“Personally, I’'m happy with an
amp and a stack, but the last time I saw
Nazareth they had tons and tons of
gear. A vast PA and token monitors is
an obvious system but there are still
bands who like to feel that smack in the
back of the head. Nazareth gave me the
impression that they like to get an

by all accounts they acquit themselves
honorably.

However, for all this promise of
heavy guitar duelling in the offing,
Zal’s main concern seems to be his
writing. ““That’s one thing I like about
Nazareth,”” he commented. ‘“You can
call some of it simple riffing if you like
but they are songs. They are using
more melodic songs now as well. The
thing is, you have to concentrate on the
States, think of radio play. It’s the old
thing of making money. They don’t —
won’t make money here. SAHB never
did, even when we were one of the
most popular bands in the country.
They used to keep giving me silver
records to put on my wall, and I’d be
thinking ‘great, but 1 haven’t got any
wallpaper’.

‘‘Nazareth write a song, arrange it

E RN
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tightly and build it up in layers. You
get a better track in one sense but you
can easily lose spontaneity. With Alex
we jammed in the studio until we got
hold of something. That system was
great from a musicians’ point of view
but not from a commercial angle.

Brush-up

““But there won’t be a conscious
change in my own style for Nazareth,
apart from the fact that I will have to
brush up on my acoustic work for a
couple of the numbers. I have an
Ovation which is a little harsh for
recording although it’s OK through an
amp. Maybe I’ll get a Martin . . .

‘““What [ mean when I say writing is
getting used to the idea of regarding a
guitar as an effect, like Zappa. Only
musicians can appreciate what he is
doing, I’'m sure. Maybe sometime I’ll
do something on my own, whether I'm
still in Nazareth or not. But [ will stay
in the band as long as possible.’’

Nazareth should go down a prover-
bial storm. They’ve been away a long A " | Y A |
time, and despite what anyone says , 1 l l [\ Y,
metal always has and probably always
will pack ’em in. I forgot to pop this in N N r ~
earlier, but Zal is quite a guitar player 1 “ 1 ,
and should fulfil all expectations both
within the band and at the box office.

ZAL CLEMINSON

53 HOME STREET Tel. 0312281704
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synthesizer player in the world.
He is much more aware of the
possibilities of the synthesizer than most
keyboard players.”
hose high words of praise come from the
man in question’s boss — Todd Rundgren.
Roger’'s been putting plugs in sockets for
Todd for about five years, and recently
took time off to tour with David Bowie on
his last tour, captured for all to hear on his
live album ‘Stage.” That's quite a position
for a man who started his working life as a
radio announcer.

| had a rock n’ roll show after school; |
stopped doing homework and got more
interested in media and records.” He
managed to get a job in a recording studio
in 1969 and convinced the owner of the
place into getting a synthesizer —
something he’s wanted to get his fingers
round for a long time.

""We opted for an EMS. ARP wasn't in
existence at the time, Moog were making
big expensive synthesizers and there was
this little English company based in Putney
manufacturing a thing called the VCS 3
which was affordable. It was somewhere
around a third of the cost of the Moog at
the time. After about two months.| was
totally hooked on the thing.”

This convinced him that he wanted a
‘job’ in synthesizers, so he took up with
ARP who were just starting out at the time.
They were based in Boston and had about
eleven people on the staff.

11 Roger Powell is probably-the best

Multi-media

"“Basically | just wanted to scam
equipment because | couldn’t afford any of
the stuff people were putting out.”” He
became a salesman/demonstrator and
developed this multi-media rap of how a
synthesizer works, then he’d play some
solo pieces and “make a whole bunch of
crazy noises.”’

He'd also started making a few adverts in
a studio in Boston. They were doing multi-
media audio visual events all over the
place, but especially in Venezuela! They

ROGER POWELL PROBED

became friendly with their government and
decided to put on a pop festival. So in ‘71
Roger found himself playing support to the
New York Rock Ensemble.

“I'd never done a legitimate
performance before, only demonstrations,
but | flew all the gear down and went mad
for thirty minutes and they loved it.” The
obvious happened, and the studio let him
make an album. ‘Cosmic Furnace’ was put
out by Atlantic Records in '73 and meant a
whole load more to Roger than it did to
Atlantic. He did the whole album using

ARP equipment as he was still associated’

with them. There wasn’'t much else
available apart from ARP, Moog and EMS
and’’...at the time | thought that ARP was
the more sophisticated synthesizer.” He
still uses ARP off and on, but is now more
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Todd
Rundgren’s
synthesizer
wizard
pulls

the plug
on
equipment
and
playing
for the
maestro

associated with Moog. "“You can't really
limit yourself to one company, because
one company doesn’t really make
everything.”

Organised

After making the album, however, he
left ARP and did a series of loosely
organised gigs for about a year and a half.
The album hadn't gone completely
unnoticed, because one day he got a
phone call from someone working with
Todd, and much to his surprise, was
eventually asked to join.

Working recently with Bowie and Todd
Rundgren’s Utopia, he reckons he’s been

on the road solid for about eight months

now. | wondered how he saw his position
with Bowie in comparison with his position
with Todd. “"With David I'm much more of
a side man. There’s seven in David’s band
forastart...”

Not only is his position different, but his
synthesizer equipment is also. ‘'l use a
different configuration of synthesizers
between Bowie and Utopia. On David's
last few tours | used an RMI| keyboard
computor (an organ-like device), and ARP
odysey, and ARP string machine, and for
part of the tour | used a new thing called a
Prophet 5, but | switched over in the
middle of the tour to another polyphonic
'synthesizer made by Roland in Japan,
called a Jupiter 4.”

"For Todd's last few tours we’ve been
playing clubs. I've been using a standard



acoustic grand piano, a clavinet, and some
kind of string machine. | still use an RMI
keyboard computer but | use a mini-Moog
instead of an ARP, because | have more
soloing to do in Utopia.’

If any of you have got a copy of the
Bowies live album ‘Stage’ you’ll notice a
rather interesting train effect at the
beginning of ‘Station To Station.” | asked
him about that.

"That was my won addition. I'm going to
have to live that down at some point. That
get’'s mentioned in a lot of reviews. It was
the only chance 1 really got when the
spotlight was on me, so | really milked it."

He also says that it got better as the tour
went on and he’s not all that proud of the
one on the album.

For those interested, Roger still likes to
play the piano. He's just bought himseif a
7' 4" grand piano made by Kawai, which
he says is similar to Yamaha. He still loves
piano music — especially Bach.

| asked him if he could recommend any
equipment for someone who wants to start
playing the synthesizer.

Manual

"“There’s a lot available now, it's really
hard to decide. It's really a question of how
much cash you have, but there are things
you can get for a reasonable price. Just
look for something that's not totally pre-
set. If you've got something where
everything is locked in, you're not really
going to learn that much. | just visited
Japan with the Roland people and | think
that they make excellent equipment, and
they make a variety of different equipment.
They probably come closest to everybody
over making nearly everything.’

As for advice on learning to play, he

says, ‘'Whatever instrument you buy, just
research it before hand. It should be
something that someone else has been
using successfully. Don’t buy something
that's just come out. Basically, though,
you've got to know the piece of equipment
you've got.

The best thing really is to cram the
owners manual down your throat. There
are books you can buy, but there’s no way
you're going to learn to be original from a
book. It's not the same as a guitar where
you learn a technique — it's more a
question of what does what. Learn a bit
about electronics, but don't get
obsessed.”’

| always thought that to learn to be able
to play the synthesizer, you have to learn
how to play the piano first. But it seems
that this is not so ... I think the problem
now is that a lot of ‘synthesizer players’ are

““It’s easier to sell a

keyboard instrument
than a box of
knobs’’

merely keyboard players who have added a
synthesizer because it's trendy to have
one. A real synthesizer player is someone
who knows the instrument regardless of
whether there’s a keyboard attached or

not. Earlier machines didn’'t have
keyboards. They were added simply as a
matter of convenience and also as a

“It’s not the same as
a guitar where you
learn a technique”’

marketing aid. It's easier to sell a keyboard
instrument than a box of knobs.

“On Tonita’'s new album ‘Bermuda
Triangle’ (not yet released in England) a
computor controlled synthesizer was used.
It's this little thing that looks like a
calculator with extra buttons, and there's
just numbers for notes and you just type in
notes and it plays the synthesizer.”

He feels that it's a good point to
emphasise that a keyboard instrument and
a synthesizer are very different. He says
again that you don’t even need a keyboard

and that there’s even one out now that's’

operated using brain waves. | have a direct-
to-disc record called ‘Head Room’ by a
band called FM that uses one. The album’s
available on the Discwasher Group label if
you're interested.

Images

One thing that crossed my mind was that
if the synthesizer is such a 'have-a-go’ type

instrument, why has it become left behind’

in the new-wave surge.

"Because it's identified with technology.
That's one thing I've really wanted to argue
about. It's purely a question of images — a
lot of bands are anti-technology, but they
don't realise how much there lives depend
onit.”

There’s one thing that we haven’t talked
about yet, and that’'s the ‘Powell Probe’.
Roger has gone and designed his own

“For Todd’s last
tour we’ve been
playing clubs ... I
use a Minimoog
instead of an ARP
because I have more
soloing to do in
Utopia”’

synthesizer attachment. Its main aim is to
get the keyboard player from behind his
mass of equipment and out front to behave
like a performer. It's carried like a guitar
and only weighs eight pounds. The official
bumf on the instrument says, ‘The
instrument is designed primarily to be
played with the right hand activating notes
on the keyboard while the left hand takes
it's position inside a contoured area replete
with sound control wheels, pots and
switches. The Probe can also be played ina
traditional manner with both hands
depressing the keys.”

Connect

Roger says, “I've just built a couple for
Jan Hammer, who used to play keyboards
with the Mahavishnu Orchestra, then did a
couple of albums with Jeff Beck. |
probably will market it in the future but
right now I'm waiting for some new
synthesizers to come out to connect it to. |
spent about a year and half with an
engineer and | made just about everything
on it to get the thing developed.”

‘““Whatever instrument

you buy, just

research it
beforehand’’

As a final point, it's worth mentioning
that Todd and Utopia are about to embark
on the first commercially available video
disc by a band. It will combine surreal
images and real life images, Roger says,
and Todd is apparently really wrapped up
in the idea. | wasn't able to tie Todd down
to ask him-about it as he was trying to get
his voice back into shape after having to
cancel a gig the night before with a bad
throat.

| last saw him running out of the lounge
practising screaming exercises at what
must have been the top of his voice, and |
normally like to keep out of the way of tall
men that are yelling . . .
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ACOUSTIC 124
GUITAR COMBO
Price: £465 inc. VAT
Reviewed by: Peter Douglas

L ast month we cast a bleary eye over
the bass combo in the current
Acoustic range, and found it to be virtually
faultless. Can the same be said of the 4 x
10" guitar combo which now trundels into
the limelight? After all, had the 126 proved
a turkey, rest assured that the 124 would
have had to be quite something to justify
the appearance of yet another Acoustic
product in these pages.

Since many of the features are identical
on each amplifier, those who read last
month’s ramblings will have to skip most of
this .paragraph. But for Beat's irregular
readefs (try senna pods) allow me to repeat
that Acoustic gear is available through
twenty franchised dealers in the UK rather
than from one centralized distributor. If you
don’t happen to live near one of these
shops, you've got some travelling to do,
bub.

Right. This amp is for' guitarists, not
bassists. It had four 107
speakers and a 100 watt solid state
amplifier. It has one channel and two
inputs, one high and one normal level.
These are located on the far left. As our
eyeballs swivel rightwards they come into
contact with the following: a bright switch,
a volumne control, treble, midrange and
bass controls, a reverb control with a
footswitch LED indicator above it, master
volume — also with an LED indicator, and
then the graphic equaliser section. This too
has an indicator. The sliders operate at five
frequencies: 70, 125, 350, 650 and 2000Hz
— as on the bass combo. And that, apart
from the power switch, is yer lot.

You may be wondering about all those
little LED’s and how they and the functions
they are connected to work. Well here's
of the most welcome differences between
this 124 and that 126: this one comes
supplied with a footswitch for a) reverb, b)
master volume and c) the equalizer. In
addition, the plastic block with these three
switches on has a nice long lead —
absolutely essential for gigs.

There’s no need to go into elaborate
detail concerning the reverb and the
equalizer. Both work perfectly well, to the

Eminence-

extent that there’s not much to say. The
fact that reverb, master volume and
equalizer are all switchable makes for a
large variety of sound permutations before
you have to touch anything on your guitar.
In fact, a quick calculation reveals that by
simply stomping around on these switches
and flicking the pick-up selector on your
axe you are instantly presented with no less
than 24 different sound combinations!
(That is, assuming the selector is a
standard 3-way type).

The master volume perhaps requires a
little explanation. Its job is to dirty up the
sound without increasing the volume. This
doesn’t work particularly well at low
volume (practice level) but at rehearsal or
gigging. level the grit comes in. Naturally a
bit of knob twiddling is necessary before
you get the right balance between normal
sound and dirty sound, but this is simply a
matter of trial and error. OK, it’s not proper
distortion, yes it produces transistorized
harmonics (3rd, 5th, 7th) instead of valve
ones (2nd, 4th, 6th) and is thus less easy on
the ear — but it sounds as good as it could
given these inherent limitations.

Acoustic, in their accompanying
brochure, explain that you can experiment
with this distortion by setting the left-hand
volume control at 3 o’clock with the master
volume set at 9o'clock. A clean sound, on
the other hand, can be obtained by setting
both at 12 o’clock. This king of description
indicates a small omission from the front
panel, incidentally — no numbers from 1 to
10, just a series of dots around the skirt of
the knob. | would always prefer numbers
simply because they make it easier to
describe any given setting.

When used in conjunction with the
equalizer, the master volume can produce
a really powerful lead sound. At the same
time you can use the other controls to

obtain the right kind of attack for rhythm.
The speakers being of the 10 variety,
there’s clearly a limit to the amount of deep
bass roar you can expect from the 124. On
the other hand, there is so much
equalization available on the amp that it
doesn’t matter greatly, particularly since
the amp has sufficient power to shove out
the watts over a pretty wide tonal
spectrum. The provision of all those knobs
is welcome: rather than confuse the player,
they offer him a sensible variety, and | think
no-one can object to that.

The only thing | would quibble with
would be the layout of that footswitch
block. It's six inches long, and this means
that there isn’t much room between one
switch and the next. it is easy to step by
accident on the wrong button — especially
if you're in the middle of a particularly
daring stunt demanded by the stage act —
swinging from the rafters, playing your
guitar with a rolling pin, etc. Thus you may
just have completed a stunning guitar solo,
and in the process of aiming your right boot
to switch off the beast-like overdrive
suddenly find yourself with an Albert Hall-
style echo in addition, when all you wanted
was a bit of quiet to let the sax player take
the next break.

Other features of the Acoustic make
more sense. There are castors, thank
Christ, as well as a pair of handles on the
left-hand side. The cabinet is sturdily
constructed and attractively finished.

Even as | write, | am conscious that
those involved in making and selling
Acoustic gear will be thinking to
themselves, Jeezus, how pathetic can this
boy’s attempts to slag us get? Not much
more, | admit, but even subjective
criticisms count when there’'s f465 at
stake. (That's not cheap, but these days
it's par for the course un&rtunately).

Last month’s Acoustic review stated that the amplifier utilised Cerwin Vega
speakers: as in this model, the speakers used are Eminence.
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SHERGOLD
TWIN-NECK
6/12

Price: £440.21
Reviewed by: Peter Douglas

fine guitar is a thing of great
Abeauty. Having waxed lyrical over

the past year and a half over the
virtues of Shergold hand-crafted guitars,
we felt the time was ripe — overdue, in fact
— for a review of one. When Jack Golder,
the excellent fellow behind these
instruments, learned of our intentions, he
had this particular model made specially for
the review. His twin-neck guitars are
normally in the 4/12 combination, based
on the success of the customised model
used by Mike Rutherford of Genesis. Since
Mike started using his almost exclusively
for live use with Genessis, John Goodsall
of Brand X has picked up on Shergold, his
model being fitted with a Bigsby tremolo.

One of the most important things to be
borne in mind about Shergold guitars is
that they are made with the best materials
available. | can personally vouch for this,
having spent a couple of hours in the small
factory (which is more like a large
workshop) occupied by Jack and his
chums in Romford, Essex. It's exactly a
year ago since | paid that visit and it's good
to see that the standard has been
maintained throughout 1978.

Before | so rudely interrupted myself,
however, | was talking about materials.
Shergolds are made with Canadian rock
maple necks and mahogany bodies. They
have genuine ivory nuts (extremely rare
these days) and Schaller machine heads.
Since we continue to receive letters on the
subject, let it be said yet again that the
family resemblance between Burns,
Hayman and Shergold is due to the fact
that Jack and his partner Norman Houlder
have worked together producing all three
brands over the vyears. They now
concentrate exclusively on Shergold,
which has proved by far the most
successful version to date.

OK, let's get down to specifics. A twin-
neck guitar is heavy — no doubt about
that. If you reckon your shoulder develops
a rut after an hour on stage with a Les Paul,
wait till you've worn the Shergold for ten
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minutes! The widest possible strap is
recommented, otherwish you’ll end up
lurching off stage like Quasimodo.

So what do you notice once you've had
your left arm replaced in its socket by a
team of dedicated surgeons? Well, each
neck has a pair of humbucking pick-ups.
There are two sockets in the bottom rim of
the guitar for stereo effect; not, as you
might imagine, a separate output for each
neck, but for a} the bass pick-ups and b)
the treble pick-ups. Obviously with two
necks to take care of, it's going to take
some time before you figure out how all the
controls function, and that is the first thing
to get clear.

The actual control section is not as
complex as it might be, however. There is a
large plastic switch mounted vertically for

selecting either the 6-string or the 12-string
neck; although this is a 2-position switch, it
is actually possible to jam it halfway (in the
classic Fender Strat fashion) so that both
necks are ‘‘on’’ at once. The two rotary
controls are for tone and, above it, volume.
Next to these are three more plastic
switches, mounted horizontally. From the
bottom up, there is a coil selection switch,
another which appears entirely redundant
(more of that later) and a third for selecting
pick-up — and hence stereo effect. These
switches are all 3-position. The coil
selector, as far as | was able to tell without
any literature to guide me, is set in the rear
position for humbucker (twin-coil) sound,
in the front position for single coil sound,
and in the middle for out-of-phase. The
pick-up selector operates the treble pick-up



when in the rear position, bass pick-up in
the front position, and both together in the
middle.

All this leaves but one possible purpose
for the otherwise inexplicable centre
switch. Since it is located nearer to the coil
switch than to the other, | suspect it must
have been intended to provide separate
coil selection for each neck. As it is, the
bottom switch does it for both. Most odd.

The bridges are of an unusual design.
They are completely adjustable, but only
by means of allen keys — of two different
sizes. These were not provided with our
review model, but doubtless are with all
production models. The lack of these keys
meant that | was unable to raise the action
on the 6-string neck which thus remained
too low, producing fret buzz. The bridges
are firmly attached to the body by means of
six large screws, and covered by black
plastic guards. It was necessary to remove
these instantly. How can you play near the
bridge for that distinctive sharp, bright
sound if there’s a large plastic cowling in
the way? Off with them, | say! This is an
easy matter, in fact. Only two screws hold
each guard in place, and both were
removed in a matter of fifteen seconds.

Moving up towards the head of the
guitar, the necks are each joined to the
body by means of four chunky bolts. In the
process of construction, this marriage of
neck and body is virtually the last job. The
necks have long ‘“‘tongues” which
disappear inside the body to increase the
natural sustain. The advantages of a
bolted-on neck should be obvious: perhaps
the main one is that a damaged neck can

be replaced in a matter of minutes —
whereas a glued-on neck can’t. The last-
minute joining of the two in the factory also
means that the quality of both neck and
body can be more strictly controlled.

Playing the bottom (6-string) neck was
not easy, as |'ve already explained. The
strings were marginally lighter than { would
normally play, and too low — with the
result that the whole thing sounded and felt
“slappy’’. Most guitarists like a guitar to
make them work a little bit. in other words,
it's much nicer to feel a bit of resistance
when you bend a string, and to have to
apply some degree of pressure on a string
in order to fret it. | just didn’t have the tools
to adjust that part of the guitar, and will
thus make no judgement.

Stunning

The action on the 12-string neck was
pretty similar, but it didn’t matter nearly as
much. The beauty of a 12-string is the
chording; you won't be playing lead on it,
and thus a nice easy action is welcome.
The tone of the 12 neck was absolutely
stunning — a gorgeously rich, full sound,
and | must admit that, having spent a
couple of minutes fiddling around with the
controls to see what did what, |
concentrated on playing the 12 almost
exclusively. It might have been more
interesting, in retrospect, to have been
given a bass/12-string model — but
perhaps I'm only saying that out of sour
grapes that | couldn’t set up the 6 as |
would have liked.

A few other random points: there are
two sets of strap buttons, and it makes
little difference whether you use the lower
set with a long strap or the upper set with a
short one. The main thing to avoid is using
one upper and one lower, since this upsets
the balance of the guitar. The machine
heads are Schallers, and thus pretty good,
but mine were a trifle loose. They may be
tightened by means of a tiny screw in the
top of each. A definite minus point
concerning the construction was the
degree to which | was able to flex the
necks. A guitarist prefers near-total rigidity
in his instrument’s neck — one advantage
in favour of glue-on jobs. Another slight,
nit-picking gripe, Shergold bodies are not
contoured, and they are pretty bulky. This
doesn’t matter on a single-necked guitar,
but makes a twin-neck that bit more
unwieldy.

Plus points: number one just has to be
the sound, foliowed very rapidly by number
two, which is the superb quality of the
neck. I've only beefed about the 6-string
neck without mentioning that it is
beautifully finished — possibly the best
maple neck | have seen on a recently-built
guitar. The binding, the fret finish, the
absolute smoothness of the whole thing ...
faultless. The finish all over the guitar
cannot be faulted, in fact, right down to
the fine sunburst job on our review model.

Lastly, the price. Bearing in mind that
one normally expects to pay more for a
twin-neck than for two separate guitars,
this is a ludicrous, laughable price. Break
the guitar down, sell it for scrap, and you'!l
get more than £440 for it!

Billy Colbbham
cookson
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Slingerland only make wooden drums —
because anything else is second best. Check
the wood inside the shell. Whilst it’s easier to
simply spray over any imperfections, it’s
better to hand finish the shell and coat it
with hot lacquer. And Slingerland drums are
made with that perfect finishing touch in
mind.

Slingerland’s five-ply shells are thicker than
many nine-ply shells on other drums. And
they’re made with the most beautiful woods
for the most beautiful tones — selected woods
mahogany, poplar and maple. The grains run
in opposing directions, so they hold each
other in perfect place ... and keep their
perfect shape.

Slingerland even offer the greatest selection
of natural wood finishes — mahogany,
walnut, maple, rosewood, teak, cherrywood
and oak. You even get your own choice of
lacquered or oiled finish.

When it comes to the best sounding drums,
wood is a natural. And when it comes to
making those drums, nobody’s more natural
than Slingerland.
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ngTRUMEN‘I' REVIEW

SLINGERLAND
RJB 670C
Price: £710inc. VAT
Reviewed by: Brian Downey

e were fortunate this month to

prise Brian Downey away from the

~ frantic rehearsals Lizzy were

going through a couple of days before their

Hammersmith concerts in Decebmer and

deposit him in a secret location in north

London in front of this Slingerland Rock,

Jazz, Blues drum kit. Before he regained

conscousness we managed to insert the

brain probe and come up with his thoughts
on this outfit.

The Slingerland RJB, costing a very
meagre £710 inclusive of VAT, comprised
the following drums: bass drum 14 x 24", 4
concert Toms 8 x 12, 9 x 13”7, 10 x 14",
12 x 157, one floor Tom Tom, 16 x 18",
one all-metal snare 672 x 14", two boom
cymbal stands, one hi-hat pedal, one snare
drum stand, one bass drum pedal.
Cymbals were not included in the kit under
review.

Slingerland are currently making a big
attempt to try to build a kit specifically for
the rock market — in the past they've been
more associated with jazz kits (i.e. Gene
Krupa, Buddy Rich etc.). This RJB is the
result of their efforts. As the stands
supplied with the kit are of an older design
Brian decided he would simply review the
drums.

My overall impression was one of
disbelief that this level of quality, finish and
sound could be available at such a
ludicrously low price — although they’re
cheap, the quality hasn’t suffered at all. My
experience has been that drums of this
quality would normally cost twice as much.
Anyway, on with the review. All the
drums, except the snare, are made with 5-
ply shells, so | took each one separately.

Bass Drum

The bass drum is double-headed and
unfortunately | didn’t have enough time to
remove the front skin and blanket the
to dampen it which is my normal
procedure. Because of this | found the
sound to be more of a thunder than a
thump but | have no reason to doubt that
with this customary damping it would

produce a sound more to my liking. The
four disappearing spurs worked extremely
well — the drum didn’t move at all during
the test.

Tom Toms

These are undoubtedly amongst the very
best concert toms | have ever played and
heard — | was so impressed that
immediately after the review | spok with
the Slingerland representative with the
intention of trying a set of double-headed
Toms formy own use.

The toms’ sound was very precise, with
plenty of tone definition: the voiume was a
little on the low side but | attribute that to
their single-headedness. For the average
rock-band they’d probably be sufficient,
but Lizzy aren’t known as an averagely
loud band, are they? As well as the sound,
the tuning was unbelievably easy: | found |
could tune the entire set in about five
minutes. Even if you’re not that interested
in the rest of the kit | would
wholeheartedly recommend a listen to the
concert toms.in their own right.

The Floor Toms matched the concert
toms in performance and tuning.

Snare Drum

| didn’t like the all-metal snare at first: i
found it rather unresponsive but after I'd
played around with the tuning and
tightened it up more, the response did
improve and | managed to get a more
pleasing sound eventually. By the time I'd
finished the review | still wasn’t 100 per
cent happy with this drum, although |
expect | could, with even more time, get an

acceptable sound. The tuning was
responsive however, — the slightest turn
of the lugs resulted in a noticeable change
of tune. | didn’t particularly like the nylon
holding the snare — it would probably
stretch after a time on the road and | feel
that Slingerland ought to have a look at this
part of the design as I'm sure it could be
improved upon.

Bass Drum Pedal

This is a new bass drum pedal from
Slingerland which has only recently been
introduced on the market — it was an eye-
opener for me when | first tried it. The
tension was really strange, but | started to
loosen the spring tension and as | did |
found the action becoming progressively
more responsive and | started to like the
pedal: by the time Id finished | really did like
it. There's a ratchet-like attachment which
makes the fixing to the drum itself
particularly easy, and there’s no way that
the thing wouid come free of the drum
during a performance. For the £30 asked
for the pedal alone it's probably the best
value on the market.

Conclusion

Very simple to fill this section in! For the
money, it's unbeatable. Although the
drums, and in particular the tom toms,
were excellent | felt the only weakness in
the kit were the stands that came with it.
Despite this, however, the drums are so

good that | should think that the average
drummer will be quite happy to put up with
the stands.




POKER 30 WATT
COMBO
Price: £65 inc. VAT.
Reviewed by: Peter Douglas

of months ago we had occasion
to deliver a smart pat on the
back to the Pa:ce, MM, Intermusic
conglomerate for their tasty little 15 watt
Intermusic amp — and now, hot on its
heels, comes a slightly larger but equalily
nifty-looking combo from a company
called Leech.
Leech are not a household name, let’s be
honest, and the reason is that in the past
they have been engaged in building

Now here’'s a thing. Only a couple

cabinets for other people. Maybe it's
modesty, but they haven’t actually seen fit
to bless this particular item with their
name. They have merely called it the Poker

{(saucy) and given it an amp which
delivers 30 watts through a
single 10" speaker. It's got the

same simplicity and neatness as the
Intermusic, and it looks just as sturdy. One
might almost think that the days of
traditional cheap British amps had passed;
surely we all remember those cheap
numbers, each kicking out a sturdy 3%
watts through a Leonardo da Vinci 6"
speaker, the cabinet construction rivalling
that of a cornflakes packet, and that sound
quality as impressive as that obtainable
from a 1967 Japanese transistor radio {the
sort given to poor Indians in exchange for
vasectomies).

Inputs

Are those days no more than a memory?
Is there nothing left to laugh uproariously
at as we pass the music counter of F. W.
Woolworth? | hope not.

But on we must go and investigate the
Poker. It is slightly larger than the
Intermusic, but is built from the same %"’
chipboard covered with thick black vynide
cloth. All eight corners are protected with
large metal corner protectors; there’'s a
nice big handle at the top, and the control
section is simple but effective — namely

—
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two inputs, normal and bright, rotary
knobs reading volume, bass treble and
bright, a headphone socket which cuts out
the speakers and is hence perfect for
practising without the neighbours banging
on the wall — and a mains switch. The
word POKER is emblazoned boldly across
the front.

Velcro

There are four hard plastic feet, and the
mains cable has a little nook at the back of
the combo in which it may be coiled up and
stowed. A nice, orderly touch, that. If you
need to take the speaker out to repair it,
the front grille comes off quite readily,
being held in position by four lengths of
velcro.

Petite

{For those who don’t know what velcro
is, here follows a brief explanation: it's like
very rough hard, foam rubber, which has
the unique talent of being able to grip
another strip of the same material. To
make it stick you only have to push the two
strips together; to disengage, just pull; now
read on).

The initial impression is good; the combo
looks petite and workmanlike without
offering anything remotely surprising. But
that's talkin’ 'bout /ooks. The next part of
these little investigations is always more
interesting, because it's the part where you
strap on your axe and let ‘er rip, in the
immortal words of Robert Johnson.

Benefit

And Poker is the word. The tone of this
combo is truly superb. True, | was giving it
the benefit of the doubt by using the
Shergold twin-neck most of the time, thus
starting out with an already magnificent
guitar sound. But there is bags of treble
there for the bright, glittering high notes to
come through like sharp needlepoints of
rain in your face. With all the knobs up full
there is a loud hiss from the presence
circuit, but that actually doesn’t matter too
much. The extra power of the amp (again
making the unfair comparison with the
Imp) lands it just a bit more in the way of
bass to fill out the sound.

This is rather a short review, but there is a
reason for it — namely that there really
ain’t much to say. | /ike the Poker very
much. The sound is right and so is the
price. It's surprisingly loud for its size, but
would find itself getting drowned out in the
presence of any other combo’s in the 50
watt region. The application you may care
to use it for is thus a matter that only the
buyer can decide. If you want a 30 watt
combo, go for this one. It's tough, no
nonsense, well thought out and very
reasonably priced.



The latest addi
coL

GIGSTER

The Gigster pedat is a self contained
rhythm unit — battery operated, it just
plugs into most amplifiers. Up to ten
different rhythms are available,
including Bossa-Nova, Bossa-Rock,
Swing, Waltz-Rock, etc.

THE V.C.F. UNIT

V.C.F. voltage control filter is triggered
by the signal from the Guitar, the
harder you play the more effect. A
variety of interesting sounds include

a staccato, a wah wah type and a
funky ‘shaft’ tone.

DIPTHONG

A new sound for Bass Guitar. The
Dipthong is the first in a series
developed for the Bassist. The device
is triggered by a signal from the Bass
or Guitar, It has three controls —
Overdriver, Speed Depth, Filter Bias.
Vowel sounds based on E-O0—-AR
can be produced in varying degrees.

= COLonsoung

OCALIZER

tions to the ever-increasing range of
ORSOUND effects

FLANGER

The new Flanger produces sounds
which are out of this world. The unit
features automatic double tracking
which gives all the usual flanging
sounds, but with superb quality.

With a total of four controls regulating
speed, depth of sweep filter quality
and ADT, the possibilities of this new
unit are virtually limitless.

THE PHAZEX UNIT

Wide variety of effects including a
rotating speaker type sound. A new
reactance control enables the unit to
scan the Phase circuit producing an
arpeggio effect.

VOCALIZER

This is the unit that simply ‘speaks
for itself’ the Vocalizer goes one step
beyond the voice box. By merely
pressing down the pedal it produces
all the vowel sounds AEIQOU. The

resonance control enables the player
to get a totally different set-of vowel
sounds and so opens up a whole new
world of effects.

WAH FUZZ SWELL

4 different effects. Wah Wah, Fuzz
Swell, Wah Fuzz and swell pedal.

OVERDRIVER

Gives an extra ‘Boost’ to an instrument
which can overdrive to the extent of
producing distortion.

OLORSOUND

TRY THIS NEW WAVE OF
PEDALS NOW OR WRITE
FOR DETAILS

SULA SDUND 102 CHARING CROSS ROAD, LONDON WC2




STAND BY FOR THE WAS INVASION

2 OSCILLATORS,
1 x LFO SAMPLE AND HOLD.
NOISE . 2 VOLTAGE
CONTROLLED ENVELOPES.
3 WAY FILTER WITH
POSITIVE AND NEGATIVE
MODULATION .
COMPLETELY DIGITAL
FOR STABLE TUNING,
HEADPHONE SOCKET .
BUILT IN SPEAKER .
BATTERY OR MAINS
OPERATION AND MORE . .

PRICE OF € 199:99 !!

fFor those who dream of FOR LK.
ROD ARGENT S KEYBOARDS
e e 20. DENMARK ST.
owning o synthesiser, e e
this instrument offers R

more Facilities and

better sound than
ASKYOUR LOCAL

othars costing six DEALER
. FOR DETAILS
times as much !



electric bass guitar strings

Semi (Half) Round Bass String

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

Available in long or medium scale.
Set No SRIOL Long Scale Set No SRIOM Medium Scale

Round Wound Bass String

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

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

electric guitar strings

Plain String »

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

Wound String

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

Available in four superbly balanced sets, reference numbers as
follows:

Superlight No 10S {.008) Extra Light No 10E (.009)

Light No IOL ({.010) Light Wnd.3rd No IOLW {(.0II)

Also full custom range.

velle:y MUSIC STRINGS

Treorchy Rhondda

For free brochure write to:
BARNES & MULLINS,
155 Gray's Inn Road,
London WCIX 8UF

Tel: 278 4631

Please enclose S.A.E.




ith some skill in the art of
breaking and entering you
can actually find a way into

Island Records. Not through the

front door — that would be'too easy.

And they certainly aren’t careless
enough to answer a knock at that
hallowed portico. ‘‘Round the side!”’
they shout. This is an old joke, for
the side door is locked too. You can
then try going round the back,
making sure you don’t walk into the

builders yard by mistake, since it’s no

use asking a hod carrier for the press
office.

I left the yard with a hot tip for the

3.30 at Newmarket and renewed my
assault. This time I was determined,
and only twenty minutes later,
following minutely the directions
given to me by various Island
employees, found myself in the press
office.

An interview with Graeme Douglas,

guitarist of Eddie and the Hot Rods,

had been arranged. I smiled grimly as

the rhythm section (Steve Nicol,
drums, and Paul Gray, bass) were
introduced. The press officer looked
at his watch and rubbed his hands
together in a businesslike manner.

‘“Right,”” he said, “‘let’s get
started.”

Graeme arrived in the end, though
while we were listening to a rough
mix of the Rods’ third album,
“Thriller’”’. And yes, it sounded hot,
particularly one of the tracks
featuring Feelgoods gob-iron blower
Lee Brilleaux which was reminiscent
of the Beatles’ ‘‘I Should Have
Known Better’’. A fine rockin’ little
album, despite protestations by the
boys that few of the tracks were yet in
finished form.

The band started out in Southend
in ’75, got a deal with Island and
recorded ‘“Teenage Depression’’ in
the following year. ‘‘Life On The
Line’’ came in ‘77, largely on the
back of that classic rip-roaring
anthem ‘‘Do Anything You Wanna
Do’’. The songs at that stage were
mostly the work of Ed Hollis, who
has since left to pursue a career as a
producer, and Graeme. It was the
departure of Hollis which led to the
delay in starting work on the new
album,

‘““We had a problem finding a
producer,”” Paul explained. ‘“We
spent months and months trying to
find someone. The people we wanted
were all booked up with work, so we
ended up with a bloke called Peter
Carr, who had produced the
Motors.”

It was necessary, before any real
steps could be taken with recording,
to make Carr appreciate the Hot
Rods style, which is an evolved form
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There’s more to it than just
playing out of tune ... as told by
one Douglas (Graeme) to another

(Peter)

of hooliganism. Parties in the control
room are an essential feature of
making an album, and Carr also had
to realise that the lads did not want a
dictator — merely someone who was
able to give his casting vote when a
decision-mraking deadlock had
occurred.

““I think all of us basically know
when something’s working and when
it’s not,”’ said Graeme. ‘‘And it’s
good to have instant reaction, in
terms. of everybody in the control
room getting off on it. But someone

has to take responsibility. Sometimes
one of us is over the top, very
insistent on something, and the other
four are totally against it. That’s
when you start getting problems in
the studio — people leaving, fights
and all that. And if somebody outside
the five of us can give the objective
view, that’s all right. If you can get
on with him well enough to accept his
point of view. That’s why we don’t
produce ourselves.”’

The backing tracks were laid down
at Abbey Road (*“We chose it for its




clinical feel’’) and the rest at the
Roundhouse Chalk Farm.
Surprisingly, the boys were full of
praise for Abbey Road. Well, perhaps
not all that surprisingly since it is a
rather fine studio — just a little
Staid, one might have thought, to
cope with evolved hooliganism.

“Everything’s just so efficient,’’ Steve
said. ““At first, the engineer was
really freaked out because he thought
we were animals. We tend to go a bit
mad, ’aving a party, getting into it
and all that, and he was a bit
horrified. But in the end he was
getting as mad as we were. But there
is that efficiency. You hardly ever
have a breakdown, and if there is one
there’s a bloke there to mend it
immediately. Everything’s always tidy
— it’s just really good to work
there.”’

It may surprise the more snobbish

of Beat’s readers that a good time

rock and roll band like Eddie and the
Hot Rods take so much care over
their music. But the overdubbing on
‘Do Anything You Wanna Do”
actually took longer to record than
the backing track. There were
anything up to thirty different mixes
leading up to the final cut. For the
new album they have taken more
time.

Critical

‘““When you’re working very
hurriedly, there are a lot of things
that you overlook,”’ Graeme said,
‘‘because they’re not really that
important. But they might be
important enough for really critical
listening. The odd bum note, the odd
slip in the rhythm, the odd speeding
up or slowing down . . .”

They are very critical of ‘‘Life On
The Line’’ on a technical level. To
99.99% of their listeners, both that
and the new one will sound well
balanced and finely crafted. The
differences are minute, but the more
you get into studio Technique, the
more you can here on a tape that you
might not have noticed before. In the
same way, the distinctive Hot Rods
sound is achieved by a subtle merging
of guitar overdubs.

‘““We tend to blend the guitars in a
certain way so that it sounds very
powerful, and whereas a lot of times
you can’t make out the distinct guitar
parts, what you’ve got is a really
solid guitar sound. And that’s very
much a studio technique. When you
get a lot of guitars playing together,
there’s no need to make it into a wall
of sound which verges almost on
white noise. When you come to mix
them together, there comes a point
where the balance between the guitars
sounds right, and there are also a
number of points where the balance is
wrong, and they confuse rather than
reinforce each other.”” Graeme then
revealed that there are no fewer than
eight guitars on ‘““Do Anything You
Wanna Do”’.

“There’s always one guitar which
stands out from the others. But it’s
not a question of what guitars or
what amps we used. It’s getting the
guitars playing chords a) in different
inversions, and b) fractionally out of
tune with each other.”

This is a trick well known to
certain engineers, but not so well
known amongst musicians who have
never actually been in a studio. For
some reason, the sound produced by
this slight out-of-tuneness is
particularly bright and vibrant.

““The best way to explain it is with

reference to a 12-string. You take a
12-string, and because of the actual
mechanics of the guitar, all those
strings are never perfectly in tune —
you get that peculiar cutting sound,
like with the Byrds’ 12-string
Rickenbackers. And with the Stones,
for years Brian’s and Keith’s guitars
used to be slightly out of tune, which
gave it a sort of edge, the way the
strings oscillate against each other. So
what we’ve done is to take that to its
logical conclusion by purposely, on
acoustics or electric rhythms,
recording guitars on the same rhythm
track in different inversions, so you
get that slight uptuning from the
guitar neck. That means that you get
an enormous fat guitar sound, which
you can spread across the stereo
image.”’

Live, it’s a different story. Dave
Higgs is the basis of that driving Rod
rhythm, following Steve Nicol’s snare
drum beat for beat. This leaves Paul
free to scuttle around a little more
boldly on the bass; hence the rhythm,
whilst rock-hard, is not blundering or
obvious in the style of, say, Quo. It
also leaves Graeme free to blow over
the top of it all.

‘‘Before we had Graeme, while we
were just playing with Dave,’’ Steve
said, ‘‘Dave was finding it a real
strain. | mean, obviously he can play
solos, but the speed we were playing
at was ridiculous — he’d have to
keep that rhythm going, and then —
when it came to a solo — he’d have
to burst into it. We’d been left in the
lurch by Lew (Lewis, harp-blower of
note, Hot Rods retd.), so for a while
Dave was doing two jobs at once.”

At this point, Steve and Paul had
to leave for an urgent appointment
with a nearby publican, and Graeme
and I got down to talking about the
crisis in British industry, and whether
coilectivism per se is a necessary evil
of the twentieth century. Oh all right,
we talked about guitars.

““I met this guy called Andrew
Bond who’s developed a new kind of
neck — for guitars,’”” he added
quickly, in case I was having visions
of human giraffes. ‘“The neck is a
sawtooth shape in profile, and where
you’ve got rosewood, say, on a
normal neck is an aluminium overlay.
The bit between each fret is built up,
which means that the action is
superbly fast — anywhere between
the two peaks that you finger
(pardon??? Ed.) is a true note. And
I’ve actually got the first model of
that neck on my Fender Strat.

‘““Bond has a deal with Fender. I
knew him, and he showed me a
prototype, and I played it a couple of

times and came to the conclusion that
E = =
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it was astonishing. So I got him to
give me the first production model.
He also designed new electronics and
circuitry for it. You know how when
you start to edge off the volume on a
guitar you loose the tone? Well this is
compensated for — any volume
setting on the guitar gives you the
same tone. But whereas with the
Yamahas and the new Gibson it’s
battery-powered circuitry — i.e. it’s
active, this one’s still.totally passive.
It’s amazing.”’

Currently Fender are supplying
Andrew Bond with guitars to modify,
and only a few will be available while
the giant CBS Corporation cautiously
test the water before taking the
plunge. Most of the guitar on the new
album is this Fender/Bond hybrid,
which has DiMarzio pick-ups in
addition to its other modifications.
He also has a ’64 Strat with
diMarzios and a ‘‘newish’’ Les Paul,
plus an Epiphone whose type he’s
unsure of, save for the fact that it
looks like a Les Paul Junior.

Graeme has two amp set-ups; at
home he uses a Peavey Vintage, and
on stage an Acoustic. He likes the
latter because it produces, in his
opinion, a sound midway between

valve and transistor.

“But I’ve since discovered the
wonderfulness of Boogies!’’ he adds
slyly. ‘‘We’ve got the heads — we
had to wait quite a long time to get a
couple, but I mean they’re very
wonderful. Very wonderful little

boxes. We hired a combo from M.L.,

which is the Who’s company. Most
of the guitars on this new thing have
been played with the Boogie combo.
And I was just amazed. Astonished.
We just had to have them. What you
could never get before they came
along was a controlled valve sound.
You either had the Marshall running
flat out — or nothing. The early
Peaveys were a step towards it, in
that they had valve power but a
transistorised pre-amp. But the later
Peaveys seem to have a more
transistorised type of sound, all this
channel-on-channel stuff.”

The Vintage has 4% 10’’s, ideal for
playing clubs and small halls, but it
hasn’t quite the depth when extra
volume is required. This is why
Graeme sticks largely to the Acoustic
270 with 2x 15* JBL’s.

‘““Yeah. Because the Strats stick out
quite a lot up top, and the diMarzios
give it a little bit more top, but the
two 15”’s give more depth and
chunkiness. On tour, though, we’ll
probably be using the Boogies,

probably with just one 4 X 12”° JbL
cabinet each. But what we’ve been
working on is, instead of putting the
guitars through the foldback, we’re
working with extension cabinets as
front wedges. So you don’t put the
guitars through the foldback at all.
You’ve got a 4% 12"’ behind you, at
ear level, so that when you stand
‘back you can hear that, and then
when you’re at the front at the mike,
you get the same guitar sound coming
back at you from the front cab. You
see, the problem for me before you
had guitar coming through the
foldback was that it doesn’t sound
the same as through the amplifier.”’

So now there’s a hell of a lot of
noise pointing in at the band, since in
addition to these extension cabs
there’s the usual front vocal wedge,
plus bass and drums coming through
the side fill.

At the time of writing (before
Christmas) no dates had been set for
the tour, but rest assured that the
lads will be out doing what they do
do well — rompin’ and stompin’ and
shakin’ the rafters with hard, fast,
evolved hooligan rock and roll. So
far I haven’t even mentioned the
manic, grimacing Barrie Masters
(vocals) but now I have, and there’s
not a lot more anyone can say to
that.

We're g

oing tothe top,
who's coming with us!

picato

= \i
\ | Available from General Music Strings,
yourdealer now. Tretorest, Mid-Glamorgan.
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N -350D

Brown stained spruce (solid) top,
mahogany back & side, rosewood
fingerboard & bridge, fully adjust-
able mahogany neck, deluxe
machine head.

STRINGS &
THINGS LTD.

PROUDLY PRESENT
THEIR EXCLUSIVE
RANGE OF NEW
GUITARS FROM

N -40D
Solid spruce top, mahogany back/
side, rosewood fingerboard,
mahogany adjustable neck,
chrome plated deluxe machine
head, Guild M-450 strings.

N -40DS

As N -40D with sunburst top.

Solid spruce top, maple back/side,
mahogany adjustable neck,
chrome plated deluxe machine
head, black finish all way round.

20 CHARTWELL ROAD, CHURCHILL INDUSTRIAL ESTATE,
LANCING, WEST SUSSEX BN15 8TU.

SEND LARGE STAMPED ADDRESSED ENVELOPE FOR CATALOGUES.




LIEUTENANT
TOSH SEEN

Scratch this

page and sniff.

If nothing happens,
readon...

uote the Oxford Concise Dictionary:
Q "’Reggae. Noun. West Indian style of

music with  strongly accented
subsidiary beat.”’

A definition fine for the Times’
posthumous crossword, but one that says
nothing about the passion with which it is
performed and its interpretation in dance
by its followers, usually-young blacks from
the wrong end of the social strata. The
music speaks from the gut and promotes
politica! revolution and a devotion to Jah
(God).

Reggae’s boldest and most successful
exponent is Bob Marley, together with
Peter Tosh. Marley was the first reggae
musician (and still is) to have his own
permanent touring band, and the first to
take this subjugated form of music for the
minority and weave it into lavish rhythmic
and lyrical patterns. Reggae had to be
recognised as a phenomenon that could
not longer be dismissed as inconsequential
ethnic music.

But the difference betwen reggae and
white rock 'n’ roll — or American soul —
was that it remained restricted to Jamaica
and the specialist clubs and import shops
of South London.

Rastafarianism

The chief culprit for the sound’s inability
to ""Crossover’’ is ironically Rastafarianism,
a fundemental aspect of modern reggae:
the belief that all blacks should one day
return to their rightful homeland of Africa
— more precisely Ethiopia. It was the
dream of Jamaican cilil rights leader
Marcus Garvey to lead an “exodus to the
land of Africa’s divine statesman, the
Emperor Haile Selassie.

Peter Tosh is the self styled lieutenant of
the Reggae/Rasta movement. Jamaican
born Tosh first became interested in music
at the age of 12, when he discovered that
the piano could be made to perform more
wondrous duties that being a plynth for the
family photograph of Garvey. He was given
his first guitar three years later and with it
moved to Trenchtown, the shanty town in
the suburbs of Kingston, Jamaica's capital.

There he met up with an impoverished,
diminutive guitarist Bob Marley, and his
buddy and drummer Bunny Livingstone
(aka Bunny Wailer). The relationship lasted
almost a decade. Tosh’s singing and
rhythm guitar work contributed to the
classic ‘Catch A Fire’ and ‘Burnin’’ albums
— records that laid the foundations for the
Reggae renaissance and awarded Marley
the accolade of being the first Reggae
musician to appear on The Old Grey
Whistle Test.

'The split had to come because what |
had to say Bob couldn’t say that far high.
What | feel he don’t feel that far high. | am
more truth worthy. | have to sing the truth.
| have to be real everytime,’’ shouted Tosh
when | spoke to him recently in the
Manticore rehearsal studio in West
London.



His much publicised arrival on these
shores was for a short tour to promote his
latest (third solo) album, ‘Bush Doctor’,
released on Rolling Stones Records. It is
without the uninhibited, youthful defiance
of authority and musical prowess of his
earlier works, ‘Legalise It and ‘Equal
Rights’. Both of those albums were banned
in Jamaica because of their overt
condemnation of the Manley
administration and their advocation of the
proliferation of ganga: ‘‘right here in
Jamaica, dem say it cure Glucoma,” sings
Tosh on the title track from ‘Bush Doctor’.

‘Bush Doctor’ may fall short of what was
expected from the man who has twice
been beaten at the hands of the Jamaican
Police, and who is alleged to have run
rampant with a knife through the press
office of a certain record company, butitis
important as a fusion of two diverse
musical cultures. It was produced by Mick
Jagger and Keith Richards, who have
never made any secrets of their |6ve for
reggae.

Reggae

“They came in on a mystical line”’,
explained Tosh. | used to work for
Columbia Records in America. My contract
had expired and | didn’t intend to sign with
them again because of their inexperience
with marketing reggae. At the thime | was
thinking who next will be on my agenda
and Jah sent them to me to be the next
one. They were interested in my music and
| investigated them and found that they
would be some good.”

The impact of Mick and Keith ('The
Glimmer Twins) is of Svengalian
proportions. Mick Virtually dominates the
vocals on the single ‘Don’t Look Back’,
Keith’s rhythm and occasional lead plods
uneasily and the once raw rough edged
production has been-mellowed.

Psychology

| asked our man how different it was
working with white rock musicians.

"There is a psychology to everything,
psychological procedure. All music was
built on reggae. Reggae is the tree of all
music, it is the foundation of the music of
the world, seen. You have calypso, you
have pop music, you have country and
western, you have jazz, you have all of
them, seen. There isn’t that much
difference. The only difference is that rock
is white music and reggae is black music."”

The point of contact for east and west
was realised when the Stones invited Tosh
to support them on their last US tour: "I
listen to Keith playing his music and | said
‘come on man let's do something from the
heart.” When a man does that and the next
man too do something from the heart, they
collaborate, seen. Irrespective of cuiture,
seen.”’

It hasn’t escaped Tosh’s attention that
‘Bush Doctor’ has received a general
thumbs down from critics and punters
alike. As did his recent disastrous
performance at London’s Rainbow
Theatre, where all but the truly magnificent
Sly Dunbar on drums (the highest paid
reggae session musician) and Robbie
Shakespeare on his Hofner Violin Bass,

-

‘“‘Reggae is the tree
of all music, seen”’

were playing rock licks. Observers attribute
Tosh's current bleached reggae to the
Stones, and a misguided attempt to
broaden his appeal.

"I just made the album with an audience
in mind, whether white, black, pink, green.
As long as you respond to the music,
because | never shift. My music never
shifts from the roots irrespective of how it
sounds, irrespective of what it is saying,
seen. The root of the music is there.”

That “Root” is the intangible,
indefinable and often incomprehensible
roots sound that Jamaican musicians have
and British reggae bands like Steel Pulse
and the Cimarons are accused of betraying
— if in fact they ever had it. In reggae snob
circles, to have roots you're cool.

Mixing
""Roots is the foundation of how we feel
the music. The bass line, the piano. That's
the way you know the roots of the music,
seen. Everybody can go in the studio and
make roots music . . . you feel it slapping in
your belly.” He concedes that his new

‘I don’t have no
special make of guitar,
as long as the guitar

sounds good ...”

album could have been better. However he
makes no excuses for the musical or lyrical
content. His only concession is that with a
few more greenies in the bank he could
have devoted more time to the mixing.

Tosh doesn’t attach too much emphasis
to the make of his axe. He is presently
gunning a white Les Paul, inlaid with the
Rasta green, red and gold tri-colour. “I
don’t have no special make of guitar, as
Jong as the guitar sounds good | play it. |
don’t have no special make. Any guitar can
do, because | can make any guitar sound
the way | want it too, yeah man."”

When Richards arrived on the scene
Tosh entrusted him with the task of
providing lead guitar: “I’'m not equipped
for that fast playing you know, because the
music that | play must be Eastern music. |
have an instrumental coming out soon
called ‘Anti-Aparteid’, you will hear it. It
has an Eastern melody, slow and easy.

“On the album | did the rhythm and
Keith took the lead with two other lead
guitarists. So who will know it was him
unless | tell them?”’ Said Tosh before
bursting into a session of heavy guffawing.

“Who will know it
was him unless 1
tell them?”’

When it comes to selecting a studio
there are only two in Jamaica where any
self respecting Reggae musician will
consider working, Harry Js and Joe Gibbs.
it depends on how | feel and what the
atmosphere of the studio is like. You couid
be in the studio for a day, but because the
atmosphere isn’t there you don’t make a
sound the way it's supposed to be made.”
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