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MARSHALL'S NEW 50 WATT COMBO AMPS

) From the most dominant force in rock music today ... that has driven so many superstars to the top.
] new Marshall Combos. With the unique sound and Take the Uitimate Test Drive.
. power that only Marshall offers. Try a new Marshall Combo at your dealer today
On the road, in the studio or in crowded clubs, and be sure to ask for ail the details or our A
i the 4210 Channel Switching model or T-Shirt and Jacket offers.* ' .

Take the Uitimate Drive. .. -
the Marsnall Overdrive.

one of the 50 Watt Master Violume models
continue the Marshall tradition of excellence
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Hit Squad Penetrates U.S.

International Hit Team
Targets ‘Trite, Boring’
Rock For Elimination

Threat To
Music Establishment
Very Real
Says Administration

‘Unassailable Evidence’
Cited With Release
of Four New Warner Bros.,
Sire Recordings

Soft Cell.

Non-Stop Erotic Cabaret.
Two-man British squad with a com-
mand of both technology and the pop
idiom. Vocals treat the convolutions of
modern life in no b.s. terms. Like the

British hit “Tainted Love,” and “Seedy
Films,” “Chips on My Shoulder.”

Gang of Four.

Another Day,

Another Dollar.

Political intrigue surrounds the
Gang. They aim for the head on this
outspoken, challenging mini-album.
Features: “To Hell With Poverty,’
“History’s Bunk.”

_n

UPI

We're taking this threat very seriously.” said the Secretary of State. “These
individuals are out to make us dance while they call the tune. Immigration
officials have been instructed to restrict the trave! of all foreign lead guitar-
ists and synthesizer players until the crisis has bean alleviated””

Depeche Mode.

Speak & Spell.

Four Englishmen with a French name
and a very modern sound. Team hits
with feisty synthesizers and wry lyric
outlook. Includes “Dreaming of Me,’

“Boys Say Go!”

Eye To Eye.

Singer Debra Berg and keyboardist
Julian Marshall offer fresh, sardonic
songs which poke fun at today’s urban
hassles. Berg’s voice has a piercing,

tronic quality as charming as the stories
she sings. Produced by Gary Katz,
Steely Dan’s producer, and backed by
a whole host of Steely sidemen, includ-
ing Mr. Dan, Donald Fagen.

The Team That Hits.
With Something New.
On Warner Bros.
and Sire Records & Tapes.




Understanding Subject:
Roland Technology A Combination
Series of Classics
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The number one quitarist
connects with an album of totzl
kinetic energy...some of the
hottest, most melodic electric
music you 've ever felt

Joining Al are superb musnc;ans
like Jan Hammer, Steve Gadd
and other greats who create an
awesome sonic darrage behind
the master: Al Di:Meola.

Al DiMeola’s
“Electric Rendezvous.
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"ELECTRIC RENDEZVOUS”
"ELECTRIC RENDEZYOUS”
"ELECTRIC RENDEZVOUS”

"ELECTRIC RENDEZVOUS”
1000 JOLTS OF PURE POWER

“ELECTRIC”_D)EZVOUS”
“ELECTRIC, .)EZVOUS"

“ELECTR I( OEZVOUS”
‘ngjmm”-
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AL DI MEOLA|

ELECTRIC
RENDEZVOUS

= includ.ng:

" Cruisin’
Black:Cat Shutffie
Passion,Grace

Socket to you! e
Al Di Meola’s N Rl
“Electric Rendezvous. Apren o
On Columbia Records. -

Tahe The Music Where Youre Playing On Columbia Tapes.
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Shown above ¢lockwise: Prophet-10 synthesizer

Remote Prophet keybaard, Prophet-5 synthesizer Ckg/‘:ll !E} inc
Polv-Sequencer. Pro-One synthesizer. "i _[ g

For more information, see your dealer, or write Sequential Circuits, 3051 N. First Street, San Jose. CA 95134.




LETTERS

POETRY AND PARANOIA

Though I've followed the Pretenders
closely since they first hit America, your
article is the most in-depth of any ever
printed. | can't believe that she doesn't
think her songs are profound. They are a
form of poetry and | often think of her
tyrics without the music. Her songs may
be just “pop” to her, but they do change
the way | look at things. She says she's
pretty ordinary, but her way of being
such an interesting person ignoring the
world around her fascinates me. If she
doesn't want her lyrics to say anything at
all, why doesn'’t she sing nonsense that
truly hasn't any meaning (like the B-52's
or the Plasmatics)?
Dan Schutzer
Pittsburgh, PA

DON'T BE PISSY, CHRISSIE

In reply to Chrissie Hynde's remarks
in Jon Pareles’ interview with the Pre-
tenders: honesty may be the best policy,
but please temper it with tact and poli-
tesse. I'm tired of hearing about per-
formers who try to put an interviewer on
the spot. These people should have the
foresight to see that in a prestigious
magazine like Musician, they may be
only a few pages from another interview
with a musician or band that has the
sense to discuss the business at hand
and not veer off into an exercise inrude-
ness and circumiocution.

While it's true that a fan does not lay
claim to a performer’s personal life just
because they bought an album, the per-
former also has a responsibility to
his/her following and the proper use of
the media which bridge the gap between
fan and artist.

If American audiences are such “dul-
lards,” then maybe they should become
dim enough to forget to buy Pretenders’
concert tickets and albums,; that way,
Ms. Hynde could go back to the privacy
she so clearly wishes to embrace.
Brian Delgross
Philadelphia, PA

THE ROSE, THE BLADE

The rose: | enjoy the Police's fresh-
ness and depth just as much as the next
guy’s little sister. Their color is so
needed in such a mundane, current pop
music wasteland.

The blade: are Chopin, Rachmaninoff,
Coltrane or Parker “athletes”? Miles
Davis could blow "34 demi-semi-
quavers every second.” At least we
know that he had that musicianship in
his quiver when needed. Why do the
Police have to tell us they're such good
musicians? Why can't they just show
us?

Duff McGrath
Provo, Utah

IRRESISTIBLE MAURICE
Enlightening, enchanting and encour-
aging all describe your interview with
Maurice White of my favorite group,
Earth, Wind & Fire. | had never bought
Musician before because | have always
felt that your magazine caters mostly to
white rock 'n’ rollers, but seeing the
words “Earth, Wind & Fire” on the cover
made it irresistible for me. | just hope in
the future you will feature more black
artists; how about a cover picture next
time — forget your editor.
Ingrid Gavin
Washington, D.C.

ODE TO A SENTIMENTAL JOURNEY
| find it very disturbing that the letter
writer in issue #38 thinks that “Journey
possesses a soul and a feeling in their
work” and that “others... are more
sterile and contrived... and shallow!
This is disturbing because it is quite
apparent that not only have the
promotion and advertising specialists
sold you this pulp, but they actually have
you believing in it. Congratulations must
go out to these people, for they must be
able to sell anything to anybody,
provided the buyer is gullible enough.
Caveat Emptor.
Marc Anglin
Fort Lauderdale, FL

BRUFORD’S AVENGER
DIARY OF A MUSICIAN READER
November 25th, North Dakota HQ.
The Robert Fripp article is reaily
getting to me, so I'mtrying to understand
how he works.
1. He figures out a concept about music
performances and puts all his energies
into proving he's right.
2.After he's convinced himself, he
imposes his ideas on everyone he can.
3.He takes a lot of space in a good
magazine talking about his aunts and his
mummy. Jeez!
So I've drawn up some suggestions:
1. Any concept you have about music or
communication in general is the wrong
one: absolutum, obsoletum.
2.Remember, you're not the only creative
impetus in King Crimson, only one part.
3.1f you must tell Bill Bruford how to play
the instrument he plays as well as any-
one in the world, don't; just get another
drummer. Many people like drama and
fills and dynamics and rhythm and
phrasing together and cymbals.
Kevin Dammen
Minot, ND

EXPLANATION, PLEASE

| especially enjoy reading Robert
Fripp's articles — he is an extremely
sensible man whom | hope will make
some difference in this rather screwed-
up music business.

There was one area | was rather dis-
appointed to see Fripp not touch on:
signing the band to a label. Fripp passed

up PolyGram Canada, his previous
label, for the corporate biggie, WEA.
Since PolyGram Canada gave Fripp's
solo projects an incredible amount of
support, to the point where the albums
went gold (pretty good for such original
stuff), I'd like to hear Fripp's explanation
as to why he signed King Crimson to
WEA; seems a bit of a kick in the teeth,
and not what one would expect from an
artist who's usually pretty upfront.
Name Withheld

Victoria, B.C. (Canada)

TEN YEARS AFTER

Robert Fripp has a/ways been contro-
versial; he always will be. His only prob-
lem is being exactly ten years ahead of
his time. Consider that arena-rock acts
like Oreo Speedcookie, or Stux, or Jerky,
can only now begin to approach what
Fripp, Wallace, Boz and Collins accomp-
lished with astounding ease in 1971.

Although I'd like to think that all the
people with room-temperature 1Q's
would eventually accept Fripp's ap-
proach, | know they never will. Thank
you, Robert. | still have trouble under-
standing your albums on first listen.
Please keep it that way.
Lanny Thomas
Terre Haute, IN

POSSESSIVE LONGING

| find your slick, intelligent, profes-
sional magazine both treat and torture.
The features cover everything from con-
ception to personnel to attitude to per-
formance to recording and marketing.
Kudos and praise (and a buckninetyfive
a month).

But in these strengths lay the maga-
zine's failure for me. | can't afford to
pursue all the new music you suggest is
worthwhile. And worse, the gloriously
all-music advertisements are like a
year-round Christmas toy catalog,
sponsoring deep longing and the ache
to possess. As a guitarist, how can |
resist a new device every month? As a
keyboard player whose once respecta-
ble stack has been rendered so many
tinkertoys in a mere three or four years,
how can | not weep jealous tears at new
instruments and technologies leaping
up overnight? As a studio owner and
engineer, how am | supposed to feel
about new parametrics, eq's, effects,
mics and boards? | feel like I'm missing
out. My creativity is stiflted by my tech-
nology (or lack of it).

Of course, this is not all your fault. As
Emily Litella so succinctly phrased it,
“never mind."”

Tim Harman
Lancaster, OH

Erratum:

Roy Trakin mistakenly stated that
George Jones had penned “Stranger In
The House" from Elvis Costello’s Almost
Blue, Elvis himself is the song's composer.
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Since 1947, the unique Fender sound has been a key ingredient in cne success
story after another.

Now there's a new Fender. The Lead Ill. Its pickup, switching, and coil-split
options give you seven dramatic tone variations. From the renowned Fender
single-coil sound, to a fat, humbucking sound with incredible sustain.

Vistt a Fender dealer and try out the Lead [II's exciting sound. While you're

there, check out the Lead I (with a single split humbucker) and the Lead II (with
two special high-output X-1 pickups). All three are every inch a Fender, with
the finish and action you’'d expect. j

Steve Morse
of The Dregs

FH EX-60 W Ne D o T e AN @ REATES g, & ~E T Daeg



AT vl d My M

— =
2l . i
|
. IE
EY = N »
[
. ;53 N 5
@ By Roman Kozak and Jock Baird

The Blues Foundation, based in
Memphis (where eise?), selected
Johnny Copeland’'s Copeland ™
Special as the winner of the W.C.

. Handy Album of the Year award.
Albert Collins and Koko Taylor took
best male and female artist awards.

Selected Billboard awards (based
on record sales alone): Phil Collins,
New Pop Album Artist; Steve
Winwood, New Pop Singles Artist (?!);
Stevie Wonder, Top Soul Singles
Artist; Grover Washington,Top Jazz
Artist and Best Jazz Album (Winelight);
Rodney Dangertield, Top Comedy
Artist; Stanley Clarke & George |
Duke, New Soul Album Artists )"
Hall & Oates, Iop Pop Singles Group.
Other big rakers; as you'd guess, are
REO, Kenny Rogers, Kim Carnes, Pat
Benatar, Diana Ross & Lionel Richie
and Rick James. What, no Dead

¢ Kennedies? g™ S

Polish rock artist Krystof .
Krawczyk, who has sold 12 million
records, mostly in Eastern Europe., is a
bit confused about the prospect for
his latest hit, “Solidarity.” Krystof, who

~moved to indianapolis last year, cut
the song in July with American

musicians and likens his sound to Bob -.

Seger and Boz Scaggs. Despite some
pre-crackdown airplay, he is not wildly
optimistic about making the Polish top
len and has shelved his tour of E;gland
planned for the summer.

Dire Straits are giving all the
royalties from the sales of their
records in South Africa (over 100,000
copies worth) to Amnesty
International, the’hdman rights
watchdog group. Mark Knopfler and
the boys felt it was the only
meaningful way to express their
concern for "political instability and
injustice, not only in South Africa, but
in other parts of the world." Now how

10 o

about some other bands putting their”
money where their mouths are?

Island Records, reggae bottiers
extraordinaire, are starting a jazz label
called Black & Gold and have inked a
few hot possibilities: Ornette
Coleman, Anthony Braxton, Ben
Sidran, Jo Anne Bracken, the Heath
Brothers, Phil Woods and Bereli
Lagrene, a 14-year-old gypsy
guitarist. Not bad for the first pass.

You probably won't see Steve
Miller on the cover of People or the
National Enquirer. When he isn't
recording or touring, he retires to his
farm in Oregon, which doesn’t give Lt
gossip columnists much to write
about.

“It takes a lot of work to be a
celebrity. And | haven't needed that.
Also | don't feel like a celebrity. | don't
feel that I'm celebrity picture material.
| also learned at a very young age
that the people who took being a
celebrity seriously got exhausted very
early. If the music is there, then the
people are there. If the music isn't
there, then you have to start wearing.. |
a green suit, have bodyguards, and
,drive green Cadillacs.” .

lan Hunter Band keyboardist «
Tommy Mandell recently suffered an
aneurjsm in a posterior
communicating artery in his brain. “it
is like a bubble on the artery of the
brain. And it leaks. I’had five cc's of
blood down into my spinal cord.”

Mandell collapsed while at center
stage during a concert by lan Hunter
in Cleveland recently. "It was in front
of 6,000 people. You know how it is
when you stand up fuitkly, and you ~
sort of get faint in the head. it felt like
that. And then it was like a TV set that
was turned off. And the next thing |
knew | was looking up at my roadie."

Two weeks after a dangerous and

-

lengthy operation he was as good as
new and now is embarking on a soio
career. )

George Wein, the impresario who
turned Newport to Kool, held an open
meeting/panel discussion with agents,
producers and press to air complaints
and proposals for next year's Kool
Jazz fest. Grappling with the problem
of how to incorporate the few music
into mainstream settings apd still keep
the paying customers, the discussion
managed both to shamelessly plug
and promote, and to suggest thematic
concerts, nicer halls, “better”
scheduling and unique double bills.
Everyone happily agreed that it was
important that they all agreed to have
a meeting.

CHART ACTION

The album charts, frozen as solidly
as upstate New York for most of last
month, have been treated to a major

" icebreak in the last few weeks, chiefly

caused by AC/DC's For Those About
To Rock. This plopped into #8 as a
new entry and in two weeks had the
top spot. The heavy hitters, Foreigner
and Journey, quickly regrouped and
took first and second place back from
these upstarts, but the Big Shift had
begun. Recognizing the significance of
this LP, we at Musician put it on the
office turntable and cranked the
volume. The effect was instantaneous.
The proofer’s fist came right through
her office wall. Our production
manager went catatonic at her board.
The entire sales department dashed
out into the halls and danced
passionately. The publisher pulied out
his sticks and began drumming on his
desk top. The editor just sat shaking
his head. For a few seconds,
orgasmic explosions and heavy metatl
Sturm und Drang crashed argund us,
then a crazed typesetter threw himself
at the stereo and the sound ceased in
a careening skid. We all stared wide-
eyed into the shell-shock silence.

We weren't the only ones. The
Police, Olivia Newton-John, Rush and
Genesis took precipitous plunges and
their conténding places were quickly
assumed by disco London Philharmon-
ic's Hooked On Classics (gulp!) and J.
Geils' Freeze Frame. Oblivious to all
this chart action were Earth, Wind &
Fire, who never budged from #5, and
Stevie Nicks, camped at #7°The
Stones took a punch but stayed in the
ring. Meanwhile, the Cars peaked at
#9 and Rod Stewart got to #11 before
losing momentum. Big expectations
for Crimson's Discipline, Rossington-
Collins' This Is The Way, Ringo's
Roses, Prince’s Controversy (all
heralded in these pages) and the Bee
Gees' Living Eyes were not realized,
but A Chipmunk Christmas was the
top holiday album. Sigh.
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More Studio

When we intraduced the simultaneously. Whichmeans  control. And we now offer an
original TASCAM"144 Porta-  you can make four-track optional remote foot switch
studio two years ago, itcreated  recordingsoflive performances.  for punching in and out.

a sensation. And copy master tapes from Sa if you've been turned
But were we satisfied? one machine toanother. on by the Portastudio concept
Apparently not. Because We also now have dbx* noise of a full-function multi-track

we're introducinga brand new  reduction. Which gives you cassette recording system, wait

Portastudio. The TASCAM more generations to work till you see how far the idea’s

244. Just as portable. Onlyits  with withoutdeterioration. gone now.

even more studio. Advanced 2-band parametric But then, with a name like
The new Portastudio type sweep equalizers on each “Portastudio,” it could hardly

can record on all four tracks input give more flexible tone be expected to stand still.
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JOAN JETT'S

REPUTATION

deal of affection, the “Joanclones.”

They are the young women, over-
whelmingly teenagers, who crowd
around her dressing room with the rev-
erence of the faithful, dressed in imita-
tive vestments, eager for the magic to be
shared. “Every concert we do,” she
enthuses in her streetwise accent,
“they’re out there, down to the tennis
shoes! They'll be wearing Pro-Ked black
high-top sneakers. The bracelets. the
sweat band, the black leather jacket.
They'll have black hair and be wearing
their makeup the same as mine.

“| get lots of fan letters saying, ‘My
friends tell me | look a lot like you and |
should be in a band.’ It happens all the
time," says Joan Jett, with the wonder of
a child who's been handed a very beau-
tiful but complex puzzle that she can't
totally understand, except to speculate
that her followers' emulation may stem
from their desire “to become another
person for a night,” but what is one per-
son’s fantasy can be another’s ambition.

Just as the teenage Joan Jett
believed she could carve out a non-
traditional female identity as the guitar-
playing leader of a rock 'n’roll band after
seeing Suzi Quatro do it, so do Jett's
fans, female and male, identify with
Joan's accomplishments and inde-
pendence. Jett is no untouchable icon
like Pat Benatar, revealing every contour
in spandex and beseeching her audi-
ence to hit her with their best shot, or
Stevie Nicks, elevating herself as some
witch queen of Beverly Hills.

Quite to the contrary — Joan Jett
dresses from anyone’s Army-Navy sur-
plus store, contrasts her ink-black hair
with pasty white makeup, put on with a
lack of subtlety that teenage girls every-
where can recognize as one of theirown
rebellious signposts. She doesn’t mince
and prance, pull seductive poses or
whine — she orders "Don't Abuse Me,"
taunts “Do You Wanna Touch Me" and
pronounces “| Love Rock 'n’ Roll." Her
assertiveness becomes an admirable
trait to the boys who, when they see a
Benatar, are forced to lust, but when
they hear the clarion of Jett's neighborly
rock, can't help but like the girl and wish
they were in her band.

It's not every female rocker who could
inspire a male acquaintance of mine to
rename himself "Mick Jett,” in the hope
that those who see his band might think

Joan Jett calls them, with a great

12

Joan Jett, explosive rock "n’ roll
contact hitter, leads her hordes
of Joan clones into a fight

’ to be themselves.

By Toby Goldstein

A quintessential rock communicator, Jet

he and Joan were related. The descrip-
tion of that eager guitarist prompts Joan
to laugh so vigorously she almost tips
over a glass of champagne with which
her second album, / Love Rock 'n’ Roll,
had just been toasted. Jettdoesn't make
halfway moves. She roars when she’s
pleased, curses when she's pissed-off
and sulks when she considers the years
of maltreatment and verbal cuts she's
received at the hands of the music busi-
ness, spanning from A&R departments
to the press.

Joan Jett first received attention, if not
respect, as the dark-haired exception in
a quartet of California blondes called the
Runaways. In a fit of managerial manip-
ulation that would not be equaled until
Malcolm Mclaren loosea the Sex Pis-
tols upon the world, the Runaways were
packaged as a hot new variety of rock
jailbait. They were all under 21, sassy if
not too articulate, and offered a reper-
toire featuring gems with titles like
“Cherry Bomb." Really subtle. And if the
girls couldn't play or sing all that well,
those minor annoyances were given
second place behind their supposedly
nubile nature.

Jett recalls her training ground with a
balanced assessment and the satisfac-
tion that one of her least compromising
songs, "“You're Too Possessive” stems
from that period. Jett's bottom-line judg-
ment is that playing in the Runaways
gave her a sense of whatcould lie within
her grasp. *'l was just so happy tobeina

t dgs simplicity and audience involvement.

rock band. It was a dream, and that's the
way all the girls felt. We didn't notice we
were getting bad press. Well, we knew it
but we didn't realize what the conse-
quences of it would be. We knew we
weren't getting airplay, we knew the
record company wasn't doing its job, but
we didn’t understand the implications
until it was too late. And that's when we
gave up and | quit the band.” For a time,
after original Runaways leader Cherie
Currie departed, Jett led the group, a
task :hat prepared her for the leadership
role she now assumes.

The Runaways, with their heavy-rock
sensibility coupled to an American girl-
group mystique, had done reasonably
well ‘n Europe, and Joan spent a good
deal of time overseas when she set out
on her own. She recorded several songs
with former Sex Pistols Steve Jones and
Paul Cook, including her declarative
version of Leslie Gore’s “You Don't Own
Me." While she was assembling bits of
her first solo album in various London
studios, Jett was also gaining notoriety
as a oudmouth even within the raucous
punk community. Her well-publicized
verbal battles with the Damned's
drummer, Rat Scabies, didn’t provide
U.S. labels with the sweet-faced demure
type of woman they felt most comfort-
able signing. You couldn't picture neck-
chained, leather-clad Joan Jett swooning
over some “magic man.”

Jett's outspokenness, a quality which
usually enhances a male performer's

LAURA LEVINE
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reputation as a ‘“colorful personality,”
was the direct cause of her Bad Reputa-
tion album being refused U.S. release.
“Sure is funny, isn't it,” she states with-
out too much bitterness when reminded
of all the spoiled boy-brats in the music
business and how the outbursts of a Rod
Stewart or a Meatloaf are deemed star-
like while hers were just plain trouble.

“No one would listen,” she recalls.
“As soon as they heard it was Joan Jett,
‘Oh, her from the Runaways,’ they
wouldn't even put it on their turntables.
And we had people calling in favors and
every label stilt wouldn't do it. Finally,
Steve Leber (manager of Ted Nugent
and Aerosmith, and a friend of the family
to Joan) suggested we put it out on our
own Blackheart label, so at least we'd
have product, because we were just
about to start a big tour.”

That lengthy tour took the Blackhearts
across the U.S. for months, at one stop
billing them in New York's Palladium
theater as opening act for XTC. Jett's
honest approach to audience communi-
cation, her clever sequencing of original
songs and cover material that mined
mid-60s top forty and early 70s English
glitter, and her relentless determination
to force that sophisticated audience to
participate succeeded to a degree that
left XTC facing a crowd in which musical
dynamite had been exploded. Joan
Jett’'s sweaty, clapping and chanting-
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style performances cleared away any
remaining Runaways' cobwebs, and
eventually prompted Boardwalk Records’
president Neil Bogart to release her first
album as well as the follow-up, / Love
Rock 'n’ Roll.

"I love the whole style of early 70s
glitter music,” states Jett. “Slade, T. Rex,
David Bowie and especially Suzi Quatro
and Gary Glitter. Suzi Quatro’s bass
playing gave me the final kick in the ass
to go out and play guitar. And Gary Glit-
ter, | like him best, his songs and his
style. | saw him play in England once; his
audience was all punk rockers and they
knew every word.

“That whole style of music has very
upfront drums, so it's danceable. The
stories in the songs aren’t really too hard
to understand. Who wants to think for a
million years what a song's about? |
can't enjoy music if | have to sit there
and figure it out. | like itto be simple. Nice
littie songs that people can understand
and identify with.

“Songs like ‘Touch Me, 'Doin’ All
Right With The Boys,' or even Tommy
James' ‘Crimson And Clover’ are fult of
hooks and very melodic. | think that
makes them extremely sexy, when you
picture everyone chanting and dancing
around. | find that music very attractive
and | still listen to it all the time.” Despite
the fact that other cover songs, such as
“You Don’t Own Me" and the Dave Clark

r

Five's “Bits And Pieces” are aimost as
old as Joan herself, Jett's chord-heavy
bashing and her gang-girl voice mitigate
their antiquity, making them as contem-
porary as her torchy, but far from senti-
mental ballad, “Love Is Pain.”

Joan Jett fills the need for an obvious
performer who does not condescend,
overelaborate or stun. She uses no
stage props other than her surprisingly
petite but healthy body marching back
and forth, addressing the crowd like a
coach. While her Blackheart band —
bassist Gary Ryan, drummer Lee Crys-
tal and guitarist Ricky Byrd — gives her
solid yet fairly anonymous support, Jett
covers every inch of the front rows,
exhorting her troops to jump, scream,
dance or simply be inspired. *So many
times, it seems to me that a band alien-
ates its audience. We've always tried to
involve them, make them feel comfort-
able. We use lots of eye contact; I'm
always talking to the audience, getting
them to sing along with us. They are part
of the show. There's no pretentiousness,
just a lot of fun.”

And afterwards, her makeup long
sweated away, her face shiny and open
and showing not a day over its 23 years,
Joan Jett will invariably move outamong
the Joan clones, propelling the shyest
ones to action by her presence, helping
them understand that self-reliance can
often suffice. [
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BR.-ROCK
PRODUCER
STEVE LILLYWHITE

hen | saw a producer's credit to
"Steve Lillywhite” on XTC's
1979 album, Drums And Wires,
| was sure it was a pseudonym. After all,
XTC were just witty and ingroupy
enough to try that sort of joke, and the
production was obviously pro quality.
Once | was alerted to it, though, I recog-
nized the Lillywhite moniker on albums
by Ultravox, Siouxsie & the Banshees,
the Brains, the Members, the Psyche-
delic Furs, and later U2 and Peter
Gabriel. Anyone doing that much work
under a pseudonym wouldn't have time
for another career. And whoever this
Lillywhite character was, he was all over
the arty end of the new wave, until he
threw a curveball by producing Joan
Armatrading's Walk Under Ladders
It was easy to hear why Lillywhite was
in demand. His records sound big but
not bloated, weighty without being pon-
derous; even on mediocre songs, the
sound insists that something important
is happening. Lillywhite's trademark,
now widely imitated, is a mammoth drum
sound — he gets it by distant-miking the
kit in an echoey stone-walled room at
London's Town House Studios, and
compressing the live sound — ana he
uses great gobs of reverb to, somehow,
isolate and define individual instru-
ments. His records are thick in the mid-
range, but not murky. With high-impact
bands like U2 or the Members, Lillywhite
gives the listener enough distance to
discern what's going on, yet with high-
irony-content acts like XTC or the
Brains, he makes sure you feel the kick.
Either way, his productions make room
for peculiar, exotic noises, electronic or
otherwise; they might almost be con-
duits from the experimentalists to the hip
mainstream. Obviously, the guy was a
master tactician, and | was sure that
when | spoke to him he'd have a handful
of strategies, oblique or otherwise.
More fool me. Lillywhite is not junior
Eno — he's a 26-year-old child of the
music business. He's worked in record-
ing studios since 1972, following the
standard trajectory, which starts in Eng-
land with the position of tape operator:
“make the tea, that sort of thing." Per-
severance and hanging out upped his
status to engineer, and he points to his
work with Roy Wood and Wizzard on
Spector sound-alikes including “See My
Baby Jive" as a source for his booming
drums. His "“musical awakening,” he
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Mr. Fun: Steve Lillywhite, avant-producer,
tries to get everyone to relax, refine and
experiment.

says, was London's punk explosion of
1976, “going to the clubs and seeing all
the people. Nobody had any money, and
we were all living on fioors, things like
that. It was fun, but not something to go
back to; you've got to grow up some-
time " On the club scene, Lillywhite met
some of the people he’d later produce,
including Ultravox. Demos he made with
them during free weekend studio time
netted Ultravox their contract, and Lilly-
white got his first production credit on
their debut.

Like most music-bizzers, Lillywhite
espouses cliches more easily than
theories; like most careerists — he'd
love to produce Bruce Springsteen and
Linda Ronstadt, and he asked eagerly
whether | thought Walk Under Ladders
would be a U.S. hit — he's anxious not to
offend anyone. While the stuff in his
grooves is aggressively different, most
of Lillywhite's rationales could come
from any old-waver. Herewith, a garland
of producer cliches:

1) “I'm not very technical.”

2) "l try to make the music stand out, not
the production.”

3) “In the studio, you can squeeze too
much life out of a song and make it
sterife."

4) "I try not to be typecast.”

5) “I'm never a hundred percent
pleased. Whenever | listen back to my
records right after they're finished, | only
hear the mistakes. It's got to be a good
two, three months before | can go back
and say, ‘I quite like that.'"

Steve Lillywhite has won
reknown for his sci-fi sis-boom-
bah productions of Peter
Gabriel, XTC, Psychedelic
Furs, U2 and Joan Armatrading.

By Jon Pareles

6) "I try to getthe rightatmosphere in the
studio.”

To hear Lillywhite tell it, though,
atmosphere is everything. "The less
that's planned, the more fun you can
have in the studio,” he says. “And that's
what it all comes down to, is fun. I've
been in studios since | was 17; it's the
place | feel most at home. That helps,
especially when I'm working with new
bands, because they see me relaxed
and everything and it inspires confi-
dence. The idea is to get everyone
enjoying themselves, instead of being
serious about 'we've got to make a
product.’

“Lots of producers treat their job as
quality control, just sitting there and
making sure that everything is in tune
and everything is in time. For me, there
are wrong notes and there are ‘wrong
notes’ — little things that aren't quite
right don't bother me that much. If you
spend all your time worrying about
whether or not a bass drum and a bass
guitar are absolutely in time, that's like
being an accountant — that's not really
much fun.

“A lot of people are really scared of
producers, they think they're ogres. Like
Bob Ezrin, from what Peter Gabriel told
me, is a real dictator. I'm not the sort of
producer who'll go around changing
arrangements just for the sake of
changing them. And if the band and |
disagree about something, I'll try to
make my point, but if the band is ada-
mant about it, it's their record — they
have the say. Nine times out of ten it's
something that won't affect the sales or
commerciality of the album — maybe
it's a tempo, or whether a vocal’'s good
enough — and who am | to tell them
what they should sound like? It's their
music. And | very rarely change lyrics.
I'd never want to be a songwriter —
you're just laying your heart open, aren't
you? And to have some producer walk in
and say, ‘That's not a commercial lyric,’
that's a load of rubbish.”

That sounds downright utopian — and
a little too good to be true. No band hears
itself the way an audience does,; each
member hears an individual part, while a
songwriter may hear the song rather
than the rendition of it. As any producer
will tell you, it's easier to make an album
when the band’'s songs are complete
before they enter the studio, even if they
then require considerable revamping. *'|
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iike working with first-time bands,” Lilly-
white says. “For the bands I've done two
albums with, the first one is always more
fun. Most bands get their record con-
iract on the basis of a live set, while on
second albums, the material normally
hasn't been played that much onstage,
so you don't quite get the right idea.”
Nor does Lillywhite bang out instant
albums. His average time, he says, is
five to six weeks of full-time work, and
projects like Peter Gabriel, in which
many of the tunes were "written i the
mix" by using the elements recorded on
the master tape a few at a time, take
considerably longer. When he talks
about “fun” in the studio, | suspect that

part of what he means is that he wants
everyone in a let's-try-it state of mind.
On U2's debut album, for instance,
somebody got the bright idea of upend-
ing a bicycle, spinning its wheels, and
sticking a knife in the spokes to get the
mechanized ratcheting sound at the end
of "I Will Follow,” which also includes
bottles being broken at the bridge. And
on Peter Gabriel, some of the oddest
altered sounds come out of a gadget
dubbed "the 995;" synthesist Larry Fast
was using an Archer radio amp to tune
his electronics, and Gabriel and Lilly-
white liked its tinniness. The sophisti-
cated circuitry had set Fast back $9.95.

The Gabriel album also involved
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larger-scale experiments. “No Self-
Control” was mixed in nine separate
parts that weren't joined together until
they were completed, Lillywhite says.
“Nobody actually knew how it would
sound until we played the whole thing
back. But when we did, we were soO
knocked out that we invited people from
all the other studios to come and listen.
You geét different ideas if you don't know
what's going to happen next. On other
records, the sound has sort of evolved: if
a drum sounds good a certain way, then
that sort of governs what you do to the
song — the song is molded around the
sound as it evolves. And | never know
what it's going to be like until we finish."”

Lillywhite's easy-going atmosphere
also pays off in less concrete ways.
Joan Armatrading's Walk Under Ladders
seemed, in prospect, to be an unlikely
collaboration — her intimacy against his
sci-fi sis-boom-bah — but Lillywhite
was so eager to do it that he solicited
her. "It was the first time I'd ever done
that,” he says. “The firstthing she said to
me was, ‘Blimey, you're a bit young,
aren't you?'" Armatrading demos her
songs by herself, playing rhythm
machine, guitar and Prophet-5 synthes-
izer, and according to Lillywhite, “none
of her producers has changed Joan's
arrangements.” What Lillywhite did,
however, was to put her voice out front
— “She doesn't think of herself as a
singer; when we were mixing | was
always pushing the voice up and she
was saying, ‘No, no, no'" — and, some-
how, to find a light-hearted quality in it
that had never gotten onto her albums.

Of course, it's not all playing around.
For vocals and solos, Lillywhite often
goes through the process of assembling
a composite take. That is, the musician
will sing or play the part all the way
through on four or five tracks, and the
finished take will be chosen, phrase by
phrase, from the multiple choices.
“There are so many records being made
now that you have to spend a little bit
longer making sure the quality’s good,”
Lillywhite says, “whereas back in '76, for
me, it was all wham-bam, everyone
rushing around like mad. On the first
Psychedelic Furs album, | think the
vocals are really, really bad, and | think
it's my fault because | didn't push
Richard (Butler) enough. He wasn't a
very good singer then, and when he
said, ‘Oh, that'll do,’ | let him. | have to
push XTC quite a lot with the vocals as
well.”

So vocals are the toughest part of
making a record? "Nothing's really
tough. | try and make it not tough. And
hopefully, because everyone involved is
talented, it'll come through without hav-
ing to analyze what you're doing all the
time.”

Well, fun's fun, | guess. And it certainly
works for Steve Lillywhite. Maybe he
should try Linda Ronstadt after all. 4
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odern Jamaican music started
out at a pretty fast clip (as the
syncopated ska), then slowed

its tempo and leveled its beat (as rock-
steady), slowed some more and
cranked up its bass (as reggae), before
lately decelerating into a creeping,
knocking sound called dub. Ska was like
a leprechaun but dub is like the Hulk.
Dub is mostly instrumental and, right
now in Jamaica and in England, it's very
popular. It's popular in New York, too —
especially among the city's Jamaicans,
who numbered just over 55,000 in the
1970 census, and who now number,
according to the Jamaican consulate,
maybe 250,000.

Naturally, most dub records come
from Jamaica. A few, though, are
recorded here, in the Bronx, on White
Plains Road near 241st Street, at Wack-
ie's House of Music. The front half of
Wackie's is an active record shop. (And
many local Italian pedestrians who
never heard of Bob Marley know the
force-field of mojo that shields Wackie's
sidewalk.) In the back of Wackie's are
the recording facilities. They are
cramped and consist of an office, an
engineer's control room and a perform-
ing studio. The owner of Wackie's is
Lloyd Barnes — sometimes called
“Bullwackie” — a tall, thin black man in
his mid-thirties with a grey-flecked
beard and a relaxed, almostimpercepti-
ble way of moving. Barnes recently was
supervising a recording session; filling
his dimly lit studio were the smells of
incense and marijuana and the sounds

of organ, bass, drums, guitar and the.

voice of John Holt. Back in the mid-
1960s, when he was with the Paragons,
Holt helped write Blondie's recent hit
“The Tide Is High." The day of his ses-
sion at Wackie's, Holt was recording a
reggae version of Grover Washington's
hit, “Just The Two Of Us.” It sounded
great, though there was a small
mystery in where the drumming was
coming from — there didn’t seem to be
anybody in the darkness of the
drummer's wooden booth. But then
Lloyd Barnes reached into the booth
and flipped on the light, and suddenly a
young man appeared. He wore a red
stocking cap puffed six inches vertical
with hair and he continued his slow
drumming without opening his eyes.
Trance-inducing and psychedelic are
terms sometimes applied to dub, which,

20

like a lot of today's brainy minimalist
music, is repetitious and curious about
electronics. “"Dub’'s mental,” Lloyd
Barnes explaired later in his office clut-
tered with boxes of Scotch and Ampex
recording tape, “but the drumming
keeps it physical.” Barnes said that one
of Jamaica's top engineers, King Tubby,
started dub around 1965. “Tubby, you
see, would experiment with the acetate
plates — the dub plates as we call them
in Jamaica — that you use to press
records. He'd made several different
acetates of a song — different mixes,
without so much voice — and then he'd
take them to a disco, or what we call a
sound system. The first dub was not, |
would say, that exciting. But then the
other engineers started doing it, and
Tubbs had to get technical.”

Today’s dub uses lots of special
effects. To iliustrate this, Barnes left the
office for a minute and came back with a
black, tambourine-shaped device about
two inches high and six inches across
its rubberized head. Iithad several knobs
and words around its side.

“This is a syndrum,” he said. “It's
battery-powered and, over here, it plugs
into the engineer's console.” Barnes put
it downand, next, threaded a reel-to-reel
tape recorder with a tape of “Wackie's
Warrior's Dub" — something he helped
engineer and which should be out soon
on Wackie's Records. Gradualily, out of
two speakers overhead, came a trun-
dling bass, a measured, echoed drum
and occasional echoed voices. Occa-
sionally, also, came an electronic per-
cussive sound like that of a computer

Augustus Pablo is one of Wackie’s many dub warlors.

Live from the Bronx,
Bullwackie’s dub hypnotically
hulks along with “ya a
youthful sound fe come

mash y’down.”

By George Rush

game.

“Hear that?"” Barnes asked, noting the
sound, “that’s a sweep. It comes from
the syndrum. We also use an echo unit
and a reverb unit. The reverb makes a
sound denser. It gives a snare drum slap
a sort of water atmosphere, what we call
a splash. When I'm dubbing, I'll be con-
centrating on the splash with my left
hand and then I'll reach over with my
right hand and kick up that echo.”
Barnes grabbed an invisible knob and
quickly twisted his wrist. “Bam!" he said.

Taking King Tubby’s cue, Jamaican
producers started releasing singles with
a performer's song on the A side and the
song's dub or “version” on the B. In
1972, an engineer named Herman Chin-
loy (a.k.a. Aquarius) made the first dub
LP. Some of today’s dub specialists are
King Tubby, Lee Perry, Prince Jammy,
Augustus Pablo and Scientist, a young
man who has, says an album in Wack-
ie's shop, "ya a youthful sound fe come
rhash y' down.”

Now, according to Barnes, dub has
three uses. You can use it as back-
ground music, for puttering around the
house or frying eggs, since dub, kept
low, needn't distract you, and it has a
warmer feel than muzak. You can also, if
you visit a sound system with huge,
blasting speakers, dance to dub “A
sound system DJ might spend $30 to
$100," Barnes said, “to get a one-of-a-
kind dub plate of a hit song — just to get
that edge on the other DJs.” Dub canbe
used, thirdly, for “toasting.” In toasting, a
DJ uses a microphone to rhyme,
squawk and scat-sing over a dub
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record. One of Jamaica's favorite DJs,
Ranking Joe, came to Wackie's this year
to record some toasting tracks, includ-
ing his “Tribute To John Lennon.”
(“John Lennon was a great entertainer/
...Good thing John Lennon never killed
by a black man/Else that would cause a
racial war.") A local performer who calls
himself Clive Field Marshall (as George
Jessel called himself Toastmaster Gen-
eral) also recorded recently at Wackie's.
His new album includes a song about
Jimmy Carter and the hostages, and one
that tells the true story of Clive Field
Marshall getting a speeding ticket from a
state trooper on the New Jersey Turn-
pike. (“I say the ticket it a was twenty
dollar/| pay the ticket and | never really
holler/ ...Because he never made a
search of the car.”)

Wackie's has pressed 500 copies of
Clive Field Marshall's album. It's
pressed 1,500 copies of a dub album by
Barnes' friend and engineer Douglas
Levy, a stocky black man in his mid-
twenties who joined Barnes in the office.
The Wackie's label has released ten or
twelve 12-inch LPs and 45s over the
past three years. “Our largest pressing
has been, oh, 5,000 or 6,000," Barnes
said. “I've just been experimenting up tifl
now, doing my research. We distribute
the records around here by taking them
to other reggae shops, who sell them on
a consignment basis. | don't have the
connections in the Caribbean, so | send
them to Randy's Records down there

and they distribute them — to Jamaica,
Trinidad, Tobago...”

Barnes was interrupted when one of
the half dozen people continually pass-
ing the office stuck his head in and
handed Barnes a brown Grolsch beer
bottle. He handed Levy a Golden Blos-
som Honey jar. Both containers were
filled with a milky liquid.

“Irish moss drink,” Levy explained.
“It's got linseed, green peanut, honey,
lots of good things.”

“We've got, | would say, twenty people
who help out here,” Barnes continued.
“They work up front, or if, say, we needa
drummer, someone will fill in. Just about
everybody does some engineering. We
have a strong unity force here, a roots
force. But | tell you, if | had to pay them
for one week, I'd have to run away. We
charge $80 for an hour of studio time.
Leroy Sibbles, Ken Boothe, we've got
some big names here. Sugar Minott —
he had a hit in England with ‘Sometime
Girl, which was pirated off our label.
Who else? Roland Alphonso, Dillinger,
the great Augustus Pablo. But a lot of
times, | won't take their money. Because
someday they may do a song for us. We
do own a lot of tapes; we're just waiting
for the right time.”

Barnes, as he talked, opened some
mail. Out of a blue Par Avion envelope he
pulled a letter and two photographs. The
larger photo showed a thin teenager
standing in a bravado pose against a
fence.

“That's my son,” Barnes said. “He
lives with his mother in Jamaica. | first
came here in 1967. | opened my first
studio eight years ago, a little farther
down White Plains Road. We couldn't
get a good sound there, so, five years
ago, we started producing here. We
have a Teac four-track and an Ampex
eight-track. | remember before we got
the first studio, we'd help engineer reg-
gae records atindependent studios. The
engineers there, man, they couldn’t give
us what we wanted. You'd ask them for
certain cycles...you might want the
bass to go down twenty, and they'd say,
‘You can't do that, that's too deep, man.’
Or usually, you know, they use a para-
metric equalizer 10 get rid of excess
sound, to make a drum or guitar sound
cleaner. But we don't want it so equal-
ized, synthetic. We want a real roots
sound, sort of rough and coarse.”

A shrill sound came through the wall
from the record shop.

“They're playing King Tubby,” Levy
said. “Hear that siren? We put that on
records — siren, airplane, a door
closing.”

“If arecord doesn’t sound like it came
from Jamaica,” Barnes said, “we go
back to the studio. Right now, | think
we've finally got a sound that can fight
with anyone. We're pressing 10,000
copies of ‘Wackie’s Warrior's Dub.’ | say
to people, we must be able to make it.
We are Jamaicans. We have the culture.
Why not? Plenty of electricity here.” [

You can listen

to your

heart’s desire.

Whatever your secret passion—
wine, women, song, Tahiti,

or just great musicianship—
Michael Franks delivers it
on his new album.

Join Michael and guests
Larry Carlton, Mike Brecker,
Randy Brecker, Harvey Mason,
Bonnie Raitt, David Sanborn
and Hugh McCracken
for a most desirable
experience.
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Michael Franks.
Objects of Desire.

Produced by Michael Colina and Ray Bardani
On Warner Bros. records and tapes

22




C

Run down to your
favorite music store.
Grab a pack of Dean
Markley strings and
slap’em on.

Twang it,

You and your music
will never be

the same.

(Go home and play your
guts out.

Oh yeah! Don’t forget
to pay the man.

Deon Morkley

Strings

DEAN MARKLEY STRINGS 3350 Scott Blvd. #29 S nta Clara, CA 95051 [408] 988-2456
<1979 Dean Markley Strings.




AND VOICES:

Ms. Meyers’ keyboard artistry and
vocal skills weave a web of ethereal

longing and raw, expressive bounce.

By Don Palmer

AMINA CLAUDINE MYERS

istening to Amina Claudine Mey-

ers is like hearing two, or maybe

three, musical spirits speaking
through two hands. She maintains a
precarious balance between the biues,
the church and the avant-garde that,
when successful, illuminates other
worlds. There is no hint of maudiin
cliches in Meyers' organ playing, as her
distinctive bass runs well up, like the
bass and baritone sections of the spars-
est of a cappella gospel and R&B
groups, to challenge the treble figures.
Her treble runs on organ and piano,
whether the considered plaintive mus-
ing of the blues or the bifurcated ram-
blings of the avant-garde, gracefully
annotate the link between the secular
and the spiritual, the actual and the pos-
sible. Lined beneath all this are often the
African tones of drummer Pheeroan
akLaff to further enhance the earthy
quality of Meyers' music.

Amina Claudine Myers, like many of
her associates who have passed
through the Midwest's music conglo-
merates (St. Louis' Black Artist Group
and Chicago’s Association for the
Advancement of Creative Musicians), is
deeply influenced by the blues. Musi-
cians such as Lester Bowie, Kalaparu-
sha, Lester Lashley, Henry Threaogill,
Julius Hemphill and Philip Wilson have
worked in carnivals and the bands of
Albert King, Littie Miiton, J.B. Hutto, Left
Hand Frank, Ike Turner and numerous
less-than-famous if not nameless R&B
bands. Ms. Myers spentthe better part of
three years as an organist with two of the
giants of the tenor-organ combos —
Gene Ammons and Sonny Stitt. And, like
the many black women whose musical
creativity was channeled through the
church, Myers' early musical life
included “playing for church” and form-
ing “several gospel and R&B groups.”

Myers, a native of Little Rock, Arkan-
sas, started playing around with the
piano when she was four years old.
“There was always a piano inthe house.
My uncle sang in the church and he had
gone to Tuskegee and studied. He
started me off in music with rhythms and
things of that nature and at seven |
started taking classical lessons.” Yet
Myers wasn't raised to be a musician or
inundated with music. There are no sto-
ries of family bands, Arkansas juke joints
or musicians tramping through on their
Southern tours.
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To the contrary Myers states, “We
never did have a lot of music going on at
my house. My home was quiet. | was
raised by my greatauntand uncle a lotin
my earlier years, alcng with my mother,
and often | was the onry one in the
household. They weren't religious fanat-
ics or nothing but they'd go to church. It
was a quiet type of atmosphere, and |
think that has an effect on me now."

This quietude comes forth in both
Myers' music and personality. She is
reserved almost to the point of shyness
— at least until she has checkecd you
out. Her playing is eclectic, butbalanced
with a reflectiveness and grace keeping
it from being as frenetic as Mingus or as
raffish as Sun Ra's music. The music is
anchored in a solid foundation and built
from there methodically and patiently.
Myers seems to have one foot in the
rib-pit and the other in a cloud. There is
the feeling of informed reticence and
longing in her voice that fades with each
subtle embellishment. It is like an elder
slowly recounting a story and savoring
the impact of each dramatic twist.
Myers’ music possesses a rawness and
sophistication that accommodates both
the haunting vocal/harmonica plea of a
Forest City Joe and the swinging com-
munal Golden Gate-oriented praises of
the Davis Sisters within a compositional
structure.

in fact, in Arkansas Myers “used to
hear the blues. | mean the kind of blues
like really is the real, real country blues.

Gracefully eclectic, Meyers has oe foot in a rib pit and the other on a cloud.

And | like rhythm and blues — you know,
Sam Cooke and all those people. | used
to do allthat. | always dug that.” She also
dug groups like the Gospel Har-
monettes, the Clara Ward Singers and
organists Jimmy Smith and Jack
McDuff, although she wasn't out to copy
any particular style.

As Meyers noted, many women “could
play and sing but they may sing in the
church, or play around the house, but
never go any further than that." However
that was not her fate, although she has
garnered neither the fame of the biggest
gospel groups nor the glamour and elu-
sive fortune that is all too often part of the
slinky packaging of R&B singers.

During the summers, while a student
at Philander-Smith College, Myers
played piano in jazz and rock 'n' roll
bands. After receiving her B.A. in music
education, she left Little Rock, and by
way of Texas, moved to Chicago to
teach school. For the first few years her
musical activity was limited but she was
singing Handel's Messiah every Christ-
mas, doing solo work and playing in
clubs. It was in 1966 that fortune smiled
on Amina Myers.

"I became a member of the AACM.
That's where | started developing my
writing abilities — really stretching out
writing and working with the various
members. | also studied with Muhal
Richard Abrams.”

She wasn't singing because *singing
improperly had messed up my voice so

DEBORAH FEINGOLD




Only Selmer (Paris) could create it. The new
Super Action 80 Saxophone.

The tirst time vou play this
magnificent new instrument,
you will once again have cre-
ated the distinctive Selmer
saxophone sound. A standard
that saxophone craftsmen
throughout the world have
vainly tried to emulate.

Once you've experienced
the versatility of the new
Selmer Super Action 80 Saxo-
phone, discovered the built-
in comfort and precise
response afforded by the new
configuration of its gleaming
keywork, you'll know that the

Super Action 80 is the only sax-
ophone upon which you can

exploit vour talent to the fullest.

In terms of value, the new
Selmer (Paris) Super Action
80 is nothing short of
incomparable.

If you are one o7 those
fortunate musicians who can
afford ta own this exciting new
instrument, your position
among the truly elite of the
profession will be secured. And
respected.

Like to try this new sax?
Then see your Selmer dealer.

Also see him (or write us)
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brochure.
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had to stop for awhile. | was more or less
concentrating on playing, and organ
was very popular during that time, so !
was dealingthe organ. When | became a
member of the AACM | found out | could
write music for this. | had studied all the
instruments in college but | didn't really
get a chance to experiment or have
someone play my music without any
hassles. | started writing for the quintet
first. Then | decided to form a voice choir
and | wrote a musical, and they put this
musical on. That's how | got into the
voice thing."

It was also the beginning of several
lasting musical relationships resulting in
recordings with Abrams, Kalaparusha,
Threadgill and Bowie. In addition to
developing ties within the AACM, Myers
worked with drummer Ajaramu at the
Hungry i in Chicago before going on the
road with Stitt andthen Ammons in 1970.
Then she caught the Chicago-New York
AACM express and joined Bowie's
band. In New York Myers discovered
that things didn't happen as quickly and
that the sense of community wasn't as
strong as in Chicago, the result being
that she doesn't play as often as she
should in New York; nevertheless,
Myers is satisfied if one or two projects
are completed each year.

She taught and directed a gospel
choir for ayear at SUNY at Old Westbury
and she directed church chairs

although "“now it's a little too restrictive.”
Of course there's her Voice Choir that
performs on occasion and three albums
— Song For Mother E, Poems For Piano
and her newest Salutes Bessie Smith.
Myers also has a solo spot in Abrams’
arrangement of '*Notturno” on the
recently released Amarcord Nino Rota
on Hannibal — a tribute to the late film
score composer. But Myers is most
pleased with the Bessie Smith record-
ing, saying, “That album is my overall
favorite. She wrote stuff that's always
contemporary. You can't put an age to
the music to me. For instance, now you
can make it rhythmic, Latin, a ballad or
you can swing it. And, it is the latest thing
I've recorded.”

Myers chose to swing this set of slow,
austere blues. The lyrics, naturally
down-and-out and strained through
Myers' breathy nasal shout, jut proudly
between her percussive piano vamps
and Cecil McBee's vigorous popping
bass. Instrumentally, Myers draws upon
the skipping, jubilant rhythms of a pit
pianist and the urbane brooding boogie-
woogie of Jimmy Yancey. There is also
a long wordless vocal, “African Biues,”
on which she moans, cries and hums,
evoking a soulful earthiness of a sorti've
heard only once before — at an Ethio-
pian restaurant where there was a tape
of contemporary Ethiopian music. It
sounds like a possessed member of a

WYNTON MARSALIS' HORN OF PLENTY

Twenty-year-old Wynton Marsalis is one of
the most talked-about trumpeters in years:

“As a Jazz soloist, he is a symbol for the
new decade.’ —Leonard Feather/L.A. Times

“Wynton Marsalis is the most remark-
able musician to appear on the scene

in quite some time.’

—Ron Carter

“(in concert) Marsalis’ muted and open
horn was dynamite, his use of space

and notes impressive... played with
—down beat

impeccable time.’

That's why veterans like Herbie Hancock,

Ron Carter and Tony Williams have joined
Wynton on his debut album.

And why you should too.

WYNTON ‘
MARSALIS "%

!

“WYNTON MARSALIS” THE DEBUT ALBUM.

ON COLUMBIA RECORDS.

Take The Music Where You're Playing On Columbia Tapes

Holiness Church speaking in tongues
while gyrating to a Memphis soul groove
accompanied by talking drums. Or on a
more parochial level — and if "“African
Blues" was a dance track rather than a
sultry wail — the sense of unity between
Myers' vocals and piano and Jimmy
Lovelace's drums approximates that of
another Arkansas groove-maker, Jr.
Walker, whose vocals, tenor and body
movement are inextricably linked on a
good night.

The album, though not the best in a
year with several superb blues albums,
is one of the best. Yet aside from the
chant on “African Blues" it is strikingly
different from her work with the Voice
Choir. The Voice Choir is the truly vocal
counterpart to the numerous experi-
ments with sound started by AACM
members. Certain elements of the Art
Ensemble’s music, Leroy Jenkins, Ros-
coe Mitchell and Abrams come to mind
immediately.

Myers dispenses with words because
“the voice was the first instrument.
Sometimes words can be distracting.
You are trying to listen to the words and
then may miss what they're saying. | try
to hear voices just as sound, not even as
voices. Words are not necessary
because the music is supposed to, or |
would like for the music to, speak for
itself.”

The notion is nothing new as Louis

1982 CBS Inc
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Bess Player with Spyro Gyra

Spvro Gyra and | have some pretty
tough stamdards. Night after night
the:sound of my bass must prove
itself. Getting a t:\ght sound makes
ail the cifference. That's why { use
Edectro-Voice speakers.

Electro-Voice has captured depth
and clarity all in one cabinet. ljuse
twc E-V B215-M speaker cabiqets
and two Intersound IVP preamps
with an A-B footswitch. | can change
from a fat and funky:sound to a
percussive popping sound, and it
willl allibe clear.

Don't think that good equipment
isn't important just because you may
be playing for 300-seat Clubs in-
stead of 5,000-seat auditoriums.
I've played clubstoc.Believe meit's
just as important. When your bass
speakers are the bass speakers,
you need the best youcan get.

With Electro-Voice speakers | can
hear ittight and play it loose. That's
what the groove is alllabout.

E| Elecholbice
a gulton company

600 Cecil Street, Buchanan, Michigan 49107

In Canada
Electro-Voige, Div. of Gulton Industhes (Canada) Ltd.,




Wierediin Wemnk”

Dolmen Music
Winner of Preis der Deutschen
Schallplattemkritik, 1931
(German Critic's Prize)

ECM 1 1197

LZ:?“Voice of the future.” (Seattle Sun) “Dolmen Music offers
images of family politics, courtship and play, ritual anc
religion, joy and suffering that have a singular immediacy
both primal and profound.” (Village Voice) “Get this record
and treat your ears to a strange new world.. . a recording
of unparalleled spaciousness, clarity and brightness.
Monk’s voice soars out of the speakers with an electrifying
presence.” (Modern Recording and Music)

On ECM Records & Tapes. Manufactured and distributed by Warner Bros. Rzcords lic EC M w
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Armstrong proved with scat singing, Bil-
lie Holiday proved by providing maudlin
lyrics with more than a shroud of credi-
bility and Louis Jordan proved by instil-
ling nonsense lyrics with the rhythmic
drive of a small locomotive. But the
question for Myers is whether it can be
done with an ensemble of voices. Surely
the most successful group at instrumen-
tal tonal coloration was the Duke Elling-
ton Orchestra. Ellington managed to
layer the music with varied emotions
without becoming confusing, loud or
shrill.

The performance | attended at the
Kitchen in New York was successful at
avoiding these same pitfalls. Myers
accompanied the eight vocalists on
piano and organ. The vocals spanned
the range of human expression. There
were screams, sighs, whispers, laughs
and the sounds of phantoms inthe night,
in tones that ranged from the most clas-
sical to free-bop to the most abject
down-and-out blues. All the voices were
strong and sure of tone if not always
sure of rhythm.

Myers explained, “For the music that |
write, you have to get strong singers that
know how to use their voices. If not,
they'll be hoarse. They also have to
know how to improvise and have the
feeling. | just tell them what | want and
they do it. It's just a matter of feeling and
understanding it because the music is
supposed to tell a story.”

The piano and organ accompaniment
carried the rhythm for the voices that
concentrated on call-and-response and
soloing. Myers played swinging bop,
gospel and fractured, pounding lines
behind the singers. Her organ playing
was the most pleasing because of the
powerful bass and fleeting rhythm.
Myers mused that, “Maybe playing gos-
pel music helped because you got to
have that rhythm going. | have my left
hand playing bass but also my foot is
doing something. So it's like two
basses.”

So for Amina Claudine Myers, it
always comes back to her blues and
gospel beginnings, no matter how
abstract or basic the music. She's not
into “one particular bag but you're
gonna hear the gospel in even the
so-called classical music.” [

Do you have friends who
care as much about music
as you do?

Send us their name, address and
zip code and we’ll see that they
receive a sample copy of
Musician. We're always looking
to win over new readers. Send
to: Musician, Player & Listener,
Box 701, Dept. #1, Gloucester,
MA 01930.
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LAURIE ANDERSON

Laurie Anderson looked like some
kind of punk mystic as she stood on
the stage of the Market Street Cinema
in San Francisco. Her brown hair was
cut short and spikey a la Johnny Rot-
ten. She had on a black silk jacket, a
man’s black dress shirt, black tie,
baggy black pants and black shoes
There was a faraway look in her eyes

But Anderson has nothing to do with
punk. She has nothing to do with rock
‘'n’ roll, either. Which makes her recent
move from world's best-known perfor-
mance artist to international pop star
all the more surprising. Anderson's
seven-inch EP, which includes "Oh
Superman,” a top ten hit in England
that uses Anderson's voice, multiplied
and doubletracked, to create a hyp-
notic statement about alienation, dis-
connection and government violence,
has sold over 300,000 copies in the
U.S. and Europe. Not bad for a record

LAURIE ANDERSON

that was initially pressed by the ob-
scure New York indie, One Ten
Records. Now, Anderson has a deal
with Warner Bros. (who are also dis-
tributing “Oh Superman") and who will
release a Laurie Anderson LP early
this year.

On the San Francisco stage, Ander-
son began to speak to the audience.
But the amplified voice did not sound
like her own. One heard a mechan-
ized, technologically altered man's
voice: Jacx Benny as a robot. "Good
evening. Welcome to difficult listening
hour...That impenetrable sound of
unlistenable music. Get set for some
diff-i-cult music. Ooh la, ooh la."

Laurie Anderson is a woman of
many talents. She is a sculptor and a
poet, a singer and a musician, an
actress and a filmmaker, a photog-
rapher and now a pop star. Part Brian
Eno, part Patti Smith, part William Bur-
roughs. The performance, a kind of
21st century vaudeville, combined
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singing, the spoken word, music and
electronic effects, shot through with
healthy doses of sarcasm, humor and
seme cultural and political commen-
tary: all performed by Laurie Andesson
using a violin, vocoder, synthes:zer,
tape recorder and a few harmonizers
and fiters. Everything was manipu-
lated by electronics. Nothing was what
it seemed. She played her violin and it
sounded like a banjo. She sang and it
sounded like a violin. At one point, she
put on sunglasses that contained a
pickup and played her own head like a
drum. By using pre-recorded material
and devices that repeat, mulliply
and/of alter the pitch and tone of her
voice, Anderson, alone on a stage,
becomes a futuristic orchestra and
chorus, creating a modern, appropri-
ately gloomy soundscape. Still, one
gets the impression that she has a hell
of a good time doing these things.

“'l like combining as many things as
possitle,” she says of her performan-
ces. "And with most of those things,
you're not seeing what you're hearing.
Just the way we receive information
through TV, telephone, radio, conver-
sation, advertising, pictures — all of
this barrage coming in. What you may
be seeing is a picture of an incredibly
conterited couple and they may be
trying to sell you some really horrible
insurance. And it's a way of trying to
use that technique, that mode of per-
ception to say a couple of different
things at once that appeals to me
Have them resonate against each
other. Or with each other. Se it
becomes a much more complete
situatien.”

Anderson tells stories: offkilter, sur-
realistic tales set in a landscape of
Amerc:ana. Dolly Parton and Super-
man, Mom and Dad, telephone an-
swering machines and airline pilots
instructing their passengers on proper
seating methods, snake charmers and
fed-up lovers. They all populate her
work. She pits the cliches of Amesica
againgt cool technology. For one of
the pieces Anderson perfcrmed in San
Francisco, her voice became a metal-
lic cancature of Dolly Parton's vcice
as she sang “Walk The Dog,"” a song
with a creepy, tense melody and a

minimal drum beat. °| turned on the
radio and ! heard a song by Dolly Par-
ton,” talk/sang Anderson in the high-
pitched, chirpy, twangy voice that has
endeared Dolly Parten to millions of
Americans. She was perched at the
£dge of the stage on ber knees, strum-
ming a violin that sounded like a banjo.
" And she was singing, ‘Wow! | feel so
bad. | feel so sad. | ‘'t my Mom and |
left my Dad. And | justwant to go home
mow.”” Suddenly the music faded
away and there was a stark drum beat.
“Well you know she's not going to go
back home. And / know she’'s not
going to go back home. And she
knows she’s never going to go back
there.”

Laurie Anderson ended "Walk The
Dog" like this: "Close your eyes. Okay
Now imagine you're at the most won-
derful party. Okay. Delicious food. Uh-
huh. Interesting people. Uh-mm
Terrific music. Mm-mmh. NOW OPEN
THEM!"

Since 1977, examoles of this 34-
year-old artist's recorded work have
been popping up an anthologies of
performance artists and poets. But it's
only with “Oh Superman’ that Ander-
son has left the esoteric confines of
the avant-garde art world for the much
larger pop wor'd. “Obscure art basi-
cally ieaves me cold,” says Anderson
now. "One of my goals is to communi-
cate.” — Michael Goidberg
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ROMEO VOID

ROMEO VOID

With little tanfare, Romeo Void takes
the stage of New York's tiny Mudd
Club. Ben Bossi pfays a snatch of
snakecharming soprano sax which is
immediately usurped by drummer
Larry Carer's tribal-bolero tom-tom
tattoos Frank Zincavage picks up the
rhythmic momentum with a throbbing,
muscular bass line reinforced by
Peter Waods' biting Strat guitar
chords. instantly, an atmosphere of
tnick melodic menace floods the
smoke-fillea room, and the small Sun-
gay night crowd instinctively gathers
closer to the stage. I'd heard Romeo
Void on record — their /t's A Condition
LP on Frisco indie label 415 Records
(P.O. Box 14563, San Francisco, CA
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94114), one of the best debuts of this
young decade — and had been might-
ily impressed by Deborah lyall, a sing-
er as tough and sensual as Chrissie
Hynde of the Pretenders, and a much
more profound and intriguing lyricist.
The comparison is made more apt by
Romeo Void's sound: eclectic, enlight-
ened and energetic melodic pop-rock
but deeper and more organic.

Romeo Void's lead singer Deborah
lyall takes the stage and I'm surprised
to see that those provocative lyrics
and that sexy voice belong to one very
hefty lady. lyall doesn't actively com-
mand attention in a physical or vocal
way. In true new wave fashion she
plays her “lead singer” role down,
effectively becoming merely the vocal
focus of a taut ensemble. And whatan
ensemble! Peter Woods' terse, edgy
guitar, descended from surf music and
early Brit-invasion, frequently evokes
the brilliant, spare “weird chord”
effects of the Police’'s Andy Summers
and the Cure’s Robert Smith. Bossi's
adept sax provides a keening foil for
the understated thrust of lyall's voice
and Woods' guitar. The rhythm sec-
tion, whether purringly restrained,
friskily motivating or solidly driving, is
always there, propelling things along
with great tensile strength.

The band’'s elegant, tasteful res-
traint and brooding power form a per-
fect backdrop for, and complement to,
the ambivalent, moody examination of
modern-romantic alienation that's
lyall's predominant theme (the name
Romeo Void should clue you in to
that). What's most fascinating about
lyall is her involved-observer stance:
while her breathy, sensual vocal heat
calls to mind a Hynde or an Annette
Peacock, she obsessively accretes
telling details from her own at times
bruising (physically and/or psycho-
logically) adventures with a coolly
ironic detachment that flares into
barely-restrained palpable emotion.
It's as though she’s reliving her diary
as she reads through it, the band cine-
matically fleshing out her haunted
discourse

Live though, you don't have to know
all this. All you need are ears with
which to hear what a sleek, tasty
accomplished outfit this is. From
forced-rhythm punky raveup (“‘Fear
To Fear") to eerie mixed-mode bal-
ladry ("White Sweater”), with lots of
nice affecting/effective songs in
between, Romeo Void succeeds in
making accessible rock vital and
interesting, lending it depth and edge
With each successive number, the
Mudd Club crowd's response via both
dancing and applause grows, Romeo
Void ends up kicking ass. in a manner
of speaking, but mainly because
they've provoked the mind enough to
let the body follow. A great group.
Michael Shore

JOHNNY HARTMAN

Oh, Mr. Hartman. No one can match
the silky smoothness and opulent
depths of your ravishing baritone
voice. It's little wonder that Coltrane
chose you to share with him the crea-

JOHNNY HARTMAN

tion of an album of some of the lushe:t
ballads ever recorded (Johr: Coltrane
and Johnoy Hartman, MCA 1. So what i
you re Rkill 3rging most of thpse same
tunes nearly twenty years later
because no matter Fow many times
hea’ them tney still send tingles up
and dewr my spine

"I had to hear that voice live tc be
canvinced that it wasn'tjust createdin
the studio somehow,” a friend once
tald me. Amazingy that voce is even
fuller live To hear that sweet voice
agan, in theintimate and plush atmos
phere of Fat Tuesday’'s, was almost
‘attening. But what raises Hartman
miles above just ancther gited cock-
tail ounge vocal'st is that he knows
how ta use his voice very artfully. Hs
Intonation is iMpeccadle anc he
manipulates it with stunning effective -
ness. Aso, his choice and treatment of
often wilted evergreens 15 always
tasteful Takng ar old standard fike
“On Green Dolphn Street,” he will
give it a bouncy Latin turn or shage
"Wave'' into slow-motian freeze
frames. With Billy Strayhorn's immor-
tal "Lush L fe.” Hartman imbibes it with
Tore bittersweet melanchaly essence
than any other vocal rendition I've
ever heard The classic interpreta-
tions of “i_ush Life’ still beleng to Col-
trane and Hartman and what classics
they are' Whan he wants to pick up the:
tempo on a tune like "One For My
Baby (And Cne Mcre For The Road)”
ne’s still able to maintain al the poise
and ful-vaiced emoton of mis bal'ads,
a step many ballaceers never make

But unfartunately, Hartmanis part of
the dyng soecies of male azz vocal-
ists. There simply aren't any young
turks wating in the wings anymore
{I'd even setile for a few young Hun-
gariansd Hartman reflects a romant, -
cism of a bygone era: today s
romantcs seem to have settled in the
reaim of soml, a natural enough migra
tion. | guess. Here t am getiing ngstal-
gic abeut an era | never lived threug-,
but there really 15 something very
teuching ana so Fuman about a vocal-
1st of Hartman's calibre. His voice
melts ike butter but leaves no stichy
residue; sentimental yet far ‘rom
nave. |. for cne, will go-hear Hartman
every chance | get Cli#f Tinder

DEBURAH FEINGOLD

HUMAN SEXUAL
RESPONSE

A mind is a errible th ng to waste,
but a little education can also be a
dargerous thing. in the case of
Humar Sexval Response, a septet of
young punk Brainiacs fror~ Boston
where nigher learning is a way of life, a
B.A.is equal parts weli-meant ti.s. and
champ onship post-punk balls — sort
of Ro'ten Goes to Co lege. And gracu-
ates with horors

Human Sexual Response are a
strange m xture; Romantic Poetry and
Myihology 1G1 meet the ciass clown
motoi-boogie cf the Ramones ard the
smart-alecx sabotage of Pi... The lines
wetre not so ckearly drawn on HSR's
1980 Passport Recoids debut ~ig. 14
There, the gromp’'s pop tones (ine
exhilirating ckarm of * Guardian
Ange'"), prankish humor (“Jackie
Onassis” anc an ill-advisec cover of
"Coo Jerk”) and the exotic a.lure of
the r alien gospel-cum-Jefterson Air-
plane four-piece vocd front Ing were
obscured by indifferent production
and oppressive images of death and
perfunctery ar unfulfled sex

The new atum /In A Roman Mood
sheres the samreconcerns. Lead sirg-
er and lyrcist Larry Bangor wr tes his
own Greex tragedy — spiced with a

RITA RIFF

little Oedipal compex — in the fune-
real “House Of Atreus,” turns "12345-
678910" into a shopping list of love,
and equates sex with brute force in the
violent Gang (of Four) bang of
"Pound." But on this record (produced
by Mike Thorne of John Cale and Wire
fame) and on stage, Human Sexual
Response counter their clinical and
somewhat overeducated lyrical ap-
proach (invoking Zeus and Clytem-
nestra tn "Atreus,” "the restructured
Freudian psychodymanics” in "Keep
A Southern Exposure') with a mighty
physical charge in voice and rhythm
worth more than any of their ten-dollar
wordplay

Bangor writes about his love-and-
death wish colorfully enough in "Blow
Up" — "Are you a joybang or are you a
killjoy?" — but he sings about it in a
mad hyper-yodel against the wailing
wall of vocalists D ni Lamont, Windie
Davis and Casey Cameron (a she)
while drummer Maicolm Travis intro-
duces the song with a furious slam-
dunk beat night out of Led Zeppelin's
"Rock And Roll." Guitarist Rich Gilbert
fills that massive space between the
singers and the rhythm section with
the ghostly harmonic echoes of PiL's
Keith Levene, Pete Townshend's bi-
onic thrash, and the strangled roman-
tic whine of Tom Verlaine. At the Ritz,
he tapped out the fragile chords of the
sunny but hopelessly pretentious
"Land Of The Glass Pinecones" witha
Heineken bottle before erupting into a
climactic Verlaine-like solo while play-
ing effective tricks with detuned
strings and tuning pegs on the primal-
beat poem “Public Alley 909." And
while the manic go-go dancing of the
singers throughout the set seemed a
Iittle forced, 1t is hard not to be moved
by the propulsive fury of the Gil-
bert/Travis/Maclachlan rhythm axis

Human Sexual Response are to be
admired for their intellectual reach, but
their greatest moments come when
they come up with 2nace hook, band it
up. and hoot it out as they do with the
poppy poignant story of the student
suicide "“Andy Fell," a highlight both of
the Ritz show and /n A Roman Mood
After all, itisn't what you know; it's how
you rock with it. — Dawvid Fricke

HUMAN SEXUAL RESPONSE
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LFI RETNA LTD

J.D. Considine

Seminal art-rockers in the 70s, Genesis takes off in an
exciting new direction, leaner and more aggressively
funky, yet moody and lyrical, led by Phil Collins’
tiery vocals and rhythms, and Tony Banks and Mike
Rutherford’s taut new sparseness and melodic urgency.

ate July, 1978: Genesis was on the road, touring
behind ..And Then There Were Three. Onstage, of
course, there were actua ly five, as Genesis members
keyboaraist Tony Banks, drummer Phd Collins and
guitavist /bassist Mike Rutherford founc it necessary
to use guitarist Dary! Steurmer and drummer Chester Thomp-
son to cover parts left over from the band’s early days as a
quintet, when it would have been Petes Gabriel upfront instead
of Collins. Gabriel, with his mime-based acting ana repertoire
of costume changes, gave the band a theatricality unheard of
inrock. By '78, most cf that was gone. Collins sang one songin
a trench coat at a prop bar, but the bulk of the dramatics was
given over to the band's fog machine and elaborate lighting

rig. In fact, the lights were set on hydraulic lifts and swung
around during the show, while the musicians stood and
played, peering out through the mists fike mannequins aban-
doned on a moor.

The music that came thuncering through the haze had a
similar air, implying vast movement without actually achieving
it. Dense clouds of synthesizer chords hung in the air as the
drums thrashed against the deat; guitar and bass darted
through the ensemble, adding ornamentation like they were
being paid by the semi-quaver in all, it was like listening to a
fusion band stuck in the mud, gunning its eng.nes but unable
to move. At times, the songs seemed almost inconsequential
to the performance.

-—cctaidiye ta . Ah Shalle .
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Late November, 1981: Genesis on the road again, this time
behind abacab. What a change! The fog s still there, but
instead of the lumbering lighting rig they sported in '78, Gene-
sis now has small, quick, computer-conrolled Varilights to do
the job. Likewise, the whole snhow has fightened its step. Col-
lins is mobile. almost manic when frorting the band, and the
music resoluiely avoids the ponderous. In part, the change
springs from the new album, which is lean, funky and more
interested in melody than dense, orchesiral texture. But even
the older material has taken on a new alacrity and edge.
Instead of playing like they had something to prove, Genesis
was playing like its members had something to say, and were
in:erested in the rest of the conversaton.

ANNE FISHBEIN/PHOTO RESERVE

Curiously enough, this change didn’t come about because
of the new wave/punk revolution that turned the British art-
rock movement into living fossils. While Genesis' compeers
were clutching at straws — Emerson, Lake & Palmer added a
disco beat, Yes hired the Buggles — Banks, Collins and
Rutherford were enjoying enormous commercial success
playing the same stuff as before.

What happened between ... And Then There Were Three
and abacab? If you fook directly at the band's output, it would
be easy to assume that the key was Duke, released in 1980.
But Duke wasn't a real change so much as “the year we
should have changed,” as guitarist/bassist Mike Rutherford
put it. “We started to on Duke. To me, some of the songs on
Duke were the end of an era, and some were the start of
another era.”

But if you want to hear the transition itself, you have to go not
from Duke to abacab, but from Duke to Face Value, Phil
Collins’ solo album. Compare the Face Value version of
“Behind The Lines” to the one on Duke; gone is the heavy
fiash of the instrumental introduction, the ham-fisted syncopa-
tion of the verse, the melodramatic overplay of the synthesiz-
ers. Instead, you've got an arrangement that focuses on the
melody; a bright, danceable shuffle keeping things rolling; and
a horn section (borrowed from Earth, Wind & Fire) punching
home the accents over a wisp of synthesizer chords. The leap
from that version of “Behind The Lines” to “No Reply At All,”
the first single off abacab, is too direct to be accidental.

Still, if you ask what brought about the change, all you get is
polite self-deprecation. “We're just slow,” was keyboardist
Tony Banks' sheepish answer. “Our tastes change, and since
we really make the albums just to please ourselves, it's a
question of how we respond to things.”

Besides, they were beginning to get typecast, and didn't
want to turn into cliches. “We were discussing a double
album,” Rutherford recalled, “and most of the stuff that didn't
go on was the stuff that was most like Genesis. Most of the
tracks that didn't go on | could take and say, ‘That's a bit like an
old song," and that's a worrisome thing for a band when you
can say that.”

“We've been bunged into this bracket of art-rock, pomp-
rock, classical-rock, whatever you like to call it,” added Col-
lins, "and we're not at all. We write songs. Some are very
straight songs, some have fantasy ideas, lyrically. | thought it
would be a good idea to suddenly jar people, take more from
Earth, Wind & Fire, and try to get something a bit different. It
just stops people from thinking, 'l know where Genesis are —
they're over there.’ Suddenly, they're not over there. And it
makes people think.’

If you concentrate on the reasons the band members give,
such as wanting to make a break in their sound or do some-
thing different, you can get a good idea of the how of abacab
To get the why, we must look at the catalyst in the band's
change of direction: Phil Collins.

That Collins would turn out to be an agent of change should
hardly come as a surprise. He has maintained a surprising
range of outside activities since joining Genesisin 1970, rang-
ing from session work with Elliot Murphy, Brian Eno and Peter
Gabriel, to playing part-time in the fusion band Brand X.
Obviously, there was more going through his head than Gene-
sis. Just how much more became apparent in '78, when |
related to him the Nick Lowe comment that “bands like Gene-
sis and Yes are about as interesting as a used Kleenex."

“Well, I mean, it's fair enough," Collins said. “Sometimes /
think we're as exciting as a used Kleenex. We all have
moments of wonderng what we're doing. There's either good
or bad music, as opposed to all this pigeon-holing. To me, he
does some good stuff, and | would have thought that he would
better appreciate another band that maybe didn'tdothe same
kind of material.”

Collins’ extreme politeness and deferential view of his work
(“we all have moments of wondering what we're doing") may
explain why his outside interests were so late in manifesting
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Art-rock Genesis in 1974. Go on, call them a dinosaur; it's becoming a critical pastime: Banks, Collins, guitarist Steve Hackett,
Rutherford and, in front, about to change costume, Peter Gabriel.

themselves in Genesis' music. Pernaps because Collins did
less writing than the others, his sidceman instincts tended to
overpower his creative impulse; in any case, he didn't start
writing for the band until Duke, to which he contributed
"Misunderstanding.”

Ironically enough, though, the first glimmerings af the sound
Collins was to introduce to Genesis turned up on Peter
Gabriel's third solo album. The cut that opens the album is
“Intruder,” and it's built around a simple six-note drum pattern
Collins is credited with writing. Not only is the pattern leaner
than his work with Genesis, but it drove home the idea that a
simple drum part could be melodic, something that adds to the
music instead of merely propelling it.

“| think | sing like a drummer and drum like a singer,” he
reflected. | wish more people were drummers. ! wish that they
would appreciate how certain drums should sound, how
important they are, and just write from a drummer’s point of
view sometimes. I'm just talking about things that have come
up in the recent past, how we've recorded tracks, how some-
times the drummer gets lost in the mix because someone
doesn't understand the importance of the drums.”

Certainly Collins understood. Perhaps the most adroit dis-
play of the importance of drums on his solo album was "In The
Air Tonight,” a quiet, moody ballad that is ripped open by a
burst of concert toms. The drum saundis huge, yet the playing
is, as Collins put it, “simple as anything.”

The other notable shift that turned up on Face Value was its
absorption of R&B rhythms and ideas, a difect result of Collins’
fondness of Earth, Wind & Fire and Weather Report.

“Now that there are no Beatles,” he enthused, “| think Earth,
Wind & Fire and Weather Report are two of the classiest bands
in the world. You forget about the tunes, almost. It's just the
way it's done — you can have two chords. and if it feels good,
it's wonderful.

“You can have the best song in the world, but if it feels like
crap. then there's no way you're going to salvage it."

That may have been Collins' message to Genesis with his
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remake of “Behind The Lines,” although he was too much the
gentleman to say sa. But he did state categorically that the
chain of ideas that led from Peter Gabriel's “Intruder” to the
Genesis album abacab were among his best and brightest.

“I'm very proud of what | did with Peter's album,” he said. "I
played well on that album and I'm proud of it, I'll leave it at that.
But that album, the new album with Genesis — definitely,
that's the stuff I'm really happy with.”

Once it's been established that it was Collins who led the
way to the change in direction on abacab, it might seem
tempting to assume that the commercial success of Face
Value led directly to the stylistic changes in Genesis. But the
workings of Genesis are a bit more complex than that.

For one thing, Rutherford argued that “without the solo stuff,
we'd have stopped by now. Because if you've got one album
each year — fifty minutes atthe most — and if you write a lot,
it's just not enough. You're going to arrive with so much
material ...it was actually stifling Genesis. Because it would be
eight songs for me, eight songs for Tony, and Phil was writing
more and more, too. By doing the solo stuff, you arrive at a
Geresis album with much less material, and if you've just put
out a whole album of your own, you don't worry about the stuff
you've written. You're into doing Genesis stuff. You're into
writing together, and Genesis is about the chemistry of the
three of us when we jam around and write together — which
was how most of the new album was written."”

Just goes to show what sports these guys are; rather than
turn jealous after Callins' success (particularly in light of the
less-than-tremendous sales of Banks' A Curious Feeling and
Rutherford's Smallcreep’s Day), the other members of Gene-
sis see the whole thing as good for the band. Still, it's worth
noting that, competition aside, they each keep an eye on the
bottom line when it comes to self-expression. "'l enjoyed mak-
ing a solo record, and | was very pleased with it from my point
of view as a writer,” admitted Banks of his A Curious Feeling,
“put it didn't do very well. And if | released another one and it
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did the same thing again, I'd feel sort of stuck in a situation
about solo albums. I'll perhaps end up doing it differently, but |
don't know quite how.”

The gold record sales of Face Value may have lent more
credibility to Collins' ideas, but that in itself didn't puthiminthe
driver's seat. He assesses his current role by noting, “I'm more
dominant than | used to be, so the three of us are much more
equal.

“We did go from being very, very femnine, very anemic. it
depends who's dominant. | mean, Tony's — nothing personal
— but Tony's the feminine side musically, right? Wonderful
chords, wonderful melodies, but it's feminine as opposed to
masculine. So you get my masculine side of it, talking purely
musically, and if you meet them in the middle, you're going to
get great chords with a bit of bite.”

Collins’ rise to dominant equality didn't just add bite to the
music — it also led to the lean, direct sound of abacab. But
Collins was quick to insist that it wasn't his lead the band
followed. Rather, he feit that the band’'s newer, interactive
writing style deserved credit. “The music that we write
together is much different from the music that everyone writes
individually,” he said. “Because when you're on your own you
fill in the gaps. When you're there with a drummer, there with
another guitarist, you don't play as much.

““Man On The Corner’ (from abacab), for instance. | wrote
that song, and my knowledge of the keyboard restricted meto
what | could play; therefore, it was simple. ‘In The Air Tonight’
was simple. All my stuff is simple, fundamentally simple.

“But you get ‘abacab’ — lots of gaps. ‘Keep It Dark’ — lots of
gaps. ‘Another Record’ — lots of gaps. 'Who Dunnit’ — lots of
gaps. But it's a very corporate unit.”

So in other words, abacab wasn’'t necessarily an attempt at
simplicity, at least not in the way Face Value was; it was an
exercise in not getting in the way? “Right. There are those
gaps because you're listening to somebody else playing.”

As it turned out, those gaps also sparked a change in the
band's conception of how their records should sound. “The
first album we ever produced ourselves is this one,” Ruther-
ford reflected. “Having to work through someone like Dave
(Hentschel, who produced Trick Of The Tail, Wind And Wuth-
ering, Seconds Qut, ...And Then There Were Three and

Duke)... | didn’t know it at the time, and | think you should

mention that it's no reflection on Dave, but having to work
through another person held us back, because he had fixed
ideas, and the fact that this album has changed has a lotto do
with the sound rearrangement. Some songs are definitely a
new style of Genesis writing; some songs, like ‘Dodo’ and
'Lurker,’ we could have written six years ago, but we've done it
in a different arrangement.

“We’ve been bunged into this bracket of art-rock,
pomp-rock, classical rock, whatever you like to
call it, and we’re not that at all. I thought it would
be a good idea to suddenly jar people, to try to get
something a bit different.”

— Phil Collins

“Dave had a sound, whereas the rest of us vary so much
from songto song, with no preconceived ideas of how the mix
should be. Things go everywhere, a lot of space.

“We built this new studio, right? Fisher Lane Farm, which is
near to where we all live. It's just for us — we converted a
cowshed. And it's like, we put on Duke and it sounded ghastly
compared to abacab or the live tapes that we're working on.
So we played the master tape, thinking it must have been the
cut; sounded as bad. We then put on Michael Jackson and
Steely Dan, because they're two artists who have very true
sounds, reliable sounds. And compared to them, Duke
sounded so lacking in top and oomph! ‘Turn It On Again’
especially sounded awful. And abacab sounded quite similar

Flerdish Phil Collins delights in staggering the listener with
terrifyingly huge drum entrances.

{to Michael and the Dan), so that encouraged us.”

The principal device used to give abacab its comph is
something called the Anderson Kepex. “A kepex,” Rutherford
explained, "is if you've got a note (he draws a sine wave inthe
air), you can cut it off (he chops the imaginary wave), so it
won't start till there, and stops there.” In other words, any part
of the drum sound below a certain volume level doesn't regis-
ter, thereby eliminating the excess reverberation as the resid-
ual sound bounces around the room, but still capturing the full
impact of a live sound.

"You get the ambient stereo drum mikes, and we recordin a
very live drum room, and then you gate the ambience. So it
starts and stops. You mix that with straight kit, and it gets the
sound.”

That results in the huge drum sound that Cailins had on his
solo album. But it also means that Genesis no longer has to
stuff its arrangements to get the body of sound the band likes.
One of the biggest things missing from abacab is the blocky
synthesizer chords that so typified the sound ot Wind And
Wuthering and ..And Then There Were Three

“l made a decision to play a lot less block cherds on this
album,” admitted Banks, "andtojusttry a few d'fterentthings. |
also tried to avoid speec, and to go for slower parts, because |
felt things can work just as well like that. And | aiso felt we were
getting a little pushed into a corner, that this was what we're
supposed to be doing. You find yourself looking for something
10 play on an album that will be a bit like something in your past,
one of your trademarks or something.

"See, a lot of the size thing, which is what | was trying to
create with the old keyboard parts, on abacab is taken over by
the drums, because it's such an ambient souna. it's very big.
On a song like ‘Dodo,’ ¥ you take away the ambient sound, | tell
you it sounds puny.”

The real irony of abacahb is that by making a canscious
break in their sound, the band is going back to the impulse that
fostered them.

Genesis began as the merger of two bands, thee Anon and
the Garden Wall, at the Charter House School in affluent
Surrey, England. The Anon, which featured Rutherford and

35

o
=
-
<
2
=
w
-4
x
(o]
O
=
D
<
a




(MILES

From bop to cool to out,
From blue to fusion to funk,
The epic voice,

The cutting edge,

The very finest.

ne hot midnight last July, two friends took me to

New York's Savoy te hear Miles Davis play. |

could dismiss Mark Rothbaum's evangelism

because he manages Miles but my other friend,

Bob Neuwirth, a songwriter and musician whom

| greatly respect, had no vested interest except
to expand my horizons. Or something like that. There was a
palpable, contagious excitement in the hardened cynic Neu-
wirth, and | noticed folks like Rickie Lee Jones, Mick Jagger
and Charlie Watts in the audience.

The concert was sensational. Miles took more chances
than he had a couple of weeks earlier at the Kool Jazz Festival.
He pushed his reviving chops to their limit, freely mixing tunes
like "All Of You" with his contemporary material and even,
during a long exploration of “My Man's Gone Now" that used
three tempi (slow funk, mid-walk, fast four) took an extended
solo on Fender piano that had a wealth of imagination initand
more than enough technique. If Herbie Hancock ever needs to
hire a piano player, he might be the man.

Miles' band, which had taken unprecedented flak from the
press of three cities, had begun to metamorphose into a
flexible and free-associative performing unit. Saxophonist Bill
Evans soloed more comfortably than he had either at Avery
Fisher or on record, and the much-maligned guitarist Mike
“Fat Time" Stern finally had a chance to show how much he
loved bebop.

Miles was full of energy and uncommonly extroverted
onstage, and acknowledged the existence of the audience to
the extent of French-kissing a blonde in the front row in the
middie of one of his moments musicaux. When | went back-
stage, | was shocked to find Miles Davis in a state of collapse,

sweating like a prizefighter between rounds and similarly
attended by men with towels, drink, encouragement and aid. A
while later | found my way back to the street, dazed, went
home and listened to his albums until long after dawn had
broken on the Hudson and the adrenalin had stopped flowing.
Next midnight we returned to the Savoy and sat transfixed
again until the final abrupt note.

For weeks, Mark Rothbaum had been trying to convince me
to write an article for People magazine about Miles — who
wouldn't talk to the jazz crit.cs — and Neuwirth had urged me
todoit, but | hadresisted on the legitimate grounds that I'm not
a jazz buff and did not know enough about the man or his
music. That night, still apprehensive but thoroughly intrigued, |
told Mark I'd do an interview if Miles agreed

Before meeting him, | read reams of clippings and articles
dating back to the late 1940s and was left with the impression
that Miles Davis' influence as a stylist and composer
exceeded even his immense talent as a musician. He is an
unforgettable figure on tne landscape. The way critics
fumbled for adjectives and exhausted their store of superla-
tives to describe his live music and sixty recordings convinced
me that my own visceral and enthusiastic reaction to the
Savoy dates had been the appropriate response. He is still a
looming, if reluctant, presence on the cutting edge of jazz,
capable of boosting his music over the hump of public indiffer-
ence and winning popularity polls without losing serious criti-
cal acclaim. Canonized by the press and respected by his
peers, Miles had sounded the clarion calls to new eras in jazz
for decades, from bebop to the cool to third stream to fusion.
He was never known to make a foolish move.

But the compelling myth surrounding Miles made him

By Cheryl McCall

38




NI 2VWELIBEL » AT%33M 3140 3d SHHVD NOOPOD




appear, in print at least, a fearsome, blunt man of few words,
most of them hostile epithets. Even though he'd been cordial
backstage at the Savoy, | didn't know what to expect the
weekend we drove out to the Montauk cottage where he and
Cicely Tyson were relaxing while his New York brownstone
was being renovated. Of the thousands of people I've inter-
viewed over the years, from fascist dictators to sports stars to
mass murderers to supercelebrities, I'd never felt the trepida-
tion gnawing at my insides that | felt that day. With Mark and
Bill Evans, | entered a house that was already full of people —
Miles, Cicely, his road managers Jim Rose and Chris Murphy
— all watching boxing on TV. Miles said Hi, and when | didn't
know what to say, he picked up on it with a degree of sensitivity
that my researches had not led me to expect. He did every-
thing to put me at my ease. Can | get you a beer, Cheryl? he
asked me, using my name to include me in the family unit. He
walked by me, brushed my wrist in passing, continued for five
paces, then turned around to show me my wristwatch in the
palm of his hand. “That's one of the tricks | picked up in the old
days,” he said in his hoarse whisper of a voice, and it was
impossible not to laugh and begin to relax. Usually when | do
an interview | spend some time getting to know the person first,
but Miles quickly said, “Let's doit,” gave me a beer and led me
to a screened-in porch overlooking the ocean. As we talked he
waved to people outside, leered extravagantly at passing
women, clowned.

When the interview was done, | spent that weekend with the
Davis entourage in Montauk, where he continued todisregard
his sullen stereotype. | had expected to see everyone waiting
on him and found the reverse: Miles the host, providing food,
beer, conversation and humor; Miles the joker, sparring with
everyone who passed, sneaking Bill Evans’ ring off his finger,
palming my lighter, engaging in conversation with his invisible
alter ego Leroy: “Hey Leroy, what's happening?" and clown
Leroy answering back, Interlocutor and Mr. Bones.

When | went on tour with Miles and the band, the enveloping
warmth of the home situation continued. He could not have
been more affectionate with his band, hugging them, reassur-
ing them, defending them fiercely from the bad reviews. He
taught Bill Evans how to dress for the stage, how to tap his foot
heel first — "Now that's cool’” — instead of leading with the
toe. He always made a point of including me, introducing me
to his sister Dorothy Wilburn, his daughter Cheryl and his
brother Vernon at the family reunion in Chicago, playing me
tapes after the concert, telling me to notice this, listen to that.
I've traveled with a let of bands in my time, but I've never
encountered anything like the atmosphere of reciprocity and
love that Miles Davis brings with him. Cicely Tyson says he's
always been like that and that the toughness is all facade.

His health was not good. Sometimes he was so stiff he was
not able to bend sufficiently to put on his pants; the band had to
help him. Concerts often exhausted him, but he had made a
real commitment to working, his band, and even the audience.
In Chicago and Detroit, Miles had to take oxygen froma porta-
ble tank in order to get through his concerts. He contracted
pneumonia after a date in Ann Arbor, and although he'sbeen a
famous no-show inthe past, got out of a hospital bedto make a
gig in L.A.

For ail the warmth of his presence, and for all his humor —
he does not stop inventing little bits of business with whatever
props come to hand — there is still an air of inconsolable grief
about him, which | think Cicely has finally touched. People see
it in him and want to protect him; because he trusts them, he
gives it back redoubled. At the Chicago reunion, where he
introduced Cicely to his family, | spoke with childhood friends
of his from St. Louis, who were familiar with his loneliness from
way back. He was so shy in those days, they told me, you
almost never heard him talk. “I didn'thave anything to say,” he
said. When he's happy about something he smiles like a child,
and lights up, if not the world, the room. The single time he was
angry with me his face shut like a steel door. After the tour |
was no longer afraid of him but | still found the mystery impe-
netrable. | doubt that I'll ever encounter anyone as compli-
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cated, mercurial, quixotic, enigmatic and hip.

After the American tour, he took off on his seven-dates-for-
$700,000 tour of Japan, from which he returned in shocking
health to play a set on Saturday Night Live. in November,
round midnight of a Wednesday fading into Thanksgiving, at
Bill Cosby’s house, in a ceremony presided over by the Reve-
rend Andrew Young and attended by a few friends like Max
Roach and Dick Gregory, Miles Davis and Cicely Tyson were
married.

The day we did this interview, | admitted up front that | was a
jazz naif, afraid of him and worried about his famous temper.
He never raised it. When he realized that | was worried that his
voice was not being picked up by the recorder, he picked it up
and held it to his mouth while he paced back and forth.
Chain-smoking and talking for two hours, he discussed his
seclusion, his motivations for coming back, his friends, his
loves, and his early life. His tatk was full of Geminian mindplay:
if 'd say he was like this, he'd say no, I'm like that. | incorpo-
rated the interview into my article for People; here it is in more
nearly complete form. I'm still no authority on Miles Davis and |
certainly don't pretend to be his good friend (like dozens of
people I've met who exchanged words with him once) but |
came away understanding as much of himas he allows. It was
a privilege.

For full effect, the interview should be read in a hoarse
whisper.

MUSICIAN: After five years, what made you start playing
again?

MILES: Bill Evans, Al Foster, Dizzy and them gettin’ on my ass
talkin', “Man why don't you play this trumpet?” That didn't
really make me play, | just felt like playing now.
MUSICIAN: What were you doing for those five years?
MILES: Nothin'. Gettin' high.

MUSICIAN: But you had some medical problems and opera
tions, didn't you?

MILES: One ieg operation...two, yeah. That's what stopped
me. That operation, man, | was so disgusted | just said fuck it
for a while. | needed the operation. | was in Japan, and | was
taking this codeine and morphine and didn't even know it.
They gave it to me to help my leg.

MUSICIAN: What happened to your leg?

MILES: It's just a black disease where your bones get so
brittle that they break off. Broke off, yeah, in the hip. Which is
very painful, you know. It just chips. First they did a bone graft
and then they put a cap on it. Dr. Wilson did it, my doctor Philip
Wilson, he's great... A doctor told me in Sweden — he shotme
right in the leg — he said | know how many girls want to come
over here and give you a shot. | said fuck that if | don't feel
better. He said tomorrow you'll feel better, or the next day. But |
didn't know | was sick from this morphine and codeine until |
got to St. Louis and | started throwing up blood, and my boys,
Dr. Weathers and a few friends of mine, they run the hospital,
and they said, come on, and put me in the hospital.
MUSICIAN: What made you throw up blood, the morphine?
MILES: No. You see, your liver gets fucked up, plus drinking,
plus the pills...you throw up. And that blood, it just sits in those
little blood vessels down there...

MUSICIAN: So you were in bad shape for five years?
MILES: No, | was all right. It was just that | took so much
medicine | didn't fee! like playing the trumpet, didn't feel like
listening to music. Didn't want to hear it, see, it, smell it, nothin’
about it.

MUSICIAN: Was that tough? Music is your whole life, isn't it?
MILES: That's not my whole life. Music is three-quarters of my
life...ninety percent.

MUSICIAN: You must have gotten really depressed.
MILES: Bored is the word. So bored that you can't realize what
boredom is. | didn‘t come out of the house for about four years.
MUSICIAN: That would drive me crazy.

MILES: | was nuts.

MUSICIAN: What did you do for four years in your house?
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“Anything you want you can get it... try it.” Miles got bored hanging around the house for four years.

I’'m not going too far from New York. | love
it. I love the noise. | can’t sleep without
noise. | can’t sleep without lights. | can’t
sleep without New York. | would never leave
New York. Never ever ever ever never.

MILES: Noth ng! Everything would come to my house. You
know, anything you want you can get. All you have to dois ask
for it. | didn't go to the store, | didn't go anywhere ... Try it
sometime.

MUSICIAN: So how did you get the band together? You must
have gone out to listen a little bit.

MILES: You can get a band together. Just ask somebody,
“Who can play?" | asked Dave Liebman, he's a good friend of
mine, who would you get If you wanted a saxcohone player?
He said Bill Evans. So | asked Bill, who woulc you get if you
wanted a guy to play the guitar? He said there's a guy named
Mike Stern, he’s excellent. | said okay. Now, if Bill plays that
good, he's got it all, and Mike plays that good, I'm goin' to play.
Yeah, we played downstairs, and it was nice.

MUSICIAN: And that got you excited about playing, or did
they get on yaur case?

MILES: ... Nobody gets on my case. Mark (Rothbaum, his
manager) ge‘s on my fucking case, that | can stand. Nobody
else can tell me shit — except the musicians in my band. But
Mark — the reason | did it really was just because Mark didn't
think | was gonna do it. Smartass motherfucker.
MUSICIAN: You must have been writing pieces

MILES: Yeah. | can write when | hear what's happening. Then
| can write.

MUSICIAN: How do songs come to you?

MILES: /n tens...Actually, see, ycu never retire from an
instrument if you've been playing it since you were 12 because
it's always in your head. | wasn't hearing any melodies or
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anything, ‘cause | wouldn't let myself hear anything, and all of
a sudden these melodies started coming back to me. | jusi
wrote one on a piece of paper bag, called “Love Without
Time." Different types. It was good to lay off

MUSICIAN: Do you think laying off made a big difference to
your music?

MILES: Yeah

MUSICIAN: When do you find music coming to you? In the
night, or — when?

MILES: Anytime. Mostly at night. | write it down on anythingif |
have a pencil. | could write it down on your hand. Also, [ do like
Gil Evans told me to do, years ago, say “Always keep the tape
recorder on.” Yeah, I'm never gonna turn it off. You don't know
what you might stumble upon and you can't — on the gig, you
really can't go back to it because you don't know what it is.
MUSICIAN: And if it's on tape —

MILES: It's like @ mind bank. Music bank. | could write a piece
on what | just wrote down here.

MUSICIAN: | see. You don't draw the bar lines ...

MILES: No. | don't know what tempo I'm gonna write it in.
MUSICIAN: It must be a heavy burden to be the guy that's
supposed to lead everybody else.

MILES: Who? Me?

MUSICIAN: People look to you to be in the front, the avant-
garde, to take a new direction and they'll follow it.

MILES: | don't know what people think and | don't care.
Especially that phrase avani-garde — you can look to so
many people for that. Just certain people | care what they
think.

MUSICIAN: But you're aware that with your comeback, all
the critics are waiting to see what you're going to do, and
you're either going to get shot down or praised for something
new. That must be tough on a musician.

MILES: | don't know what to say to thatbecause | don't ook at
critics. | don't say hello to 'em. | don't know what they're gonna
write, | don't care what they're gonna write because | canonty
do what | can do and that's it. I'm not gonna tell them any-
thing
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Miles in 1964. “Don’t say jazz. | don't know anything about jazz.”

MUSICIAN: When you read bad reviews, doesn't it bother
you?

MILES: No. You know why? | don't read them. | know what
they're going to say.

MUSICIAN: And when they knock your band for ne reasan?
MILES: One guy did it ‘cause | wouldn't do an interview with
him. He kind of upset my guitar player. | said, man, look at me,
|'ve been called a black motherfucker, and black this and that,
some of this here and that there...Man, you just ignare it. The
best thing is not ta say anything at alil.

MUSICIAN: | don't know how you see yourself, but you must
realize that in some ways you're in a class by yourself.
MILES: | am. It's no burden, it's just that | can't play ke
anyone else, | can't fight like anyone else, | can't da anything
like anyboay else. I'm just myself. And | oon't fuck around with
music because | love music. That takes up ninety percent of
my life. The other part is Cicely and some more peopie | know.
Mark, Bill, all of my guys. Fat Time, Al Foster. | stay in constant
touch with Al no matter where he is. Santana. | try to. See what
they're doing and what it's like. Al called me up from France
and said you should see the hotel I'm stayingin. | said / to/d you
about that. Why wauld you stay in a bad hotel, you don't live in
a bad house? You lose half your money just trying to find abed.
He said, it's not iike when we're traveling with you, chief,
‘cause you had us the bestfood androoms. | said,whenyou're
with the best you get the best.

MUSICIAN: Let me see if the tape is picking up your voice.
MILES: (picks up machine and talks directly into it} Can you
hear me nowwwwwww? Do you want me to say green beans
like Bill Cosby?

MUSICIAN: s that your phone ringing?

MILES: | don't answer the phone. | never answer the phone.
MUSICIAN: You've taken some flak in the past for hiring
white musicians. Is it the same now?

MILES: Just a few musicians who can't play ask me why do |
hire this guy and this guy and he's white? | say he's white but
he can play, just listen to him. What difference does it make
what color ne is, he's black.

MUSICIAN: What do you look for in a person to play with you?
MILES: His carriage...first. His carriage of the instrument.

42

JIM MARSHALL

You can tell whether he plays or not by the way he carries the
instrument, whether it means something to him or not. Then
the way they talk and act. If they act too hip you know they
can't play shit. So you don’t bother with them. Can you hear me
now on that thing? (He picks up the tape recorder, puts itunder
his mouth and begins walking around with it.)

MUSICIAN: You like to move around a lot, don’t you?
MILES: Yeah, | can't be still. It's a trait I've had since | was a
kid. Since | was a chi-yi-yild.

MUSICIAN: Mark told me you went out to see Willie Nelsonin
Vegas.

MILES: Yes. It was nice. | love the way Willie sings, the way he
phrases is great. He phrases sometimes like | do.
MUSICIAN: Yeah, I've always thought he had some kind of
jazz phrasing.

MILES: Don't say jazz. Jazz is like saying nigger phrasing. If
you say jazz, automatically you think of what? You think of a
black person, right?

MUSICIAN: No | don't. | think of music.

MILES: Come on now, come on.

MUSICIAN: | think of New York City,dawn on the Hudson, the
sound of a saxophone...

MILES: Well then you're not the average person. Too bad you
can't play an instrument or you'd be hired.

MUSICIAN: What kind of music do youlistento? You seem to
incorporate a lot of different elements.

MILES: Gil Evans is my favorite. Anything he does, writes ...
He's also one of my best friends...He also guides me when |
ask him what should | do. He's a nice guy to ask a question
‘cause he'll say, “I don't know.” (laughs) His favorite answer.
He's all right. He's some person, he's quite a man. There's no
words to describe Mr. Evans.

MUSICIAN: How much practicing did you guys do before you
cut The Man With The Horn?

MILES: Me? None.

MUSICIAN: You just went right into the studio?

MILES: | did.

MUSICIAN: And the chops came back, just like that?
MILES: They don't leave. Feel that? (Presses my hand to his
lips.) Keep feeling it. It took me thirty or forty years to build that
When you practice you take the edge off something. We don't
practice, we rehearse, there's a difference. We rehearse and
throw things around. After a couple of times they get the idea.
And that's it.

Max Roach gave me $200 and told me |
looked great, and I’'m high and he knows it.
It just embarrassed me to death.

I looked in the mirror and | said, Goddamn it
Miles, come on.

MUSICIAN: You played quite a bit of piano at the Savoy, and
you also use the piano to cue the band.

MILES: That's right. Because all the guys | have play the
piano.

MUSICIAN: You had Bill Evans play some piano atthe Savoy
too. You pushed him over to the piano and he looked like, Does
he really mean it?

MILES: Bill Evans plays great piano, he used to play classical
piano and give concerts of Rachmaninoff and stuff like that
when he was 16. People don't know that. | wouldn't ask him to
sit down if he couldn't play. He's one of the greatest musicians
I've ever come upon. He and Gil Evans. There must be some-
thing with those Evanses. Must be a breed.

MUSICIAN: Isn't it uncanny that his name is Bill Evans, the
same. | thought they were related or something.

MILES: It's too painful for me to think of Bill Evans and his
piano. He's one of my favorite pianists. Or he was. But...that's
the way it goes.



MUSICIAN: Could you have ended up like Charlie Parker,
dead that prematurely?

MILES: I'm not as selfish as he was.

MUSICIAN: Or you don't have that self-gestructiveness.
MILES: Some people say | da, but I'm not that selfish. Bird was
really selfish. If you had some dope he'd warntall of it. If you had
some food, he'd want all of that.

MUSICIAN: There had to be a real self-hatrea or —
MILES: | don't think so. People just say that kind of thing. He
loved life, you know He had a lot of fun. If people had left him
alone, he would have been alil nght.

MUSICIAN: If who had left him alone?

MILES: People saying you can't use this dope and to keep
from getting busted you have to use all of it. You have ta use all
of it because if somebody catches you they'll put you in jail.
What could be any worse than whiskey? Ii's got my liver all
fucked up.

MUSICIAN: How is your health generally?

MILES: All right, because | didn't eat meat for seven years and
' box.

MUSICIAN: What got you off meat?

MILES: A doctor went to check my bloog pressure and he
said, Where is it? Do you have any blood? Really? (laughs) He
told me to eat some bread so | could get my strength up and
have my blood. | had to have a five-hour operafion and |
needed strength for that.

MUSICIAN: Do you think your health can withstand all this
touring now?

MILES: No.

MUSICIAN: What about Japan? Will you be playing every
night?

MILES: | can take 1t.

MUSICIAN: Are you happy to pe touring again? Do ycu enjoy
it?

MILES: Not really. It's just playing with Bill and those guys. It
turns me on. It makes the adrenalin start flowing. It's such a
great bunch of guys, they play so well, it's a piy to iet them
down, you know. And Randy Hall, and my nepnew and little
Babby, they all write great music for me. | need a bubtie-gum
song, | just call up Randy and say, Randy send me a bubble-

Miles live at the Fillmore West, 1972 and the Savoy, 1981. “The factis, Miles Davis is never going to play anything banal.” — Max Roach

gum song. Like “Shout.”

MUSICIAN: What's the jazz scene like in Japan?

MILES: | don't know anything about jazz! You keep asking me
about jazz! I've been in Japan and most countries. Japanesst
people are funny. They like anything that's good. You can’t
bring no bullshit over there. They know you're not coming back
so they're gonna listen. So they can copy. You know how
Japanese people are. They copy. And when they copy, they
copy the best. And they want the best. They don't settle for
anything but the best.

MUSICIAN: You've said that you're not an entertainer. Is that
still true?

MILES: Yeah, I'm an entertainer. | got a certain amount of ham
inme. | don't know. I'm doin’ what I'm doin’ but | know I'm a big
ham. It doesn't take away from the music, because | just enjay
what I'm doin' at that particular time, and now that | play so
different you have to put in something far the rhythm that you
don't play inside of. You know what | mean? it's like subtract-
ing and puttin' in other beats. Because | play very strange. I've
heard it from my band, | play — you know how | play, mostly
like sanctified people wili play in a church, or the way a hillbilly
sings songs. They sing songs to please the lyrics, and not to
people, or the rhythms. And the words fall on funny beats. So
that's the reason | come in like old Bill Cosby with his green
beans. | love to hear him say that.

MUSICIAN: Do these guys really work you? The guys in your
present band?

MILES: Shit, | be wringing wet after | get through playing with
them. Dirty motherfuckers. (laughs}) | got :o play allthese notes
on account of they did this, they did that.

MUSICIAN: I've seen you backstage afterwards. You're full
of energy onstage and then two seconds later you look like
you're going to pass out.

MILES: Well, you have to relax. You can't stay that tense, ydu
know?

MUSICIAN: And you have to try to live up to yourself as an
artist.

MILES: Well, | always try tohave a good tone, 'cause | know if |
don't it's gonna drag me, and it's gonna drag people | respect a
lot, people like Dizzy and Freddie Hubbard and all the trumpet

43

w
=
(o]
s
(o]
I
o

<
4
X

<
z
=
]
<
a




Memories of Miles

Sonny Rollins:

Every trumpet player was iike Dizzy when | came up, and when
Lowell Louis told me about Miles, he said, “This guy has a different
sound.” And | listened to him on the records at first, and | liked his
lyricism and introspective approach. He was a strong individual from
the beginning. When | joined Miles | had already done some little
things around, with Bud Powell, for example | learned just by being
around Miles | feel very close to him musically, | also feel very close
personally, because we were both living uptown and there were a lot
of personal things. I've always loved Miles and been inspired by him.,
and | will always defend him, as I've done throughout my career. And
by the way, Miles gave me my nickname of Newk.

He was always a resourceful musician who was abte to use what-
ever was around for his own sound He doesn't like to be typecast. so
what you would call his rock period was very natural Miles’ playing is
never dated, and as a whole his expression 1s imeless, so that it can fit
with anything. He hates cliche music, and so he probably didn't want
to keep playing the way he did in the 60s The music had gotten to a
standstill insofar as a lot of guys were playing cliches other people had
done over and over again. The music that Miles was playing was
perfectly compatible with the guys that were coming up at that time,
like Billy Cobham, John McLaughiin and Chick Corea.and I'm sure he
was a hero figure to them Miles always looks to get the best accom-
panying musicians, horn players first, as | know from my own expe-
nence. He's tops in my book.

SONNY ROLLINS

Red Garland:

Miles came to see me in Boston and said that he wanted to form a
new group He wanted me on prano. Sonny Rollins on saxophone. He
didnt get Rollins so he asked me If | knew a saxophone player. | said,
“John Coltrane."

He satd, "Coltrane? Can he play?"

I said ‘Well if he couldn't | wouldn't even mention his name *

Miles told me. ' You pick up Coltrane and meet me in Baltimore |
have a young bass player out of Detroit named Paul Chambers.” So
we met him and Philly in Baltimore We had one rehearsal at a place
called Anchors Inn and went to work that might. It was just a natural!
thing

He was a gentieman, a guy to have fun with. We'd hang out together
during the day — the whole band. We'd go eat. stop off at a bar, walk
around the streets and just have fun We liked each other Local
musicians would organize a jam session and we'd go to those during
the day

I didn't have anyidea .as farasfeeling exceptional.no Milesdidn't
show it We didn't change Everybody just went along with it

Ron Carter:

In the rhythm section at that ime | was probably the oldest of the
young bunch (Tony Williams and Herbie Hancock). | may have been
thrust into the role of the rhythm section leader But the context we
were playing. It seemed to me clearly that the bass player should take
an active role in its direction. in developing this kind of concept, Miles
evidently was aware that the bass was now taking a new role, not just
in his band but in music.

Sixty percent of this was the band taking a new direction and forty
was Miles recognizing this, and, while not being able to predict it would
go a certain way. understanding that it was definitely taking a turn. |
think he was happy to take a back seat and be an inspiration but not
hold the reins too tight, and give the horses their head knowing that it
would work out all nght

it may have been Miles was into electronic music. It may have been
Herbie was Into electronic music. It may have been any of these
factors | was leaving the band and we had alf talked about leaving.
Maybe Miles felt that if he couldn't find guys who could carry on the
tradition we had set up playing acoustically, he could find a whole
different kind of sound from guys who maybe didn't play as weil but

had enough electronic interests and the control to be able to contrib-
ute to his new band

But as far as my playing with Miles, it was an exceptional time with
some exceptional players.

Jackie McLean:

Miles made me grow up musically and not try to be a kid on the
scene. | remember once he asked me about a tune he called and |
didn't know it. My excuse was that | was stilia young catand there was
a lot of tunes that | didn't know. He just told me, “That doesn't mean
shit, being a young cat. I'm telling you this is the tune Justlearn it ™

At the ime when he was very young and on the scene, he was in the
company of some very strong trumpet players. They had other things
that Miles didn’'t possess at that time, yet he remained toe to toe with
them — players like Fats, Kenny and Clifford. He didn't have the
greatest technical ability and the greatest range for sustenance of
high notes at the time. He got all that together as he developed on
through the years It was the way he spaced his phrases, his choice of
notes and how he used the silences that made his music so great.

We were friends, you know. We taughed a lot and had a lot of other
aspects to our relationship. We used to go to the movies together. One
movie we used to always imitate, a character that was in Union Station
— It was one of Charlton Heston's first movies. The heavy had a way of
holding his head and Miles and | used to do that.

MAX ROACH

Sonny Fortune:

Miles has a certain kind of control in music, a certain kind of
awareness. that I'm still trying to reach. | cail him "Black Magic.”
Working with him was like looking at a house from the exterior for
years and years and really admiring it, but then you have the opportun-
ity to go inside and sit down and still you're satisfied.

Miles seems to allow you to perceive it how you choose to perceive
it He sets up the theme and allows the artist tointerpret it as his own
interpretation. At the ime | was in the band he was really moving off &
theme. as opposed to, say. a composition.

The audience was mostly rock as opposed to jazz. I've seen him in
the two different settings. in the jazz situation he wasn't necessarily as
visual as he was inthe rock or fusion. For example, in the jazz situation,
t remember Miles would play and walk off the stage after he had
finished But certainly when | was working with him in the band, he
would never walk off the stage. The band was louder and Miles played
fewer notes but whether all of that was because of the rock setting or a
matter of ifs, | can't say. Those things did happen but they may have
more or less evolved to that

Max Roach:

The history of the word “jazz" 1s that 1s was “jass" first, from the jazz
houses in the red light district of New Orleans: prostitution and drugs. |
don't think Miles was using drugs when he first came to New York, but
by 1949 he was an old man. | was playing with him by 1942 New York
1s tough. He was very young and had ideas and we were doing new
things. The critics didn't necessarily like what we were doing and we
weren't making records. { don't think New York just opens its arms up
to somebody. Miles was a heroin addict with a stable. | don't know the
details, but | knew he used drugs and he had to do everything he could
to take care of his habit because you couldn't support it by just playing
music.

| aiways knew that Miles would come back. | never even thought
about it, because he's the best that ever did it so he's got to come
back, though it must be painful for him touring, with all those opera-
tions he's had. Maybe he's widening the audience. He knows that if
you play things with a familiar ring to them, there's a market for them.
The fact is that Miles Davis is never going to play anything banal. He's
going to play his way. Buthe'sgood at marketing, and if this is what the
public will buy and accept, then he'll play that too.
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players.

MUSICIAN: But your first responsibility is to yourself.
MILES: Yeah, your first responsivility is to yourself (a girl
passes by outside)and girls like :hat one right there ... (laughs)
Ah, yeah.

MUSICIAN: You get these young guys in your band, and they
go off in other directions.

MILES: | didn't know they were that young. | don't pick a guy
because he's young.

MUSICIAN: You pick them because they're good.

MILES: Coleman Hawkins once told me not to play with
anybody old because they'll be hard :0 bend to the way you
want them to play.

MUSICIAN: So you do what then?

MILES: I don't do anything. | just keep 'em from goin’ out the
door.

MUSICIAN: But you lead them, right?

MILES: They pay attention. And they re all professionals, so
professionally they know if they mss anything, it's gonna fall
right back on them. Everybody in my band could have a band
right now. | don't tell them what to do, | \ust suggest something
and if they don't like it they'll suggest something else. Say, we
can do this and this. Or they'll know what | mean and add
something to it that makes it better.

MUSICIAN: Have you taken a lot of heat because you were
the first, or one of the first, to be a superstar?

MILES: Am | a superstar? | don't know that.

MUSICIAN: Why do you think everyone's so excited that
you're playing again?

MILES: | thought they liked the music.

MUSICIAN: You're one of the first to bring jazz to a lot of
people.

MILES: Well, | don't know, see, 'cause Columbia is so vague
and cheap. Now they're not cheap anymore, they think I'm a
genius. They thought | was a genius before, but now they're
convinced.

MUSICIAN: Because you're number one. You got on the pop
charts.

MILES: AND I'M REALLY MILES DAVIE! They had me for
three years. (sings to the tune of “Bette Davis Eyes”) 'Cause |
got...Betty Grable's legs...They wouldn't et me sing. Next
ballads. “Love Without Time.” (sings) "“Love without time. Just
don't give me no limit. Don't need no [ mit”...1 have it on tape.
MUSICIAN: Have you got any nagging regrets about things
you've done or haven't done?

MILES: No. (Pause.) No. No. No. Na. No. I'm happy now. |
could have been happy years ago if | nad married Cicely. But
years ago...no. Time takes care of that, time takes care of
everything. If | had married Cicely she wouldn't have been a
star now.

MUSICIAN: Wasn't she a star then?

MILES: Yes, but she was too involved with me to be, you know,
to keep her mind and body and work on it. And / work. And
besides she's very smart. | know a couple women like that who
are very smart and | try to stay out of their way — even if | do
love them. Because they're living the way they want to live. If
they love you, it's bad. You have to keep asking them, Do you
love me...today?" Tuesday the same thing. You have to ask.
Well, that's the way people do. I'm thinking of in general. Not
me. | don't go around asking anything. Or anyone.
MUSICIAN: Were you completely alone those five years?
MILES: I'm never alone. | was .. yeah, | was alane. | was alone
most of the time. But | hate to be alone. | call up some of my
friends. Gil, Bill Evans, Dave Liebman, Al Foster used to come
by all the time, telling me what's happening out on the street.
MUSICIAN: Did you feel you wouldn't play again?

MILES: No. | knew if | felt like playing | would play. Even if it
was just once. | didn't go places and sit in. Nobody had
anything | wanted to sit in with. | wen: down to the Vanguard
once and sat in the brass section, played everybody's trumpet,
just once. | knew what was happening out there. | didn't have
to hear. I'd take their word for it. When Al Foster would teli me

ain't nothin' happening. or Dave Liebman, or Gil Evans, | know
it isn't nothing happening.

MUSICIAN: Did life turn out the way you thought it would?
MILES: / never thought about life.

MUSICIAN: When you were a kid, what did you think you
were going to be?

MILES: | thought | was going to be the greatest thing = ever
attempted, in whatever | attempted. | thought | was goingto be
one of the best.

MUSICIAN: Were you the oldest child?

MILES: | was the oldest boy. My sister was the oldest
MUSICIAN: You were a middle child? Middle kids are atways
stuck in between.

MILES: Stuck where? | had my paper route, making money,
doing everything.

MUSICIAN: Middle kids sometimes need to achieve more,
I've heard.

MILES: Well, that's what they say. | don't know what they say,
or who says it. Maybe now, but not then. | know whatever | did
if it wasn't good, my father was gonna strangle me.

Just a few musicians who can’t play ask me
why do | hire this guy and this guy and he’s
white? | say he’s white but he can play, just
listen to him. What difference does it make
what color he is, he’s black.

MUSICIAN: He was a real perfectionist?

MILES: Well, he was a professional surgeon. An oral surgeon.
Yeah, it was strict. Not religion. but it was strict. | couldn't fuck
around, but they never did stop me. Guys used to come over to
my house, like Clark Terry — he's my favorite trumpet player,
Clark Terry — and | was about 14. He used to come over and
ask my father could | go out on a jam session with him. My
father would say yes. We ran a jam session because the guys
coming up on the riverboat from New Orleans would jam all
night. I'd tell Clark, “Go and ask him.” 'Cause | wasn't afraid of
my father. He'd never spank me or nothin'.

MUSICIAN: You were lucky. A lot of kids get spanked.
MILES: For what? | never did do anything.

MUSICIAN: You were perfect.

MILES: I'm a/ways perfect. | was buying his clothes andfixing
his talse plates and all that shit. Inthe lab. That's tedious. Then
| had a paper route, and | was jamming. Making six dollars a
night.

MUSICIAN: When you were fourteen?

MILES: Fourteen | was making three dollars a night. Fifteen |
was making six. Sixteen | was making $100 a week. When the
guys come off from the boat, we'd jam. Clark and | would go to
a club called the Moanlight Inn. We'd be in there about ten
minutes and the place get packed. They'd say come on. Miles
and Clark are jamming — wheet! — everybody would come.
MUSICIAN: Were you ever afraid that you weren't good
enough?

MILES: Good enough for what? | was in a band (Eddie Ran-
dle's Blue Devils), paying me $100 a week to rehearse the
band andtorehearse the show, 'cause all the guys hadto goto
the steel foundry so | was musical director. | didn't care what
the guys off the boat thought.

MUSICIAN: You must have picked up the horn awful fast. You
started at twelve? Thirteen?

MILES: Twelve. | knew | couid play.

MUSICIAN: |'ve reac about you spitting rice all the way to
school and back to build up your lip. Did you think that up?
MILES: My instructor. Mr. Buchanan, Elwood Buchanan of
East St. Louis, Hlinois, ke told me to do that. | had a mouth full of
rice, or I'd take some beans and break them up in my mouth
and spit out all the way to school. About a mile and a half.
MUSICIAN: So you did three miles a day of spitting. Was
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there a band in school? Did you play there too?

MILES: Marching band. We'd march and the trumpet would
go all over my fucking lip. (laughs) Marching. Me and my
brother got — | taught him how to play trumpet. He was in the
band. He plays trumpet, piano. He went to the conservatory.
My mother played piano, my sister played piano. | don't think
my father did anything, but watched everybody. My father
taught us all to draw. | always like to have a pencil and paper
around. You look at a paper and see things initand | just draw.
MUSICIAN: What was your mother's name?

MILES: Cleota. She was a very beautiful woman. My sister
and brother used to give shows every night and | was the
audience. They would sit me down and say, "“You ready,
Junior?” | said, "‘Yeah I'm ready.” Here they come, dancin’,
comin’ out, you know, like — (makes tapping sound). | said,
“No, you'll have to do better than that shit, you'll have to get
some better steps than that to come out here with.” They say,
“Don't you like that?" | said, “No, { paid my money, come on,
give me something.” (laughs) Then they'd do some steps
again. They said, “How do you like that?" | said, “That was
good.” I'd applaud. That would go on every night. It was very
funny.

MUSICIAN: You grew up with a lot of good influences, Miles.
MILES: We had the wrong books. We didn't have any Negro
histories. We had.a school teacher named Miss Wilson who
used to slip in, teach us Negro history, Marcus Garvey and
things like that. And my father ran for state representative,
my father did, of lllinois.

MUSICIAN: Did he win?

MILES: Of course not...My mother was pretty and
very...blank-faced. Just like you're looking at me...no
expression. She looked at me when | played the trumpet.
She'd say when are you gonna play something that | can
understand?

MUSICIAN: She didn't like it?

MILES: She didn't say that. If she didn't like it, she used to tell
me to go down to the basement. And my big band would come,
we would rehearse. | had a big band when | was abou. 15. With
18 musicians, and | had to pay ‘em. It was the school band,
swing band. The swing band was in the marching band.
MUSICIAN: And you organized it.

MILES: 'Cause | had the basement. My basement, my band.
(laughs) And | used to copy the music off the records. | was the
leader. We never did play any place but in the basement. We
used to have some gigs, but it was only four of us would play.
MUSICIAN: So you knew pretty early in life what you wanted
to do.

MILES: | couldn't help it, ‘cause | played trumpet so bad, had
to keep playing to clean it up... My mother said, “He’s crazy.”
My father told her, he say, “Remember that. Now leave him
alone.” My father was a riot, boy.

MUSICIAN: What was New York like when you first arrived?
MILES: Oh man. | was very excited when I first came. | used to
walk in the rain. I'd never seen a place like that before. Sub-
ways. All sorts of pastry, until | tried all the pastry, and it tasted
like shit. It wasn't scary, because | wasn'tlookingup. | had one
thing to do, was go to Juilliard. | was getting an allowance, I'd
get the bus and go to Juilliard. I'd get $40 a week ... when | got
it. | blew it, takin' care of Bird and Dex and all them guys. They
didn't have any money, / had the money. Got so bad | used to
call them, just keep some of it, '‘cause those guys asked me for
money.

MUSICIAN: You were rooming with Charlie Parker?
MILES: He roomed with me. And please put in that | was born
May 26, 1926. Somebody tried to fuck that all up.
MUSICIAN: Bird and Dex were putting all their money inthe
arm? Is that how you got into it?

MILES: No. ljustdidthat — Gene Ammons and | done that, we
just started doin’ it. First we started snorting it, then we started
shooting it, and | didn't even know what was happening. |
should have thought about it a little bit. | stopped after about
three or four years. | stopped...cold turkey. My father bought
me a new five-gaited pony. We had 500acres near St. Louis, in
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Milstead, lllinois. | stayed out on the farm for about two and a
half weeks until | was straight.

MUSICIAN: What made you finally decide to stop?
MILES: Max Roach gave me $200 and put it in my pocket, say
I looked good. It drugme so much | wentright to St. Louis. | said
that motherfucker gave me $200, told me | looked good and
I'm fucked up and he knows it. And he's my best friend, right? It
just embarrassed me to death. | looked inthe mirror and | said,
Goddamn it Miles, come on. So | called my fatherto send me a
ticket, and he sent me a ticket.

MUSICIAN: Did he know you were strung out?

MILES: My sister told him. She tells him everything.| said, You
bitch, you fucking whore. She said, Well somebody had to tell
him, and | just told him. | said, All right, all right, all right...He
asked me — we walked out in the pasture and he said, “If you
were with a woman and the woman left you, | would know what
to tell you, you could get another woman. But this you have to
do by yourself, you know that, 'cause you been around drugs
all your life. You know what you havetodo...” So | said, “Do |
look like | have a habit to you?" He said yess. He had a set of
rooms like this and a big large farm house, colonial type farm
house, and | went in there and shut the door and didn't come
out. The maid said, “Junior you want some breakfast?” | said,
“Get outta here.” | did that for about two weeks.
MUSICIAN: Was that the worst you've ever been through?
MILES: Yeah. Oh, it's terrible.

MUSICIAN: | had a friend who lived across the hall from me in
Detroit who did that. He was screaming, begging...

MILES: | wasn’t doin’ none of that shit, ‘cause my father was
next door and | was sure not gonna let him hear me holler and
scream...Had a plan though, see, I'm gonna jump out this
window, and luckily I'll break my leg and they'll give me some-
thing for my leg and I'll be cool, you know? Yeah, maybe l'll hit
my head on something, knock me out for awhile...| said, No,
I'm gonna break my right arm, can’t play the trumpet, fuck that.
I'li just stay here. (laughs) So each day it got better and better.

I couldn’t help playing, 'cause | played
trumpet so bad, had to keep playing to clean
it up. My mother said, “He’s crazy.” My father
told her, he say, “Remember that. Now leave
him alone.” My father was a riot, boy.

MUSICIAN: That's what | was asking before. Why did youend
up not going the way Charlie Parker went?

MILES: 'Cause he didn't stop. | got tired of lookin’ at myself. |
was a pimp, | had a lot of girls, | was doin' this,doin’ that...| had
more money then than | have now. Yeah, | had about seven
girls, made a lot of money. Can't ‘call the names, though.
MUSICIAN: | never understood why women wouid turn the
money over to a pimp.

MILES: They wouldn't give me their money. They just give me
money to take them out. They made a lot of money ...screwin’.
They didn’t give all their money to me, they just said, “Miles,
take me out. | don't like people | don't like, | like you, take me
out..."” That's like a family they like to be in. | know, | can
understand that. Yeah, that's what it is. (pause) Question
MUSICIAN: What makes you angry?

MILES: Everything.

MUSICIAN: What makes you mad?

MILES: Everything.

MUSICIAN: What makes you happy?

MILES: Little things, you know. Everything doesn't make me
mad, angry. It takes a lot to make me angry enough. It's not that
I'm angry, it's the way | speak. | don't /ie, so it comes off like
that. | ask people, when | say something, they think that my
voice every time I'm straining to talk sounds like I'm drunk or
high or something. So | just...When | get on the phone they
say, "Yes ma'am, what did you say?" They think 'm a woman.
(laughs)




“t know I'm a big ham;” Miles is not totally unaware of his mystique.

MUSICIAN: There's a real reactionary swing rignt now with
Reagan and the Moral Majority.

MILES: It's a swing, yes. But the people still, they test you and
see how you are...and they let you know that they're not
prejudiced. Which takes quite some time, it's like 15, 20 min-
utes. Then you know that they're all right.

MUSICIAN: You've been hassled by cops, been beaten up.

MILES: it's the way I talk to them. | gotta buy a Ferrari, it'sred,
right? They stop me and they say...| was standing outside
Birdland once and a cop asked me to go inside. | said for
what? He said for what? | said, "That's what | said.” He said,
“Because | said s0." | say, "l just got through doing a broad-
cast for the armed servies, I'mtrying to dry off, get some air, it's
smokey down there..."” He said, "You're a wise guy aren't
you?" | said, “Yes. you know I'm wise because | don't have
that funny looking blue suit yougoton.” He said, “Ohh here we
go, you're under arrest.” And two guys jumped out of the
crowd and started beating on my head.

MUSICIAN: There's a picture of you all bandaged. You made
a good remark. They asked you if the cop dropped his night-
stick and did you pick it up, and you said, “Ii | picked it up |
wouldn't look like this."”

MILES: Right. They asked me did | hit him.

MUSICIAN: And once someone shot at you in Brooklyn.
MILES: | didn't know what that was all about. The agency
knew, '‘cause they were having an agency war. | didn't know it. |
was talking to Marguerite. If she had gotten out of the car she'd
have got killed. But | had just kissed her in the car. you know?
And | loak around and this guy is staring at me — (makes the
sound of a gun firing) and | said shit, this is...

MUSICIAN: Did you think it was her husband?

MILES: | don't mess with married women.

MUSICIAN: Was that the last major thing that happened to
you of that kind?

MILES: Yeah, but | used to get arrested all the time. (spars
with Mark Rothbaum, who is passing through) Violence gets
you nowhere, Mark. Great guy, Mark. My managerrrrrr.
MUSICIAN: Bill told me you're a good Cook.

MILES: Very good. Because the women | had couldn't —
bitches couldn't cook. | picked it up from my father actually,

although my mother wouid cook. He would say, “Come or, go
in there with me," and we'd go and he wouid cook some-
thing...else. | have a French cookbook and anyth:ng | taste, |
could tell what's in it. | get a kick out of doing it, ycu knaw, for
them (the band), 'cause | don'teat that much. | don't like a lot of
food.

MUSICIAN: What do you do in your leisure time?

MILES: | haven't been to a movie in ten years. Maybe longer
MUSICIAN: Do you read miich?

MILES: No. But | can sing. | read music books. And, uh
different things. Dirt. Like in Peopl/e magazine (laughs)and the
Enquirer, stuff like that. I'm a real New Yorker, | want to know
what's happening out there in Hollywood.

MUSICIAN: Well here's the New York Post's big headine
SEX FIEND IS LOOSE!

MILES: That means all of us are loose.

MUSICIAN: Do you still box?

MILES: That's my pastime. Everybody comes to see me. All
the ex-fighters are Moslems. 'm not Moslem, but | lean tewarc
Islam. They're a great people, you know.

MUSICIAN: Do you know Ali?

MILES: Sure | know him. He's crazy. These guys in Islam, they
say he and | act alike. | say nobody acts like me. | don't ac: like
anyone — Hey, Jim! What happened to the hamburgers?
JIM: You ate the hamburgers Or Chris ate them. | can put two
more on.

MILES: No, you know, just — I'd like to have a thin hamburger.
not a thick one. And | want an onion. Hey, Marko, | want an
onion, a thin slice of onion, and a tomato — piece of tomato,
and mustard...and an old pickle. An old Jewish pickle. Not
PLO...POL.

MUSICIAN: What are your plans now, Miles? Are you going to
stay active, doing this gig?

MILES: I'll stay active till | die, now.

MUSICIAN: You're not going to go back into..

MILES: Seclusion? No, | had enough of that. | did what :
wanted to do. Stopped for awhile, give the trumpet a res:, give
my head a rest. Relax. That was it. Do | get paid for this {the
interview)?

MUSICIAN: How does the world look to you?
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MILES: | don't know about the world, you can see it's already
fucked up. They still practicing genocide with the black peo-
ple, nobody ever says anything about that, they always talk
about the Jews. They never talk about the black people gettin’
fucked up. Been that junk for years, starvin' and all that shit.
That's one of the things you don't speak of, speak about.
MUSICIAN: Are you politically involved now? You gave a
benefit concert or so back in the sixties?

MILES: CORE. For CORE i did it. For SNCC. | helped out the
African Foundation. | just did one concert. It was a double
concert, but I'm not going that way again. | think the govern-
ment should take care of their own people. They took my son,
fucked him up in the war. | don’t even want to say which son.
MUSICIAN: s there anything you want that you don't have?
MILES: You, Cheryl, | want you, but | know | can’t have you.
MUSICIAN: Besides that.

MILES: | want a cigarette boat.

MUSICIAN: A cigarette what?

MILES: Boat. Speedboat. | want me a solar energy house.
MUSICIAN: You'd have to go someplace where there's more
sun in the winter. Would you miss New York if you left it?
MILES: Sure. I'm not going too far from New York. | love it. |
love New York. | love the noise. | can't sleep without noise. |
can't sleep without lights. | can't sleep without New York. |
would never leave New York. Never ever ever ever never
never never never. (sings) "That's why New York's my home,
da dela de dadah...” (makes knocking sounds with mouth)
MUSICIAN: Do you ever think about teaching people?
MILES: | teach people all the time. Don't | teach you, Bill
Evans? Bill Evans, have | ever taught you anything?
EVANS: Everything.

MILES: Asshole. Fuck. (laughing) There's my favorite pupil.

They're teaching me right back. Puts you right back oniit. Bill's
my right hand man, boy. Without him | don't know what I'd do.
Isn’t that right, Bill? Without you | wouldn't know what I'm
doing, would 1? Without you and Leroy.
EVANS: No. Leroy does all our business.
MILES: If Leroy was out heretoday, what d'youthink he'd say,
Bill? What do you think Leroy would say about this place out
here? Where all the pictures at? There's nopictures?Let’s go.
Want me to call up Leroy? (horse passes by) Hi, horse.
MUSICIAN: | don't have any more questions, Miles. Just tell
me what you think you're about.
MILES: About WHAT?
MUSICIAN: You always sound like...do you feel you're mis-
understood?
MILES: | didn't say that. It comes across like that because
they're white and I'm black.
MUSICIAN: lt even comes across like that when you're inter-
viewed by a black man.
MILES: Well, it must be a guy who's trying to act black, guy
trying to act black and he's really white and has a black face.
Should we go into that?
MUSICIAN: | just want to know who you think you are.
MILES: My brother says I'm King Tut...reincarnated. That's
what he calls me, King Tut.
MUSICIAN: Who do you think you are?
MILES: | don't know, | think I'm a fellow.
MUSICIAN: Well then, what moves or motivates you?
MILES: When | hear some good music it motivates me to
the...nth degree.
MUSICIAN: But you also create the music.
MILES: | know. I'm King Tut. | write the music and | create the
music and | play the songs that | fove. Can | go now?

© Cheryl McCall 1981

Discography of a Champion

collection, and that this discography is avowedly casual
because it would take a bigger fool than | to attempt
something definitive. If it's ineffable, don't eff with it

The first recordings to go to are those Davis did with Charlie
Parker from 1945-48, which are available under Parker's
name on The Savoy Sessions (Master Takes) and The Com-
plete Savoy Studio Sessions (two and five records respec-
tively, on Arista/Savoy) and The Very Best Of Bird and Charlie
Parker (two and sixdiscs each, Warner Bros.). The first myth to
be explored is that of Miles' lameness on these sessions. It's
true he doesn't sound as good as Parker, but then neither do
you. Also note that the last person to tell you how Miles was still
under the influence of Freddie Webster never heard Freddie
Webster. So let's look at the record. It's round and dark. When
Miles does sound lame with Parker it's almost always when his
horn is wearing a cup mute — unflattering to his tone and
lacking the icy pathos of the later Harmon mute. Although he
was Bird's apprentice Miles' open horn already was a remark-
ably identifiable voice for his age, one of the very few of his
generation to pick up the gauntiet of originality where Bird had
thrown it down.

Later Davis appearances with Charlie Parker are available
on a number of live dates, can't keep track of them now,and a
series of studio recordings for Verve, which have been avail-
able in a variety of reissue formats. My favorite sample, and
indeed my favorite of all early Miles Davis solos, is on "K.C.
Blues," by which time the trumpeter had divested himself of
every trace of awkwardness and grown even more sexy than
Lady Day.

This brings us to Miles' first great coup as a leader, which
hindsight has retroactively entitled The Birth Of The Cool
(Capitol). It is also the first public sign of how brilliantly colla-
borative a bandleader Davis could be, and how inspired an
opportunist, in the highest sense of the word. Miles had been
intrigued with the charts Gil Evans had done for the Claude

[ et's say In front that no living musician has a better record

By Rafi Zabor

Thornhill Orchestra, met up with Evans and his circle, and
conceived with them the idea of a nine-piece band that might
aerate bebop with an unprecedented orchestral breeze. The
results were both brilliant and influential, but of more interest to
us here was how conspicuous a departure from the known
precedents Miles was able to make of his first outing as a
leader.

In the meantime, Miles had developed a Habit that would
make the next few years his darkest. He eventually kicked but
lost his early eminence on the scene. A series of twofers on
Prestige contains virtually all Davis’ most important record-
ings in these crucial years of his development, 1951-56. He
had to unlearn bebop and invent himself, and these recordings
in particular show Davis divesting himself of the obligatory
notiness of bop and securing for himself a context in which
less might be made to mean more. On the one hand he
needed to do this because he could not, after all, play like
Dizzy; on the other hand, his tone had (by 1954 certainly)
become unforgettable. He could sink a note into the heart of
life, make a silence speak volumes.

When you hear a great side from 1951, you wonder why
Miles should have had to labor in obscurity at all. The indis-
pensible early album is Dig (Prestige), recounting the 1951
collaboration with the young Sonny Rollins and the younger
Jackie MclLean. Valuable transitional material can be had on
Miles Davis Volumes 1 & 2 (Blue Note), 1952-54, including
two superior sextets and some classic quartet material featur-
ing Horace Silver, Percy Heath and Art Blakey. Further Rollins
meetings ('51, ‘53, '56) are heard on Collectors ltems (Pres-
tige) (one of them even featuring some so-so Charlie Parker
on tenor), but more essential are Tune Up and Tallest Trees
(Prestige), which belong in your record collection. Tune Up
features, in addition to a quartet session that extends the Blue
Note dates, the ultraclassic 1954 “Walkin'," which, when
released on a Prestige 10" and played live at Newport '55,
showed the world to what a high and lonely place Miles had
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| clunbed and restored his career Never has a simple mid

tempo blues aone so much tor so many for so long ""Bag's
Groove,” on Tallest Trees, cannot be far behind, even though
it contains the audible stuaio feud between Davis and the
obstreperous Thelonious Monk By the time Miles got the
Higher Magic he was clearly no longer playing bop He had
nvented an iditom of his own. H's note choices sounded like
del berations of Fate. Mies began to radtate mystery, and not
a little glamor

Naturally he didn't stay put. Green Haze (Prestige) docu-
ments the tormaticn of Miles' great mid-50s quintet, while
Mues Davis and Woikin’ and Steamin' {Prestige) established it,
In 1956, as the greatest band af its time It made music for
grownups The rhythn section of Red Garland, Paui
Chambers and Philly Jo= Jones Zould be subtle or brutal, and
in *he railing, still developing John Caltrane, Miles had found
an unforgetiable opposite numter The company he kept ‘n
5€ spuired him ta on2 of his periodic and unexpectable
periods of technical and musical conquest. High notes, fast
rurs, the wholz equipage. He would race the dark with Trane,
he would win and win and win

The success of the guintet won him some bread as well,
Columbia signed him, apparently forever, he invesred in New
Jersey Power & Light ‘Round About Midnight extended the
quintet legacy on the new label with & less visceral recorded
sound. and gave the world "Dear Old Stockholm ” His next
Ccolumba album, Miles Ahead enabdbled him to move into
territory Prestge couldn't have afforded to rent; he also
renewed & friendship

Miles” colaborations with Gil Evans. extended over three
altums, of which Miles Ahead was the first, were the greatest
conjuncriors of an orchestra and a soloist since Duke Elling
ton s very best, anc nothing has surpassed them since Miles
Ahead. imarred in its current 1ssue by some really wretchea
fake stereoi s a linked suite of tunes in which the ballads are
the most ethereally effactive, a real masterpiece exceeded
only by Poriyy & Bess anc Sketches Of Spain, whick Davis and
Evans turned out in the next ccuple of years Porgy I1s better
than Gershwin's original, and just the album to kbuy for that
triend of yours who nates jazz; Spainis an exercise of genius in
which Evars orchestraies ane movement of a Spanish guitar
concertro. coos three pieces off the same Spamish folk music
record and writes one extended original on which Miles sails;

marches to heaven By now something unearthly had crept
into Miles’ playing, and the echo of his music began to exceed
the orbit of jazz The music he made in the middle and late 50s
Is as nch with human and historical resonance as ary, any
where anytime Other signposts on the Evans dates include
the introduction of modality — the end of "New Rhumba” 1s
already "Sc What," and all the Spanish pleces largely drs
pense with chord progressions putting scalar guidelines i
their place Miles, who had already freed himself from the
iangles of bop, tcok note

The next small band album, Milestones, added Cannonball
Adderley to the quintet. The title piece is Miles’ first small-band
use o’ moces instead of chord progressions, and Adderley
and Coltrane (who nad jus: returned from his epochal stint w th
Thelonious Monk and had kicked his junk habit) stimulated
each other to such fits ot inspiration that Miles (my minority
op'nion} was momentarily overshadowed Trane in particular
was looming. Miles respcnded by cutting back on his notas
and enriching his sensitivity once again. Mention should also
be made of an album released on Blue Note under Adderley's
name Somethuing Else, a Traneless quintet with a wvisiting
rhythm section ot two Joneses and a Blakey on which Miles
does some of his best-ever Harmon mute work "Auturnn
Leaves, " "Love For Sale," that kind of thing The alburm seems
n some respect a warmup for Kind Of Blue, which followed
Mitestones on Columbia

Everyone knows Kind Of Blue, one of the greatest o* all jazz
albums, a restrained date that defined the uses o* modal
improvisation and haunted a million hearts Notice how central
pianist Bill Zvans’ reharmonization of modern jazz piano was
to the album’s success, and that Miles” modal stnuctures
would n the future prove even more important to Coltrane,
who I1s magnificent on the album, than to the leager But just
listen to Miles unwind when he doesn t have to make a chord
change every four bars

Adderley left, and Miles had already lost his master
Jrummer Pnilly Joe Jones He hired Hank Mobley and held
onto Trane for as long as he could Someday My Prince Will
Come (Wynton Kelly's finest hour) maintains an Olympian
standard but does not wave it. The quintet with Mob ey that
‘ollowed made Live At The Blackhawk in two volumes, Friday
and Saturcay Night, demonstrating that even in a relatively
fallow period, Miles woukd not keep still. The quintet also
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appeared Live At Carnegie Hall, playing the same solos as at
the Blackhawk and joined momentarily by an Evans orchestra.
Out of print, you say? Blast. In 1959, '60, '61: Ornette Coleman
made his inspiring and unnerving arrival; Coltrane formed the
great quartet that would eventually overshadow every other
band in the music; Eric Dolphy squawked in the face of deco-
rum; Cecil Taylor atomized centuries of mixed tradition. Miles
said Ornette sounded mentally ill and announced that he
would step on Eric Dolphy's foot. Miles? Miles?

In 1962, '63: in the shadow of Coltrane, Miles came up witha
new quintet. We'ilignore Seven Steps To Heaven, whichtenta-
tively introduced it, and pretend it began with Live In Europe,
an execrably recorded performance from Antibes that neatly
removed the top of everyone's head. There were some new
tunes and a colossal 17-year-old drummer named Tony Willi-
ams Miles had stolen from his old friend Jackie McLean. Ron
Carter was a strong bassist, Herbie Hancock one of the most
intelligent pianists expanding upon the inventions of Bill Evans
and McCoy Tyner, and tenorist George Coleman was unjustly
maligned by the press, that pack of slavering and idiotic
beasts. But Miles, holy shit Miles, where'd you learn to play like
that? Four And More and My Funny Valentine more adequately
captured a lesser concert by the same great band, using old
repertoire. The rhythm section, it was allowed, was, along with
Coltrane's monster, a classic of the period. There was a
pause, and then Miles hired Wayne Shorter. With Shorter's
addition, Miles had his second classic quintet in ten years.

Shorter helped make the band modern. He brought every-
one’s writing up to date by moving on from the fine work he had
done for Blakey with bare, elliptical tunes based on Miles' most
secret premises, the ghostly jabs and feints of his heart and
art. It was a new and starker idiom than before. The rhythm
section ate innovations for breakfast. The firstalbum this band
made, E.S.P, was relatively disparate and tentative because
there were too many different kinds of writing on it. The band
took some time off while Miles had his first bout with bone
disease and a hip operation (no pun)and when it returned with
Miles Smiles about a year later, a comet appeared in the
heavens. Smiles was the first of five classic albums made
between '65 and '68. Sorcerer was ferocious, Nefertiti myste-
rious and restrained, Miles In The Sky did about five different
things, the best of them probably “Country Son,” and Filles De
Kilimanjaro introduced the electric piano and imitations of, uh
oh, rock. It was a virtuoso organization in every sense of the
word, with Williams the scariest manifestation;, the sense was
that no holds were barred, all was permitted, and that Miles
and his gang were the baddest mothers anyone had seen.
Coltrane had disbanded his classic quartetin'65anddied two
years later, almost no one else was even working: Miles' band
was it.

After a fascinating and largely secret period of studio exper-
imentation partly documented in the recently released Water
Babies (*Dual Tillman Anthony"), Circle In The Round and
Directions, Miles came out with In A Silent Way, which typi-
cally helped to define or redefine a musical age. It was a
clearing of the decks, an abandonment of impedimenta, a
stripping away. On the quintet aibums Miles had appropriated
some of the materials of rock for his band, but the new album
was a deliberate capitulation to the strategies of the other
music, and in its deliberate minimalism and restraint it sig-
naled a greater and more fundamental change of tactics than
Miles’ usual periodic revolutions of style. Personally, I've never
gone for Zawinul's too-easy title pastorale, and the whole of
side two is too much of not enough. But the multiple keyboard
textures are astonishing, most of the solos are good, and the
whole has the aura of finality.

But Bitches Brew was a far more definitive lurch into an
alien landscape. Multi-keyboard murk in which anything can
happen and sometimes doesn't for long periods of time and
then does — you all know what it sounds like. Like Lord
Buckley's “The Naz,” when Miles puts something down,
whomp, it stays down. My favorite cut, though I don'tlisten to it
as often as the funky stuff (don't need to), is the scarifying

doubletake of Wayne Shorter's “Sanctuary,” a classic without
ancestor or descendant. The biggest shock of the album was
not that Miles had taken up with rock, anathema to a genera-
tion of jazz listeners, but the extent to which he was prepared
to simplify and restrict his own playing to accommodate the
new idiom — all that glorious phraseology gone! — reversing
all jazz's foreground-to-background verities built up since
Louis Armstrong cracked the collective egg in '28. His Gemi-
nian appetite for change should never be underestimated:
having done everything a great jazz trumpeter could possibly
be expected to do, Miles, who can read the cracks in the
universe better than most of us, decided totry another gambit.

I've always been a big fan of Miles At The Fillmore, the loose,
raunchy double set that followed Brew, which presents four
different nights of the same material in different permutations,
my favorites being "Friday Miles™ and “Saturday Miles,” Miles
wilder than on the studio albums, DeJohnette disorderly, and
the two-keyboard tandem of Corea and Jarrett a great angry
noisy mess. Also raucous and freewheeling, the stellar sound-
track for the film Jack Johnson included John McLaughiin,
Michael Henderson and Billy Cobham in the rhythm seciton.
Live Evil, another double live set, followed, looser still, with
McLaughlin still on hand and one of Miles' greatest composi-
tional sleights-of-hand, “Little Church.” By the time Live Evil
came out, people had begun to wonder. Was Miles really
gonna keep this up? Was he really gonna keep playing those
handfuls of high notes and electronic screech? Was this really
gonna go on forever? If jazz-rock was supposed to be Miles'
way of selling out, something was wrong: this is the most
forbidding music of his career. A one-man avant-garde.

And on into the darkness. On The Corner and /n Concert,
what was he doing? Had his lyricism at last been engulfed by
the fabled bitterness of his temperament? As Miles’ health
worsened there were longer gaps between albums,and much
of what Columbia put out was already old: the double set Big
Fun, sustained by the marvelous “Great Expectations™ (cer-
tainly puts Weather Report in its place), was full of stuff circa
Bitches Brew. By the time the all-new Get Up With /tcame out
in ‘74, even some of the dimmer souls among us had begunto
wonder if Miles had not, whatever his physical problems and
the wind and lip problems they had caused, as usual been
ahead of his time after all. But why did the most haunting
trumpet tone in the history of brass have to meow at us through
a maze of distorting electronics? The new situation was more
perilous than any before, and the confrontation with ugliness
and annihilation chillingly decisive and complete. The next
album up, and his last for five years, was the live Agharta,
keyboards discarded and heavy metal guitars in their place.
Squalls of noise. in one brief, quieter walking section, more
than one listener thought they detected Miles’ diminished
chops: his lip must have gone, his wind, his bones. Onthe rest
of the album, the electronics skreeled. Never released in this
country was Agharta's second set, Pangaea, which, as it
found its way into the hands of a few critics and collectors,
assumed legendary status. No, his lip, wind, et cetera, had not
gone. A savage, fiery masterwork, it is certainly Miles’ best
work of the '70s and a damn near complete vindication of the
course he had charted. There is no question in my mind that
Columbia should release it here now. The famous, the unfor-
gettably corrosive, the excoriating.... Come on, CBS, | want a
copy.

This year, after a host of medical catastrophes, Miles
assembled a band of young turks, including funk-powerhouse
Al Foster on drums, Mike Stern on acid-rock guitar, Bill Evans
on reeds and the virtuoso commercial bassist, Marcus Miller.
History suggests that we shouldn't judge this assemblage by
its first LP, Man With The Horn, but should observe occasional
live dates in which Miles transcends his battered health and
pries open the latent intelligence of these musicians. Miles
does not return as a survivor, asking our forbearance in light of
his massive accomplishments; he's back as the same brilliant
activist he's been for forty years. We can say thanks and
pretend he's ours. M
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The Martin people
go for Miles!
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The Legend of

WELL
GEORGLE

CLOUDS STUDIOS RETNA LTD

A tale of low down, tequila-guzzlin’, slide guitar romance,
hollywood heroes, vanilla grits and one fantastic rock 'n’ roll band.

By Bill Flanagan

owell George was one of the great talents of rock.

After a brief stint with the Mothers of Invention, he

founded and led the epic 70s group, Littie Feat. He

was a gifted songwriter (“Willin'," “Dixie Chicken"
and "Roll 'Um Easy” are among his best-known composi-
tions), guitarist (he played on sessions for James Taylor, Bon-
nie Raitt, Robert Palmer and many, many others) and record
producer (the Grateful Dead, Valerie Carter).

But it was Little Feat Lowell loved, and itis for Little Feat he is
remembered. Originally a quartet that souped up blues and
country-rock foundations with Lowell's remarkable, soulful
vocals and distinctive “backwoods” slide guitar playing, the
band evolved into a mature sextet capable of weaving sophis-
ticated vocal and instrumental melodies over a funky black
bottom.

This remarkable music was always overlaid with laughter.
The wit of the lyrics, a humor consistent with Little Feat's whole
image, combined with the music's boozy raunch and high
spirits to make the band as agreeable to boogie enthusiasts as
to pop aesthetes. Lowell George's love for the possibilities of
Littte Feat was the driving force in his public life, and adds the
poignancy of the unfinished to his early death at 34.

Lowell George's childhood was, from allaccounts, hilarious,
sad, and completely atypical. Born in 1945, he grew up in
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Hollywood where his father, Willard, was a top furrier. Lowell's
dad was a pal to the big movie stars of the day. Martin Kibbee,
a childhood friend, says that Lowell's father “used to hang out
with W.C. Fields and Wallace Beery in the old days when
America was really America and waste was rampant.”

Lowell had an older brother, W. Hampton, Jr., whose bullying
made the chubby younger boy miserable. “Lowell said he was
picked on by everyone,” his wife Elizabeth recalls, “including
neighbor Errol Flynn's monkey, who would swing down and
steal Lowell's apples.” He studied harmonica at the age of five,
appearing with Hampton on “Ted Mack's Amateur Hour." “He
went on to flute,” Elizabeth explains, “studying classical flute
from the age of 12, and then getting into jazz. He used to go to
the beatnik clubs on Sunset strip when he was 13 or 14 and
just sit and listen.”

“Lowell was always a musically gifted kid,” Martin Kibbee
recalls. “He was a fantastic flute player, but he gave it up when
he saw Roland Kirk. He was a funny guy. He liked to be best at
whatever he did, so he was discouraged by excellence along
parallel lines. His flute style was similar to Kirk's, but the guy
blew him away. So he switched to slide guitar.”

Lowell graduated from Hollywood High in 1963 and majored
in art at Valley College. On his 21st birthday he came into an
inheritance from his father, and used the money to leave




school and put together a band, the Factory, with Kibbee on
bass and a fellow named Toronado Turner (real name Warren
Klein) on second guitar. They found drummer Richie Hayward
#hrough an ad in the LA Free Press, and were managed by
Herbie Cohen, whose star talent was Frank Zappa. Factory
opened shows for Zappa's Mothers of invention. Zappa even-
tually produced sessions for the Factory, and if George was
much impressed by the head Mother's professionalism and
musical discipline, he was most influenced by Zappa's
approach to running a band, dismissing any hippie notions of
artistic democracy. Lowell became a great believer in that
one-leader method.

Despite their admiration for Zappa, Lowell and the Factory
became disenchanted with Herbie Cohen. Entrepreneur Mar-
shal Lieb signed them to Uni Records, where the band was
urged to cash in on the popular folk-rock sound of the day by
adopting a Byrds-like style. Lowell resented the departure
from his Howlin’ Wolf-inspired tlues-rock, but was convinced
to listen to the pros

“Lowell wanted a grittier sound,” Kibbee explains. ‘But Lieb
tried to homogenize us into an extremely white kind of thing.
That was against Lowell's instincts, but he went along with it
‘cause the guy promised us shoeboxes full of hundred-dollar
bills.”

The Faetory album (dismissed by Billboard as “another
jingle-jangle folk rock group') bombed. “That had a very
heavy effect on Lowell,” Kibbee goes on. “We were young and
he allowed himself to be pushed arcund by this guy who had a
Cadillac and a Piaget watch. We all thought he knew what he
was doing, but as it turned out we knew better. We just hadn't
realized it."

Lowell left Factory and did session work, played briefly with
the Standells (“Dirty Water") and went back to school. This
time he chose L.A. City Coliege and a music theory major. He
supplemented the curriculum by studying sitar with Ravi
Shankar.

“Lowell was semi-political on the campus, too," Elizabeth
George recalls. "I had known Loweil since high schoal, but at
this point he became my neighbor. He was into building model
airplanes. Lowell had some idea of bembarding Mayor Yorty
with remote control model airplanes. He was trying te figure
out ways to get them to fiy through the mayor's office window.”

George also used his hiatus to return to a favorite hobby, the
martial arts. (Hampton had come back from the air force to find
his sitiling victim nat only proficient, but instructing classes in
self-defense.) "Lowell was heavy into karate," Kibbee
explains. “And very much into the Oriental master riff with his
karate teacher. He had a Japanese bamboo flute which he
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Lowell’s stingingly sleazy slide guitar and “white boy got the

wo00-wo00's" voice were his bread and butter.

studied. | guess he was centering in on himself during those
years."

Eventually George drifted back to Zappa, jo'ning the Moth-
ers for nine months in the late 60s and playing on Weasels
Ripped My Flesh. By the time George wrote “Willin'," his
courtry-influenced ode to drunk driving and coatrolled sub-
stances, Zappa suggested that the guitarist was ready toform
his own group, duboed “Little Feat” by Mother Jimmy Carl
Black.

Richie Hayward agreed to join Lowell in his new project.
Ma-tin Kibbee did a brief stint as bassist but, “at that time
Lowell had become very determined to become leader of the
group, Frank Zappa style, and | wasn't goin’ for that so | quit.”
Lowell's childhood pal continued tc contribute :athe band by
co-writing with Lowell such Feat ¢ assics as "Dixie Chicken”
anc¢ "Rock And Roll Doctor” under the pseudonym Fred
Martin.

George raided the Mothers for a new bassist and came
away with Roy Estrada. A few months eariier a 21-year-old
pianist was hanging around Bizarre Records, Zappa's label, a
secretary there told the young man about the new band. Bill
Payne was inore interested in Zappa-type compositions than
in the stark Americana of "Willin’,” but the pianist channeled
his energy ‘nto the unexpected jams tnat grew from, and
unusual changes he could work into, the band's superficially
traditional compositions.

“Foy knew the bass very well,” recalls Payne. "Frank had
had him playing everything under the sun, and nis being an
ensemble player really helped. With the four of us, there were
nights when it was as hot as anything | ever played in. Other
times it was not that good. ‘Cause none of us ever played the
same thing twice. Maybe { might overplay on some things. And
Richie certainly did to a degree also. But that's the fun thing
about playing in a band You can make mistakes, and some-
t:mes those mistakes lead you to something you'd want to try
again.”

With his band more or less assembled, Lowell, whom the
others trusted to make the business decisions, set out to
negotiate a recording contract.“Lowelland | wentoutto Lerny
Waronker's office at Warners and literally did a song and
dance,” Payne remembers. “Lowell broughtan acoustic guitar
and there was a piano. We played Lenny eight or twelve tunes.
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We said, 'Yeah, we have a band.’ He said, ‘Great,’ and he signed
us. Russ Titelman was involved as producer. Man,” Payne
laughs, I thought, ‘Six months from now we'll be riding around
in limousines and buying houses! Seven years later...”

The first self-titled Little Feat album, produced by Titelman
and released in 1971, made hardly a ripple. The compositions
(George and Payne were aimost evenly represented) were
strong, but the production — the execution — seemed tenta-
tive, as if the band were holding back their flights of originality
to better fit a marketable blues/country-rock style.

It was 1972's Sailin’ Shoes that alerted critics and hard core
insiders to Lowell George's quartet. Produced by Ted Temple-
man, Sailin' Shoes featured a definitive “Willin’" (a rather
half-assed version had appeared on the first album) and later
Feat standards such as the title tune and “Apolitical Blues."
George was established as lead vocalist and principal song-
writer, although it was the Payne/Hayward “Tripe Face Boogie”
("Gonna boogie my scruples away”) that was often quoted as
evidence that Little Feat were a band infusing standard rock
forms with quick wit and a personal, personable style.

Little Feat were musical subversives, hanging unusually
sophisticated changes and literate lyrics on blues structures.
The band's musicianship and range of influences carried
them beyond the blues cliches that are the pitfall of many rock
soloists.

If Sailin' Shoes (Warner Bros. balked at Lowell's suggestive
original title, Thank You! I'll Eat It Here!) was the world's real
introduction to Little Feat, it was also the end of the original
band. Sailin’ Shoes sold only about 15000 copies, Roy
Estrada soon departed for Captain Beefheart and three new
members came in. Kenny Gradney, who had just left Delaney
& Bonnie, auditioned for the bass spot. He got the job, and
brought along a friend, percussionist Sam Clayton. The group
decided to add a second guitarist, and remembered Paul
Barrere, who had auditioned for the bass spot in the band'’s
pre-Estrada days. Asked why anensemble that wasn't making
much money as a quartet would expand to a six-piece, Payne
laughs and answers, “We didn't have a good grasp of
economics.”

The new Little Feat debuted before 100,000 people at
Hawaii's Crater Festival. Their second gig was before an
enthusiastic hometown crowd at the Fox Theatre in Long
Beach. Payne jokes that those two shows were enough tofool
the new members into thinking they had lucked into a real
big-time band. In fact, Little Feat were supplementing their
income by backing up and recording with other artists like
Chico Hamilton and Robert Palmer and even doing an
extended date at a private strip club on L.A’'s Eighth Avenue.
The new members introduced a new, heavier syncopation to
Little Feat. The group began work on Dixie Chicken, an album
that saw George assuming the role of producer, confirming
and apparently consolidating his leadership.

In reality, the expanded lineup and the group’s sound diver-
sifying away from Lowell's voice and guitar planted the seeds
for Bill Payne to question Lowell's one-leader concept. Payne
was no longer a kid. His keyboards, a distinctive part of the
group’s sound, were gaining wide recognition, and he was
writing more songs than the band was finding room for. Payne
enlisted Paul Barrere, himself a fine composer, for a coup de
Feat.

Dixie Chicken was a triumph critically, artistically, cult-ally;
every way but commercially. The album did not break through
to a wide audience and frustrations were settingin. Payne was
offered a place with the reorganized Doobie Brothers, whohad
just nipped Skunk Baxter from Steely Dan. Richie Hayward
broke his foot. Little Feat broke up.”

*Chronicling Little Feat's many breakups is confusing, as even the participants
have trouble recalling the right dates. The big shake-up is often referred to as
having taken place in 1975 — between Feats Don't Fail and The Last Record
Album. What seems to have happened was that there was a second — perhaps
staged — breakup at that time, from which Lowell negotiatedfor a better deal for
the band with Warner Bros. It seems likely thatthe changes ratifiedin 1975 were
actually started, quietly, more than a year earlier.
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But not for long. Lowell George could have maintained his
one-leader concept by starting a solo career, but he seemed
to love Little Feat to the point of subverting his own convic-
tions. it is remarkable to consider that an artist as gifted as
Lowell George may have believed he needed Little Feat. The
band agreedtoreunite, but only asa musical democracy. (The
Doobie Brothers, losing Payne, took Baxter's suggestion and
added Mike McDonald.)

During this period Lowell was frequently in the company of
Van Dyke Parks and John Sebastian. Sebastian says of the '74
changes, “That was an ongoing procedure. Part of the chem-
istry of gaod rock 'n’ roll bands is friction, and counter-irritants.
Little Feat, being one of the best, did have those periodic
things. But what differentiated them from so many other super-
star groups was that it was always done with the overlay of
hilarious laughter. Granted, everybody was ready to kill each
other, but | never saw that sense of humor really wane. Every-
thing was done in good, rather aggressive humor.”

Lowell still produced Feats Don't Fail Me Now, the aptly titled
follow-up Yo Dixie Chicken. But after that LP Littie Feat entered
their third era, the time during which George seemed almost
outside the band. 1975's The Last Record Album (talk about
subtlety...) contained only two and a half Lowell George com-
positions, and although he was still listed as producer, Lowell
wrote in the liner notes, “I'm lowell george the so-called pro-
ducer sliae guitar player who sings but let that end right there
cause all 1 did was sit in the control room and watch the rest of
the folk in the group bring forth an identity that represents the
so-called musical statement about the whole being the sum
total of its parts.”

Lowell's drinking was blamed for 2 bout with hepatitis, and
on 1977's Time Loves A Hero he contributed only one and a
half songs.

By 1976 Lowell was traveling separately from the rest of the
band. He paid for a motor home and while the others flew,
Lowell would travel with only Gene Vano, his friend and driver.
The mobile home was equipped with a four-track recorder,
drum synthesizer and digital delays.

Says Bill Payne, “Lowell dian't like flying a lot. Plus, he
wanted to-be in an atmosphere to write. Which is kind of weird,
‘cause he didn't write that many songs in the later years.
Sometimes you're just not going to come up with the stuff. You
run into periods of being dry for any number of different rea-
sons. But nobody in Little Feat ever aced anybody out of
writing anything. If you came up with the songs, and they were
good enough, they would appear on an album. There was
never a seng that that guy presented to us that he wrote that
didn’t appear. He just wasn't coming up with a lot of things.”

Dylan wanted me to work for him. He said, “You
could be as big as Jackson Browne!” I said, “Man,
do you listen to Jackson Browne?” He said, “No.”
I said, “Well...?” The next day I came back and
there were Jackson Browne records all over the place.

"l started out driving the motor home for Lowell in 1976,"
Gene Vano remembers. “Just he and |. Everyone else flew.
Lowell was not crazy about airplanes. Bonnie Raitt rode to a
few dates with us. Lowell had no ludicrous reasons for not
liking airpranes. Hie hearing was fairly sensitive and his ears
would go blooey with the altitude. So whenever he could, he
chose not to fly. He was a very complex man. On another tour |
drove one of the semis, and he would ride with me inthe truck.
For the same reason. To get out of the mass movement and
the plane situation.”

Gene and Lowell would drive as far as the 900-odd miles
from a show in Mississippi to a showin Virginia ina nightand a
half. When they had a break they would pursue Lowell's great-
est love, fishing.

Bonnie Raitt sensed Lowell moving apart from the rest of the

Lowell’s songwriting used the “cracked mosaic,” the deliberate
disassembly of the verse-chorus-bridge pop songform.

band during that period. "I had always foreseen more prob-
lems with them getting along from the first time | met them,”
Raitt says. "'| was opening for Little Feat cat a little mini-tour
through the Southwest. Lowell was traveling in a separate
mobile home, and | traveled with him for awhile. He had a
whole miniature studio set upinthe GMC. He was playing stuff
like Scottish bagpipe music, Eastern European folk music,
records of people singing really weird chants. And then he'd
segue inta old blues albums of people doing field holiers, and
notice the similarities of the scales. Lawell was real esoteric.
He was really into Indian music. and he was a scholar of tne
kinds of music blues came out of, which has to do with a
certain kind of scale and bending notes. He pointed out sim-
ilarities between Scottish, Indian and Eastern European
music, and blues. | had reaily enjoyed those types of music
before | met Lowell, and | thought it was uncanny that he
pointed out the ways in which they share the same kind of
singing.

"I know that had Lowell lived he would have gone on to do
increcible things utilizing his knowledge. That was also ‘he first
time i realized how serious the rift in Little Feat was He was
talking apout that. Plus, Lowell's habits really irked other
members of the band who were not prone to tne same life-
style. That's as subtly as | can put it. I'm sure you know what
I'm talking about, but I'd better watch what | say.”

Lowell’s rift with the other members of Little Feat was deep-
ened by tne effect his style of ‘iving was having an his ability to
perform. Having tried many drugs, Lowell's weight problem
and cocaine use were taking a toll.

“Lowell was only able to sing three or four songs a night on
the last tour,” Payne says. “Trere were times, like D.C , when
he could sing more, and he ingwvitably got himse t up for those
shows. But there was a gig, | think in lowa, where he didn't sing
at all. | kind of fedt that the guy was the focus of the thing, and if
he wasn't feeling well enough to sing the songs. | wasn't sure
what we were doing out there.”

“| was asked about Timmy Hardin recently,” sighs John
Sebastian. “Timmy was a clear-cut case where he could have
been dead 15 years before he died, atany day along the way. |
did not think of Lowell in those terms. Even though he was
snonting a lot of cocaine, itdidn’t seem as destructive in him as
I've seen it in a lot of others. | know only about three or four
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people who've been able to go through cocaine use with any
sense of humor at all. That's the first thing that departs. And
because Lowell kept his sense of humor, | think | wasn't as
worried as maybe | should have been."

In early 1979 Lowell finally finished the solo album he had
been working on in his spare time for three years. He delivered
the record to Warner Bros. calling it Thanks, I'll Eat It Here.

But Lowell's principal concern was the new Little Feat
album (Down On The Farm). He was producing again, and
completion of the record was awaiting the return of Payne and
Barrere from a tour they had gone out on backing Nicolette
Larson. Upon their return Payne and Barrere toid George they
were leaving Little Feat, perhaps to maintain the band they had
formed to support Larson. “There was a difference of opinion,”
Bill Payne says. "Not only on the production of Down On The
Farm, but on our whole direction.”

“Lowell never wanted to leave Little Feat. He was
not the easiest communicator in the world. He
sometimes didn’t have the tact and diplomacy he
should’ve had. But he never wanted to leave

the band.” — Gene Vano

So Lowell put together a touring band and headed out, inthe
late spring of 1979, to prove that he could still cutitas a band
leader and front man. If he felt trepidation atthe outset, he was
understandably delighted when the Thanks, I'll Eat It Here tour
drew rave reviews. Feat fans, far from being angry about the
reported breakup, were delighted to have Lowell George back
up front for the whole night.

Gene Vano, by this time promoted to Lowell's road manager,
recalls, “He was excited about the fact that the solo tour was
successful. We did some knockout shows. With the kind of
shyness he had before he went on the tour — Lowell hadn't
done anything without Little Feat in so many years — perhaps
he doubted it could happen. And it was good. And yet, as soon
as it was good, Lowell was excited about the chance to get
back with the band and make Little Feat happen again.

“Perhaps somehow in the problems within Little Feat, notthe
least of which were caused by Lowell, he might have had
some feelings of inadequacy. A feeling of, 'Gee, am | reaily
contributing?' And all of a sudden, when he could do italone, |
guess he feit stature again.

“Part of the real bottom line problem,” Gene suggests, “was
that the band was always afraid Lowell was getting ready to
leave them. If there were any problems they thought Lowell
would leave. And Lowell never wanted to do that. Lowell was
not the easiest communicator in the world. He sometimes
didn’t have the tact and diplomacy he perhaps should have
had. But he never wanted to leave the band. He liked being in
Little Feat. And when it was right, it was very, very right.”

For the last couple of weeks of his life Lowell George had, at
least, a bad cold. He identified hisillness as “an upper respira-
tory difficulty.” His chest was congested, and he had trouble
breathing when he woke in the morning. But by evening he
was clear enough to perform, and his singing was terrific.

Gene Vano was, in his own words, “the cop." He was a |oyal
friend who charged himself with keeping drugs away from
Lowell. But the drugs were usually there, provided (and this is
really the cruelest joke) by people trying to be friendly to the
singer, fans who loved George's music and thought they were
doing him a small favor in return. Lowell's iliness was aggra-
vated by the exhausting schedule he maintained during the
solo tour. He was granting lots of interviews, and when the
band got to Washington, D.C., he agreed for the first time to
allow a radio broadcast of one of his concerts.

Lowell was determined that if he was going to play live on
the radio, he'd do it right. He decided, after performing, to work
through the night getting things perfectly coordinated. Gene
Vano recalls that at 4 a.m. he and Lowell were telephoning
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recording engineers in Atlanta to get their help. By 6 a.m.
Lowell was calling engineers in California. George was also
ingesting over-the-counter antihistamines to ward off the
recurring congestion. At about 7:30 on the morning of June 28,
Vano suggested they call it a night and get some breakfast.
Lowell agreed, but upon reaching his hotel room (where Eliza-
beth and their daughter Inara were sleeping), changed his
mind and decided to go to bed. Vano went to sleep in his own
room, next door.

Two hours later Elizabeth sent the maid for Gene. Lowell
was having trouble breathing and his wife could not wake or
move him. Vano pushed Lowell over on his back, and his
breathing seemed to return to normal. Gene went back to his
room, but a short time later Elizabeth shouted that Lowell was
no longer breathing at all. She called for emergency help while
Vano tried desperately to revive his friend.

“"Within two or three minutes,” Vano remembers, *‘people on
the hotel staff who were trained in first aid were there. The
hotel engineer, the guy who runs the boilers and stuff, was
giving real good artificial respiration. While he was doing that,
a woman who worked for the hotel grabbed Lowell's wrist and
said she felt a pulse.

“He didn't seem to be breathing, but he was still warm and
sweaty. A minute later the emergency squad came in the room
with portable life machines. They threw Lowell on the fioor and
put two disc things — | still don't know what you callthem — on
his chest. Within a minute they were wrapping up their stuff
and leaving. | said, ‘What are you doing?' They said, ‘There's
nothing we can do for him." | blew my cool. | wentbananas. I'm
saying, ‘Hey, fellas! Bullshitt Come on!" Then | got crazy and
started giving him mouth-to-mouth. They left me, then. Every-
one left us in the room. Just Lowell and me. | just blew it. |
couldn't get anything to happen. | was so unknowledgeable
about what to do.”

In retrospect, Martin Kibbee thinks that Little Feats' de-em-
phasis on Lowell George was less a decline on his part thana
blossoming of the other musicians in the band. "Lowell was
putting up with some pretty talented guys there,” Kibbee
states. "Mainly Billy, who had a definite direction of his own. So
I think democracy prevailed. Much for the worse."” He lets that
sink in and adds, “I know Lowell feit that way."”

“Like anybody with a big appetite,” Bonnie Raitt offers,
“Lowell enjoyed things so much. He was an extremist in
everything: in his devotion to music, to his family, and to
whatever he was interested in."

Martin Kibbee, friend since age nine, adds a qualifier to the
popular image of George as a man who lived too fast: “Onone
level that's true, in terms of lifestyle. But on another level —
artistically — he husbanded himself for the long haul. Which,
to me, is the great tragedy. Lowell was in for the twenty-year
plan, and most of his good work was yet to be done. He was
really just hitting his stride atthe time of his death. Lowell was
actually hoiding back on the artistic side. He was less worried
about this album than about what to follow it with. He was
reluctant to come out with his best stuff right now. He was
always saving it for the coming year. And next year never
came.”

The following interview took place in Providence, Rhode
Island, in June 1979, just 11 days before Lowell George died.
Lowell was in town for a show with the band he had assembled
to promote his first solo album, and had read an enthusiastic
story | wrote about him in the Providence Journal. He gra-
ciously suggested the two of us adjourn to a back roomand do
an interview. What emerged was a funny, somewhat uncon-
ventional, occasionally convoluted venture into the Wit and
Wisdom of Lowell George.

MUSICIAN: Your singing was great tonight.

GEORGE: Thank you. I've been trying. That's the thing that |
do on the solo album. My idea wasn't to break off from Little
Feat. Parts of that album have beenin the can for three years. |
remixed it last December, but the record was started three




Rock 'n’ roll doctors: up front, Paul Barrere, Bill Payne, Lowell, Kenny Gradney; out back, Sam Clayton and Richie Hayward.
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years before that. | signed the contract for a solo artist three
and a half years before. The Little Feat albums always took
precedence over any individual project that | was doing. Like
the Grateful Dead record | did (Shakedown Street) wassucha
smash — ha!

MUSICIAN: That was the first Grateful Dead album I've
bought in years.

GEORGE: Well, okay, do you want your refund now or later?
I'll tell you. What my intention was with the album was to get
them back to where they should have been. Where they are
the most comfortable. The Grateful Dead is a loose band, and
when they got off into that kind of English rock sound it didn't
suit them at all. Did not suit their identity one bit.

I thought | could render the band the way thatthey play. The
best renditions of their songs are fast, straightforward, no
bullshit. That's what they play.

MUSICIAN: Youdidn't know Little Feat was breaking up when
your solo album came out?

GEORGE: No, no. The (solo) album came outand | wasinthe
midst of recording the (next Little Feat) album. The band broke
up in the middte of the third quarter of recording after the guys
had returned from the road with Nicolette Larson.
MUSICIAN: What's to become of the unfinished Little Feat
album?

GEORGE: it'll come out.

MUSICIAN: It'll come out as the last Little Feat album?
GEORGE: Um — no comment. Who knows what's gonna
happen?

MUSICIAN: if you had realized that Thanks, /'l Eat It Here
was going to be the first solo album by Lowell George would
you have done it differently?

GEORGE: Uh — yeah. Yeah, | would've done it differently. But
| didn't. What did Socrates say? “In tfime all things go wrong.”
Murphy's Law: “If anything can go wrong, it will go wrong.”
MUSICIAN: You signed your solo contract three and a half
years ago. Was that related to the fact that at that time.....
GEORGE: Little Feat broke up then, too? Yeah. And | wanted
to put the group back together. And in order to do that they
wanted me to sign up as a solo artist. So that if it broke up again
they'd have something to fall back on. And now they have
something to fall back on. '‘Cause I've got a good five more
records to do for them.

MUSICIAN: Up till that first breakup, Little Feat was perceived
as being Lowell George’s band, inthe same way thatthe Band
was Robbie Robertson's.

GEORGE: See, | never thought of the Band as being Robbie
Robertson’s band. | never perceived it that way. | thought it
was Levon's band if it was anybody’s.

MUSICIAN: Okay, the way Dire Straits is Mark Knopfler's.
GEORGE: | don't know. I'm not really that well acquainted
with Dire Straits. | thought it was Bob Dylan’'s band. As a matter
of fact, Dylan and Dire Straits are recording together.
MUSICIAN: Dylan does seem to grab them all.

GEORGE: | know. He wanted me to work for him. He said,
(Lowell affects Dylan voice) "You could be as big as Jackson
Browne!"

| said, “Man, do you ever listen to Jackson Browne?" He
said, “No." | said, "Well...."

The next day | came back and there were Jackson Browne
records all over the place. (laughter) F've given Bob a hard time
but I'll tell ya, he's the most prolific writer.... He sat down and
played me some of the tunes that he was gonna go out on the
road to do — the new ones — unrecorded ones. And he played
about 45 songs back to back. | went, “Oh, yeah.... Okay."”
Then he said, “Now here's the unfinished ones,” and he
played me about that many more. Eighty pieces of stufft And |
really spun off in back of that. | was...humbled by that.

And when | saw him here | kept wondering why everybody
was bad-rapping him. Bad press. "Bob Dylan Gets Bad
Press.” | thought he was great! | thought he was so great! |
thought it was the hottest thing I'd seen in years! What did you
think of it?

MUSICIAN: | just think it was “time to dump on Dylan."” They
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do it every few years.
GEORGE: Yeah. Everybody dumped on John Sebastian for a
while. The record companies would go, (whines) “Oh, here
comes Tie-Dye again.” And the guy was writing some real
pretty songs. He went off on his own thing for a while and did
his tie-dyed routine and now, undoubtedly, regrets it, or at least
looks back onitand goes, “Boy, was | cuckoo!” I've done it too.
Once you reach a certain stage you walk out on the street to
buy a newspaper and somebody says, “Oh, he's a commie!
He's reading!” It's hard to say how the public's gonna react.
| mean, | know people are gonna compare what I'm doing
now with what Little Feat was doing. And some of it will
undoubtedly be unfavorable. Quite honestly, what | say in an
interview like this is maybe, to the public picking up a maga-
zine, interesting. But I've done it for 12 years and been inter-
viewed and picked them up and gone, “Did | say that? Oh
God!"

For instance, | did something for Feature [Crawdaddy's final
incarnation). Oh, boy. | said some really funny things. | was as
funny as you can get in an afternoon. And not one of those
moments was captured. Not one little tiny bit.

MUSICIAN: And Feature has folded as a result.
GEORGE: At least | put 'emout of business. They deservedit.
'Cause they had a schlump — sorry, sweetheart — who
reviewed the album and got me in a /ot of trouble. Went and
talked to Van Dyke Parks and...it's degrading. How does that
sound?

MUSICIAN: Could you tell me about the time, four or five
years ago when all five Stones asked to join Little Feat onstage
and you supposedly said no?

GEORGE: Yeah, | supposedly said no and | did, too. They just
showed up. If one of them had come up individually and said,
"“Hey, can we do something? Can we play with you guys?" just
to play, | would have said yes. Butthey had some roadie come
up and talk to me: (George affects a snotty, dripping accent.)
“Do you think the guys could come up and play a little ditty with
you?" | said, “What are we gonna do? ‘Mona’ all night?"

To me the decadence of them not being one to one with me
was rude. It was rude to me and | just decided that the last
thing | wanted was to have the Rolling Stones sit up there and
play out of tune.

MUSICIAN: Did the Warner Bros. publicity department pull
out their hair and say, “How will we ever break you if you send
Mick and Keith away?"

GEORGE: Probably the best press we ever got. No kidding.
MUSICIAN: It must be a relief for you to be back in full control
of a band after Little Feat became so democratic.
GEORGE: No shit. Telt me about it. Yeah, it's much easier on
the old nervous system. It's not as stressful. And everybody
now is really taking care of himself. I'm not trying to keep a
couple of other guys in order while trying to keep myself in
order. | just have to take care of myself. Everyone else is really
on the ball. That’s a big relief. And it makes me less abusive to
myself.

MUSICIAN: And if you reunite Little Feat without Bill Payne
and Paul Barrere, will it be with the understanding that you are
the boss again?

Instrumentals in that form, or chord progressions
and textures, are done well by a few people.
Herbie Hancock, Weather Report, they’re the best
at it. But if you shoot at something and you
know it ain’t anywhere near as good, why bother?

GEORGE: Even more so this time. 'Cause | realize that by
getting as democratic as it was, the decision-making aspect of
it always got me introuble. Because whatever decision | made
turned out to be wrong for somebody. If the decisions are
taken away from everybody else, it just turns out to be my
decision. No two ways about it.
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Feat fanatics welcomed Lowell's 1979 solo album and tour as a return to the undiluted, genuine George.

I realize that by getting as democratic as the band
was, the decision-making aspect of it always got
me in trouble. Because whatever decision I made
turned out to be wrong for somebody.

A

I'm being very cut and dried about this. But in fact, | haven't
screwed anybody over in the business yet. | have been
screwed myself. But my plars are to be in this busiress for a
few more years and | don't want to make enemies.

A lot of people in this business get off by being sleazy. That
is not how | get off. | get off by playing sleazy guitar. The
business has so many jerks in it already. And sharks and
barracuda and various reptilian types, that | figure the best
thing | can do is try to be honest and sincere in alt my dealings
with people

But if tomarrow someboay said, “Well, this is the group and
it's going to be a democracy and everybody's going to help
make the decisions,” | wouldn't be in it

would do it with one other person | had respect for. For
instance, we re not necessanly musically inthe same balipark,
but if Jackson Browne wanted to put a group together I'd play
with Jackson. 1d be a sideman. Because | know that he has
similar feelings to me. Abaut everything, really. Exceptin some
musical areas where | take a few more chances thar he does

That kind of sums 1t up. It's such a drag to sitaround and go
(whines) 'l don't care, what do you want to do?" And whenyou
final'y do come to a decision it's undoubtedly wrong. it's the
wrang move to make.

it's like the E.L.O. tour. We went out with E.L.O.and they had
what had to be the worst sound system of alltime. The cheap-
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est. They had that English concept of “Let’s goin and rake up
some bucks and get out of there.” That's basically what their
attitude was. And they played down to the audierce. They
dicn't try to get anybody to think

The guy never took it outside. Never took it some other
place where that 14-year-old girl in the third row who's frothing
at the mouth and almost achieving orgasm /earned anything
from it. It was purely tactile. Visceral.

MUSICIAN: | have to say that | sometimes had that same
reaction to some of Bill Payne's playing in the Little Feat
shows. (Lowell rolls his eyes and says rothing.) You may hit
me for saying that

GEORGE: Why would | hit you? (another long pause) d have
to say that was one of the things that | really, really disliked
about playing with Little Feat. To be very honest with you. |
thought that it was.... Oh, boy, I'm really spillin’ the beans now

One time we did a TV show with Weather Report (“Midnight
Special®). Little Feat were the hosts. Weather Report was
warming up and Jaco Pastorius and the old percussion player
they had were just crackin’ loose. Breaking into it. | went,
“Yikes! Who needs the band?” Tnhen Bill drops into one of his
"A Day At The Dog Races.” | just gat out of there as fast as |
could. It was embarrassing

Instrumentals in that form, of chord progressions and tex-
tures, are done well by a few people. Herbie Hancock,
Weather Report; they're the best at it. But if you shoot at
something and you know it ain't gonna make it and youknow i
ain't anywhere near as good, why bother? Unless you do itin
your garage for yourself with the local guys.

And it didn't fit. It made me crazy. The restof the guys got off
onit, | think, but [sure didn't. It was ccmplete y the antithesis ot
everything else Little Feat played. And itapproached boredom
to the extent that | had to leave. | had to get affstage and go
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Although born and raised in Hollywood, Lowell’s heart belonged
to Dixie.
elsewhere

Occasionally it made it, though. | would say that later on, one
out of six was real hot and came across. But the other five you
had to sit through.
MUSICIAN: Did Payne know you felt this way?
GEORGE: He had to. | mean, | usedto say it. | couldn’'t come
out directly, but one time | said, "Bill, these songs you're
writing...." | was real blunt with him one time. Let's just say
that. And right after that he came up with “Oh, Atlanta,” which
to me is a very successful song. Okay. But, boy, that was the
peginning of the end right there. That was when he lost alil
respect for me because | had been so blunt. | had tried to be
tactful about it, but it never seemed to get across. ‘Cause he
was really into it. And he may succeed at getting it right. He's
getting closer every day, but he's at a very formative stage.
Now maybe he has a band who can play that stuff. So we'l
see. | hope it works. 'Cause when he's good at it and every-
thing's working right for him, boy, it's great. It's good. But when
Little Feat was doing it, if you put it up against somebody who
was doing it right... whew! Funny you should say that.
MUSICIAN: Which versions of your songs by other people do
you especially like?
GEORGE: A Swedish girl did a cover of “Roll 'Um Easy " that's
really beautiful. (Lowell starts singing falsetto Swedish; laugh-
ter) Clarence Gatemouth Brown did "Dixie Chicken" and the
first verse cuts every version I've ever heard of that song.
Mine, John Sebastian's, Little Feat's....
MUSICIAN: Jack Jones?
GEORGE: Jack Jones. He was close. Real close (laughter}.
MUSICIAN: | saw him sing that on the "Mike Douglas Show"
and | almost feil off my chair
GEORGE: Somebody told me about it and | almost fell off
mine. | went, "What?" But you know, it's a real honor to have
somebody do'something like that. It's like (nonchalant voice),
"Really? He did?"
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Linda Ronstadt's version of “Willin'" is pretty good, except
she gets a littie bit (Lowell affects a breathy, Ethel Merman-
type voice ) “WUHEEDS, WUHITES AND WUHIINE.” Linda
was a little bit too “on.” (laughter) I'm foggy. | just finished
working 87 hours straight.

MUSICIAN: Are good songs still as important to success as
they once were?

GEORGE: | got a chance to talk to Clive Davis. | havetosay, |
really admire the guy. Here's this guy who did amazing things
at Columbia Records. Did amazing things. And because of his
— | wouldn't say 'greedy.” He was "“aggressive.” How does
“avaricious” sound? He was aggressive to points beyond —
he scared off a lot of the higher-ups in the corporation, the
guys in CBS television. | have a feeling they were afraid for
their jobs. And old Mr. Paley put a stop to it.

And we talked about songs, which | think are the real hub of

the music industry. On a real “music bizcommunication vibe"
level. The whole music business generates around good
songs. It makes a Maria Muldaur have a hit record with “Mid-
night At The Oasis.” We could probably name five or six
groups or individuals who aren't that talented who put out
songs that were gigantic records and made tons of money.
Not that Maria's in that class. | think she'’s real good.
MUSICIAN: Go ahead. Name somebody.
GEORGE: Strawberry Alarm Clock. Is that close enough? It's
the song itself by whoever does it that puts someone over. |
mean, look at Richard Harris, (sings in soapy, profound voice)
“Someone left the cake out in the rain.” | mean, give me a
break! Are you kidding me? And then a follow-up?

It's those ingredients put together in the right order at the
right time that makes it all happen. Record companies could
be run out of somebody's garage. Which they have been. Rod
McKuen and his whole recording career and all that poetry
bullshit came right out of a garage. No doubt. There are lots of
instances of that. It was just the right time for him.

Another example is Richard Pryor. An example of the oppo-
site kind of thing happening. Here's a guy who — 12 years ago
| walked into a little restaurant on Sunset Boulevard when the
Byrds were first happening, and Arthur Lee and Love, and
Bloomfield was playing with Butterfield. Bob Dylan would walk
into the restaurant, look around and say (affects Dylan rasp),
“Oh, man. I'm gettin’ out of here.” Right? That kind of stuff was
goin’ on. LSD. Whatever that was. (laughs) | just heard about it.
So here's Richard Pryor. He's been on “Johnny Carson.” He's
said “F you'" to the wrong person. He was really great
back then. Just as good if not better than he is now. And he
said the wrong thing to the wrong guy and voop — Richard
Pryor's gone for almost ten years.

Then he had his TV special and said, "F— you" to the
wrong guy again. No more Richard Pryor TV specials. But the
material he had — not songs, butideas are Richard's songs —
came around at the right time in the cycle. He'd made enough
enemies at one point and he came full circle and made friends
with them again. And he'll come around again and again.

I mean, I'm waiting for Nancy Sinatra to make her move,
y'know? Disco Get On Outta Here. I'm working on it. [Lowell
wasn't too far off. Nancy recently released a country duo
album with Mel Tillis.]

So anyway, the idea of material — of a particular song ata
particular time done with either complete believability or a
complete sense of humor is the main ingredient. And Clive
Davis is one of those people who knows that more than
anybody in the record business. Especially a high executive.
'Cause usually when they get up there among the higher
executives, those folks don’t know any more. They really don’t
know. They don't know a good song from (George affects a
hyped-up Hollywood accent): “Hey, have | got somethin’ for
you, Boss! Listen to this:" (picks up phone and imitates dial
tone) "EHHHHHHH! The Telephone!” (slams down phone)
“It's a hit!" (affects deep voice of record company executive):
"Il go for it. How much?" “Two hundred thou.” "Great! Sign
‘em.” That's what happens. Literally, that's what takes place.

continued on page 82
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John McLaughlin
Belo Horlzonte (Warner Bros.)

McLaughlin's
long associa-
tion with CBS
is over, and his
new label is
making a big
deal out of the
instrumentation

: A The Warner
Bros. A&R staff may hear "“acoustic qui-
tar in an electric band,” but a closer
listen (or a quick look at the credits)
reveals that “electric keyboards in an
acoustic band" is a lot closer to the truth,
since all the instruments except the syn-
thesizers and Fender Rhodes piano are
unamplified. McLaughlin's nylon-string
classical guitar is supported by a mostly
French band (the album was recordedin
Paris) of traps and percussion, acoustic
bass, sax, violin and keyboards. This
instrumentation imparts a light, spa-
cious quality to McLaughlin's composi-
tions, which are full of classic
Mahavishnuisms. The lightning tempos,
rapid unison melodic statements and
angular harmonies are all here, but
tnose seeking the Wagnerian epiphan-
ies that drove the boogie hordes wild are
in for a disappointment. Instead of the
usual MO, with its densely packed tex-
tures, there's a sense of depth and
breadth in the music thatallows the indi-
vidual voices room to breathe.
Jean-Paul Celea’s acoustic bass has
a lot to do with this. Since the upright
bass can't articulate the tempos the
drums are playing, he plays half- or
quarter-time lines, leaving a lot of space
on the bottom and allowing the melody
to float over the rhythm instead of driving
it. Meanwhile Katia LaBeque and
Francois Couturier play poor man's
London Philharmonic on synthesizers,
layering broad sweeps of color that
sound very much like another major
fusion band. Sunny and warm tocay,
scattered clouds, with a chance of
thundershowers in the afternoon....
The foreground is given over to
whoever is soloing and, of course, most
of the time it's the leader. McLaughin's
playing has rarely sounded better, and
again the instrument makes the
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on this record. *

difference. Most guitarists would be lost
without the sustain of an electric
instrument, but McLaughlin plays so fast
that the notes blur together in a whirlpool
of overtones. The short decay time of
the classical guitar suits his style
perfectly, allowing the melodic lines to
emerge from the clouds of notes he likes
to use.

| guess | should be ashamed of liking
this record, since as we all know, fusion
has been dead for years, killed off by the
invasion of the quick-buck imitators
from the dreaded Jazz Planet. However,
I've read that there was an awtul lot of
garbage being marketed as bebop for a
couple of years in the late forties when
everyone thought that fast tempos and
flat fths were the Next Big Thing after
the big bands. The music itself seems to
have survived its moment in the sun
quite nicely, and to have evolved into a
classic form which very few people can
play well. lt's too soon to tell if something
like this will develop out of the
innovations of the seventies, but this
music is a hopeful sign. — Chris
Doering

Rod Stewart
Tonight I’'m Yours (Warner Bros.)
Rod the aging

Tonlght I'm Vet

Mod is one
rock icon
who’s more
than taken
his lumps
from post-
punk revision-
ists. Depend-
ing on which

side of the fence you're on, Tonight I'm
Yours may sound like Stewart's pathetic
attempt to update the well-worn com-
mercial formula or his best effort since A
Night On The Town. That | tend to side
with the latter is only because the anon-
ymous El Lay session-cats backdrop,
which Rod has cultivated since leaving
the unpiedictability of the Faces, finally
achieves the transparency necessary
for Stewart's always-expressive vocal
vulnerability to come across. Rod hasn't
sounded this involved in years.

So who's going to quibble because
Stewart takes what's been successful
for him in the past and milks it? The

choice of cover material (Ace's "How
Long.” .done plaintively, and Dylan’s
"Just Like A Woman," with true yearn-
ing) only seems obvious because Rod's
treatments make it so. Sure, “Only A
Boy" is an attempt to recreate “Maggie
May,"” right down to the mournful fiddle,
but it might just be Rod’s most personal
song since then, too. Finally, cast in the
mold of A Night On The Town's ambi-
tious scenario of homosexual murder,
"The Killing Of Georgie,” comes
“Sonny,” a passionate love song about
what sounds suspiciously like a bi-
sexual romantic triangle (co-written with
new partner Bernie Taupin, Elton’s ex.
Hmmm).

Call Tonight I'm Yours a definite
comeback, a step in the right direction.
After all, why shouldn't the wealthy and
famous get to play the fool, too? — Roy
Trakin

lan Dury

Lord Upminster (Polydor)

Bl This is Dury’s
first genre al-
bum — he
went to the
decidedly un-
North-London-
like Bahamas
to record it
with the stark
: — dub rhythm
section of reggae masters Robbie Sha-
kespeare (bass) and Sly Dunbar
(drums). It is also the reunion of Dury
and his witty songwriting cohort, Chas
Jankle. It is not, however, the strong
comeback album many have antici-
pated it as, simply because Dury has
never really gone away.

Those who wait in vain for "Hit Me
Again With Your Rhythm Stick” or “Rea-
sons To Be Cheerful Part IV" may well
complain that the Dury/Jankle reunion
is a disappointment just as those who
justifiably felt the addition of guitarist
Wilko Johnson on Laughter was a great
idea now lament his exclusion on this
record. While it would be great if the
brilliant one-off R&B single *| Wanna Be
Straight” were released over here,
there’s no point in asking Dury toretrace
his steps.

So the wit and the playing are a little




more straightforward than last time
around, perhaps in an attempt to arrive
at a more commercial sound. The con-
cept and delivery are nonetheless
delightful. “Spasticus tAutisticus),” the
tub-thumping anthem that certainly
ranks with Dury's wilcest moments of
apocalyptic humor, was originally
intended as lan's contribution to the
Year of the Disabled campaign. But the
song was perceived by BBC pro-
grammers (who obviously were unaware
that Dury is partially crippled from a
childhood bout with polio) as insulting to
the disabled and banned it from airplay
prompting Dury to perform a series of
“Not The Year of The Disabled’
concerts.

“Red (Letter)" is a simple and beauti-
ful sing-atong. “The (Body Song)” con-
tains a line worthy of the best
Dury/Jankle poetics (“The leg, a source
of much delight/which carries weight
and governs height'). and side two
grooves along at a disco/dub cruise
pace that reaches a sublime moment on
"Funky Disco (Pops).” So what more do
you want? — John Swenson

Chic
Take It Off (Atlantic)

Along with
drum collab-
orator Tony
Thompson, Nile
Rodgers and
Bernard Ed-
wards have
helped revi-
talize and

¢ focus the
function of the contemporary rhythm
section by undermining the traditional
roles of guitar, bass and drums.
Edwards' bass carries the melody with a
terse, witty backflow, anchored to
Thompson's bass drum and his ever-
shifting yet direct afterbeats. Just behind
them, stage right in the mix, is Rodgers,
his undulating chord passages punc-
tuating and directing the flow, translating
rhythm to harmony and melody with a
sweet, silvery snap, as if your sock cym-
bals could modulate backwards through
the cycle of fourths.

They're method actors, that's what
they are, and their R&B scenarios have
a different set of particulars than the
street per se, although that's where
they're coming from (and trying to get
back to, if you want to give Take /t Off's
snappy minimalism a metaphorical con-
text). All that chic, high society primping
and class represent more than just the
bourgeois trappings of upward mobility,
otherwise they'd still be mining the by-
now stylized cliches they invented on
those counter-insurgency classics “Le
Freak™ and “Good Times."” Chic's music
aspires to humanism and their poses
are more parody than posture.

continued on next page
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White Punks on Funk

f Diogenes were an A&R man, he d
I still be looking for the ultimate funky

white boy. It's been the same quest
since Elvis: to find an act that goes
beyond mimicking mannerisms (David
Sanborn, Hall & Oates) and invents a
manner as individual as its sourzes (the
Rolling Stones, Bill Evans). Purity isn't
the question — in American music, it
never has been, especially since the
more loyal a white boy is to black styles,
the sillier he sounds. And every move he
makes is fraught with stereotype and
history; one boy's polyrhythm may welt
be another's cultural imperialism. That's
what pop is alk about. But white we're in
stereotype terzitory, let's note that white
funk tends to iag behind black funk by
between three and ten years, slightly
lessin New York City. And whileit's still a
stereotype, I'm becoming convinced
that mcst white funk just doesn't cut i
unless it incorporates the White Boy's
Burcen a heritage of Uptight. After
they've jearned where the offbeat is (not
having natural rhythm, heh heh), white
funkers have fo figure out where they
connect to it. The best ones strike while
the irony is hot.

Not just white but British — uptight
squared — Medium Medium (The
Glitterhouse) cop to their handicaps in
“Further Thar Funk Dream,” irn which
their vocalist whines, to a JB's-style
backbeat, “I wish | could bring back the
harmless noise of the bravadc boys."
But he knows he can't so Medium
Medium chip away at the rhythm tracks,
add percussives and atonal guitar and
sax (a la Contortions), and work them-
selves up to a perpetual snarl. "Hungry
So Angry,” the Contortions in Motown, is
the dance-club hit since it's the most
conventional cut. The most promising
one, however, is the instrumental "That
Haiku,” funky :n the most abstract way
-— implied poiyrhythms galore — with
ethnic cross-references to boot, and a
lot spookier than any of the lyncs.

Blurt (/n Berlin) is a lot closer than
Medium Medium to being the neo-Con-
tortions. The drummer sounds hke he's
whaling away at trash cans, and sax-
man/vocalist Ted Milton is an exemplar
of literal honk and shout. Far more tonai
than Medium Medium or the Contcr-
tions, Blurt also includes a power-
chording guitarist, so that when they
tatch onto straight 4/4 bashing in “Get,"
Blurt can sound like Mitch Ryder discov-
ering Sade. The lyrics are dumb/funny/
pretent:ous dominance and submission
outbursts, but if you toss out the lyric
sheet you won't need to pay any atten-

By Jon Pareles
tion to them; the beat and the general
squawk leve! are Blurt's main assets
I've played it a lot, and | can tell it's a
good funk reco-d because | siill can't
distinguish side one from side two.

Neither Blurt nor Medium Medium
makes any pretense of higher-than-
average meianin content; they ¢o out of
their way to grate. Pigbag and Spandau
Ballet (Chant No. 1) are more openly
imitative of black models. “Chant No. 1"
is the only Spandau Ballet track | can
tolerate, which may reflect my taste in
retreads (thumbs up for Koo & the
Gang, thumbs down on Giorgio Mor-
oder) or the fact that | saw the video the
first time | neard the song — and the
dense, horn-heavy mix dovetailed
nicely with their images of urban para-
noia. Homs and ali, though, Spandau
can't touch Pigbag (Was. Not Was), an
English band who've heard enough Afri-
can rock to play it convincingly. Like an
updated Osibisa, Pigbag are a little more
frantic than Fela et al., yet they've got a
fix on the way Africans write horn parts
(unisons and gawky open intervals) and
don't care it they get a littie out of tune.
The Pigbag EP includes three multi-
segmented instrumentals — Pigbag
don't jam much, they write new themes
instead — and makes me look forward
to their new album due soon.

The Brits get a good beat going when
they work at it, and sometimes they can't
help being funny. But they could learn a
lot from two Motor City guys named
Weiss and Feigenson, ak.a. Was (Not
Was), whose modus operandi ssems to
be a white-boys’ switcheroo on George
Clinton: “Free your mind and your ass
will follow.” So they've written a bunch of
smart, non-sequitur-laced songs con-
nected by contempt for the rich and |}
heartfelt sympathy for the deranged,
then found real {as opposed to tutored)
funk musicians to sing and play them.
The resuits set Was' mad lits to an
anthology of modern funk beats, from
the P-Funk march of “Out Come The
Freaks" (teaturing the Brides of Funken-
stein, tape-looped) to the rap of “Oh, Mr.
Friction!" to the Norman Whitfield-
Temptations-style “It's an Attack!” Mar-
cus Belgrave, David Murray, ex-MC5
guitarist Wayne Cramer and a slew of
others make cameo appearances, and
the whole album makes delusions and
paranoia seem worth dancing to — the
kind of project it takes white boys; to think
of. “Shoes fak through the morning haze
and splat like eggs amongst the crowds.
Can you see it, boy?" Bring that lantern a
little closer ... [
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The trouble with being method actors
— and the Rodgers/Edwards/Thomp-
son axis comprises about the hottest
repertory company around, the collec-
tive yawn about Debbie Harry's fine solo
notwithstanding — is that though the
premises may change, your roles
remain the same. Rodgers and Edwards
want to be revolutionaries (“Neverthe-
less, rebels are we...."), but they're too
cool and polite to demand your atten-
tion; they prefer just to engage it. The
subtlety of their arrangements, the open-
ness of their sound and the lack of clut-
ter in their mix come from hours and
hours behind the board guiding other
musicians through the head arrange-
ments, layering substance and details
on their flexible yet functionally inert
rhythm tracks.

Like the Police, Chic are avant-
sneaks, burying all the tensions and dis-
locations underneath a candyapple pop
crunch. That they're able to portray such
cool, calculated control, yet sound like
they be jammin' is testament to their per-
fectionist rigor, yet in working so hard to
sound casual, they polyglycoat a hard
sheen of craft about their work that is
mistakenly taken for lack of feeling

It takes time to sink beneath the sur-
face glitter of Take It Off to discover the
depths of this music. It's formula but it
ain't formula, and the jagged jigsaw puz-
zles of rhythm they're now working with
stand in sharp contrast to the loping
strides of Chic's earlier grooves. If any-
thing, Take I/t Off is even more min‘mal
and syncopated, and there are several
potential radio anthems here... but my
ears are suspect — | thought Real Peo-
ple would be a killer too. The dislocated
stutter steps and elegant Wes Montgom-
eryisms of “So Fine,” the tongue-in-
cheek Batman/Hendrix parodies of
"Your Love Is Canceled,” the slow grind
and sentiment of “Flash Back' and the
Funkadelic-like cheerleading of "“Burn
Hard" add up to expert pop, and Mike
Brecker's banshee tenor adds jazz
swagger to "Just Out Of Reach.” Some
touring, and perhaps a live album, weould
put the undercurrent of innovation here
in better perspective. — Chip Stern

Dr. John
Dr. John Plays Mac Rebennack
(Clean Cuts)
As the title
implies, this is
Dr. John be-
ing himself,
stretching out
on the piano
and doing
what comes
naturally. At
the same
time, there's the hint of coyness that
would lead a man to express himself by
talking out of both sides of his persona.
Mac Rebennack, like most folks who
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grew up in New Orleans Mardi Gras tra-
dition, understands putting on a cos-
tume to be yourself and has finally
applied that understanding to his music.

Gone are the shticks that came with
the Night Tripper, the warped conceptu-
alist of Hollywood Be Thy Name, the hip
raconteur of his sophisticated period; in
their place are simply the licks he picked
up with each incarnation. But rather than
the musical props they had once been,
what we hear on Dr. John Plays Mac
Rebennack is how those licks have
taken rootin his/their fertile imagination,
and emerged in full flower. The slippery
bass lines that, on clavinet, gave a funky
edge to “Right Place, Wrong Time" have
been reborn as a talkative rolling bass
on “Memories Of Professor Longhair,”
sniping at the barreihouse convention of
the right-hand phrasing while fueling the
beat; the rambling hoo-doo of the Night
Tripper's stage show takes control of
“Saints,” turning it into a boogie-woogie
rhapsody that occasionally winks at
“When The Saints Go Marching In."
Throughout, Mac and the Doctor trot out
more keyboard tricks and rhythmic
flourishes than Huey “Piano” Smith
even alluded to, and yet never seemata
loss for something to say with them.

The worst you can say about the
album is that it's a bit self-indulgent.
Rebennack delights in false endings,
tricky cadences and thematic elabora-
tion. But since it's never ornamentation
for its own sake — each flourish turns up
yet another twist, a fresher idea — that's
nothing to carp about. Besides, it under-
scores the basic feeling behind the
album, which is Dr. John having some
fun at the piano. It's his party, and we're
lucky to have been invited. — JD.
Considine

Wynton Marsalis

Wynton Marsalls (Columbia)

This morning
| picked up a
New York
newspaper
which enlight-
ened me to
the factthatin
1982 affluence
is in vogue
and poverty is
pass€. Well, somebody better tell Wyn-
ton Marsalis about it, 'cause everybody
knows you can't make big bucks playing
jazz in that straight-ahead way. Without
a lead foot pounding a heavy four on the
bass drum or some yahoo screeching
over a clap track, your contract is termi-
nated and it's back to the day gig and
weekend club dates. But | guarantee
Wynton won't listen; Marsalis simply
isn't interested in compromising the
music he loves. He's not a product of
industry trends or fusion delusions. At
age twenty, he proves himself a man
with principles who believes in the tradi-

tion of the music known as jazz. So, you
ask, can he play this music? Oh yes.

After being swamped by the mounds
of hype, what impresses me most about
Marsalis is not his technique (which is
outstanding), or his ability to duplicate
the styles of his predecessors (Miles,
Clifford and Woody Shaw to name a
few). What really gets me is his sense of
composure at any tempo, in various
situations. This is a skill that develops
with time and experience, a trait rarely
found in a player his age (or any age for
that matter). On Ron Carter's “"RJ,” Mar-
salis blows through the Harmon mute a
la Miles and though the attack is fright-
fully similar to Miles’, Marsalis isn't as
sparse as Davis would be. Though he
may play one too many eighth notes, he
can make a phrase dance while bending
pitches at any given point. Marsalis has
got more than just chops working for
him; he has control. This control is
apparent on “Father Time,” where he
leaps across registers effortlessly while
blasting quick licks in the fashion of my
favorite sly fox, Lester Bowie. And just
when | thought I'd heard one too many
renditions of “Who Can | Turn To,”" Mar-
salis unleashes a fat, breathy tone that
breathes life into the melody which
leads into a slow swing that's made to
order for the New Orleans trumpet whiz
to feast on. Of course, not everything
clicks. On “Hesitation,” the trade-offs
between Wynton and brother Bradford's
tenor never really get off the ground. For-
tunately, the piece is salvaged by the
ferocious brush work of Tony Williams.

Quite frankly, parts of this recording
remind me of the Miles Davis-Wayne
Shorter quintet collaborations of the 60s,
but | believe Wynton Marsalis has both
the vision and tools necessary to even-
tually establish himself as a separate,
distinguishable extension of the tradi-
tion. And be aware that, though there are
two different rhythm sections on this
album, it's the Hancock/ Carter/Williams
triumverate that proves most supportive.
— Peter Giron

Lester Bowle
The Great Pretender (ECM)

Geeat Pretende

We have here
one of those
rare oppor-
tunities in
i which a Dis-
tinguished Ar-
tist can com-
ment on his
own music.
From a forth-
coming interview in this magazine, Les-
ter Bowie has this to say about himself in
general: "l like people to enjoy the music
and then have to think upon hearing it,
‘What? What the fuck was that?'" The
case could not be better put.

The title composition (which, yes, is
the early 50s hit of that name), begins
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with a questing, out-of-tempo introduc-
tion and then, after a few demented
cackles from Bowie, saunters into a
wholly marvelous statement of the
theme — and what a great tune it is —
replete with triplet-beats from drummer
Philip Wilson, a doubling of the bass part
by Hamiet Bluiett's baritone sax, and the
wordless, gospelish backup vocals of
David Peaston and Fontella Bass. Atop
all this shambling glamor, Bowie states
the melody, abridges, illuminates and
strangles it with a straight reading and
his repertoire of half-valve vocalizations:
it is a classic performance, which | hope
ECM has the sense and resources to
issue as a single and convey to all the
jukeboxes of the world, where it truly
belongs. | would love to hear it in an old
unfashionable diner while staring into
the grease spot in my coffee, or on the
luminous Mississippi roadhouse juke-
box covered three inches thick in flies
where | first heard “In The Midnight
Hour” and “"Papa’s Got A Brand New
Bag."” This music belongs in America, a
piece of living historiography complete
with '51 Fords, hi-fi and war in Korea.
From the theme statement, the band
breaks into a standard jazz six over
which Bluiett solos — the music here
has the ragged integrity of a Mingus ses-
sion — until Bowie enters with a trumpet
solo of surprising lyricism and beauty.
We should not forget, amid all the laugh-
ter, what a gorgeous trumpet player he
is. His distillation here of lessons learned
from Miles, Clifford Brown and Kinney
Dorham among others is genuinely
affecting. The expected free-jazz sham-
bles precedes the flag-waving repeat
and cackling conclusion of the theme. Is
this really ECM?

You may understand what place a
rendition of “Pretender” might have in
Bowie's work, but when “Howdy Doody
Time" turns out to be just that (“Hey kids!
What time is it?"), you may well wonder
what can possibly be done with it. Well,
something short, with room for Bowie to
dance prettily over the top of it until the
side ends. Side two is taken up with a
pretty salsa-cum-bossa with, again,
very pretty multi-note playing from
Bowie and good esprit from the corps.
“Rose Drop,” the long free piece that
closes the album, may make the casual
listener, or any listener who has decided
he knows the shape of Bowie's house
from the album so far, pose the question
Bowie wishes him to: “What?" The piece
makes good use of long mysterious
notes in a static milieu, and cannot be
read for easy irony, lyricism, lighthearted
fun, serious music, or whatever else
you've got on your customary shelf. It
helps bringhome how completely Bowie
has made the language of free jazz, and
jazz in general, his own playground, and
how much we all benefit from his free-
dom. — Rafi Zabor
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Grover Washington, Jr.

Come Morning (Elektra)

Off the front
page of Bill-
board, the
headline bel-
lowed the birth
of a new, im-
proved radio
format: Urban
Contemporary.
This melded
adult contemporary with black MOR and
“soft-rock” into an expansive potential
market of hip metropolites striving to
“feel so good.” Moreover, this new uni-
versal medium could not only soothe
one through breakfast, but could also
appear in snatches as “Today" segues
or pauses for commercials during a bas-
ketball telecast.

Reflection on this epochal event, the
Birth of a Genre, made me suspect that
this was really something the industry
had cooked up as a tribute to Grover
Washington, Jr. and his newest release. |
mean, who could deserve it more?
Here's a guy nobody dislikes. He's got
that splendid, liquid, dancing tone and
sure, conversational phrasing it's easy
to love, yet still knows how to play real-
life jazz (check the fade on “"Mister
Magic” or see him live if you've forgot-
ten). Thus it was that Come Morning
became the first great Urban Contem-
porary album (you read it here first)

Come Morning is everything befitting
such an honor. Steve Gadd, co-pro-
ducer/conspirator Ralph MacDonald,
Eric Gale, Richard Tee, Marcus Miller
(loud applause from the Miles Davis and
Luther Vandross sections)and Paul Grif-
fin (on synthesizers)... hell, the first
team. Grover reaches into the same
magic bag he pulled Bill Withers (*'Just
The Two Of Us”) out of and reveals
drummer Grady Tate (!?), who turns out
to be an excellent vocalist. Grady
torches the ballad “"Be Mine (Tonight)”
(already enchanting the Urban Contem-
porary airwaves) and does a great Al
Jarreau on the manhattan-calypso “Lit-
tle Black Samba.” Because this is the
first UC (ah, doesn't it look great in
initials!) album, the vocal tunes are
allowed to run 6:38 and 5:42 (watch that
next time though, Grover).

Grover, the only soloist, expertly uses
the remaining instrumentals as personal
vehicles, particularly his haunting inti-
macy on the title cut, “I'm All Yours™ and
my favorite, "Making Love To You." It
was during some of the more homogen-
ized cuts, however, that | found my atten-
tion distracted by a commotion outside
the banguet. There, uninvited and
troublesome, was a new Grover
Washington, Jr. Anthology from Motown,
culled from his days in the trenches with
Creed Taylor. The songs, occasionally
scruffy and squawky, still spunkily loped
along, revealing some swell guest gui-

taring (including a smoker from a poor,
starving boy named Benson) and
Grover actually equalling Marvin Gaye
on Marvin's songs (a herculean task).
None of these tunes, however, could
ever survive as background music, and
would've certainly burned the bacon. So
I sadly returned to the party, wondering
what would become of those feisty lads.
Jock Baird

Old and New Dreams
Playing (ECM)
o g - Playing (you
el can always
PLAYING - ‘ tell a Charlie
Haden title a
mile off) is
Old and New
Dreams' third
album, its first
live one, by
far its most
sprightly and easily its best. In fact it's
the best I've heard this band live or on
record, and must be accounted a partic-
ularly felicitous conjunction of opportun-
ity and event, and one of the year's best
albums.

The sparkpiug seems to have been
Ed Blackwell, who is first off the launch-
ing pad on Ornette Coleman’s "Happy
House.” His drumming propels Dewey
Redman into one of the finest tenor
solos I've heard from him, which,
although as usual all middle, is a lot less
stoic than the standing Buddha of the
tenor’s usual outings. By the middle of
the cut, Charlie Haden seems to have
caught up with the flying Blackwell and
Don Cherry is making with the wit
among sputters and fragments. Which is
to say that the album is home early, and
the band at the top of its form.

A Cherry appropriation of a balafon riff
from Mali follows, then a mid-tempo
Ornette line that makes you wish that
Coleman still played this kind of music
now and then and glad that this band
does. The second side opens with a fast
Redman piece that could also have
been Ornette's, then comes Coleman’s
“Broken Shadows,” which provides us
with the album’'s most privileged
moments. Blackwell begins one of his
ghost marches on mallets, Haden does
the strangest things and Cherry and
Blackwell eerie the air on trumpet and
musette respectively. The long Haden
solo that provides the bridge to the title
piece is positively hair-raising: using a
combination of the bow in the right hand
and plucked strings upneck with his left,
Haden produces sounds that seem
even more ancient and venerable than
the whalesong of the last album, a
primal, pre-worldly music that predates
cetaceans and psychology, the root
undifferentiated sound of which all oth-
ers are fractions. The title piece is a
happy chaos over fast bass and drums.

Critics of this band do have a point.




The new advanced-design CS70M programmable polyphonic synthesizer.
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There is a built-in disappointment factor
in the statutory absence of its progenitor
Ornette Coleman — who is thatfifth who
always walks beside you? — but this
album successfully demonstrates, if
demonstration is needed, that Old and
New Dreams is far more than the ware-
house of preharmolodics, and that the
band has a voice of its own, one of the
finest in the music now. — Rafi Zabor

George Benson
The George Benson Collection

SEND $2.00 FOR CATALOG
(Warner Bros.)
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. PERCUSSION:
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George Ben-
son has e-
merged as
one of the
world's finest
pop - soul
crooners in
the five years
since his ver-
sion of Leon
Russell’s “This Masquerade' catapulted
him to new commercial heights. The
success of the song suggested that the
enormously talented guitar player had
more of a future as a singer than as the
instrumentalist whose chops were the
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® most talked-about since Charlie Christian's.

Benson toiled in the trenches for
years at CTl as a living jazz legend dur-
ing a seemingly endless tenure with
Creed Taylor, whose ponderous Don
Sebesky-arranged productions consis-

SEND FOR EXCITING NEW CATALOG

COSMIC PERCUSSION
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tently sabotaged the guitarist's brightest
playing. But his career took a dramatic
turn when he signed with Warner Bros.
in 1976. Paired with producer Tommy
LiPuma and conductor-arranger Claus
Ogerman, the association yielded the
triple-platinum Breezin’ LP, and suddenly
the bop terrain Benson plowed in rela-
tive obscurity for years was supplanted
by a commercially accessible synthesis
of pop, jazz and R&B that won him the
scorn of critics along with an interna-
tional audience and millions of dollars.
The scope of The George Benson
Collection is a tribute to the breadth of his
musicality. Excluding his first quartet
recordings with producer John Ham-
mond for Columbia in the mid-60s, the
collection spans most of Benson's
recorded history. Included are some of
the better numbers which Benson cut
with Creed Taylor, Michael Masser,
LiPuma (who compiled the disc), Arif
Mardin (duets with Aretha Franklin and
Chaka Kahn) and Quincy Jones. The
addition of the hit single, “Turn Your
Love Around,” a mellow pop-soul song,
reinforces the notion that his current
musical sensibilities lean more in the
direction of Stevie Wonder than Mr.
Christian. Unfortunately, pastel rugs and
Harvey's Bristol aren't for everyone, but
this anthology includes enough of Ben-
son’s early work to satisfy even the most
shrill critic of the stellar guitarist’s jazz-
to-riches climb. — Leo Sacks

Boogie: Listen to the Big Difference

Frankly, we’re flattered by the amount of recognition we’ve received from
enthusiastic musicians as well as imitative manufacturers. Flattered, honored and
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Yet, most elusive of all, is our sound. In Guitar Player
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as an ‘‘all-around monster’’ for its ease of control, low noise
-%\v’z. and wide range of sounds.

2\S We’re proud of the success of our founding principles
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Four ways to get someone in the
music business to listen to your song.

Bu
Cha&cog;’

The Sure Way is the
1982 American Song Festival

Instead of going to ridiculous lengths to get a music business heavy
to hear your songs. enter them in our 9th Annual Songwriting
Competition. We'll guarantee your song will be heard. And at
least three times And by the “right” people. Because the right
people serve as our judges. They're producers, music executives,
publishers and recording artists.

All you need is a song. You don’t have to write music, because all
entries are submitted on tapes. Just make a simple home demo.
There are categories for all kinds of music. Amateurs never compete
against pros. You retain all rights fo vour songs.

In our first eight years. over $ 700,000 in cash prizes have been
awarded. Even more important, hundreds of winning songs have
been recorded by major recording stars. Plus, past grand prize
winning songwriters have recorded ther own songs for the top
labels, and have #1 singles and #1 albums to their credit. It
could happen to you

For lyricists: We also have the exeiting Lyric Competition 9,
designed just for your speaal talents.

If you want doors to open, to advance your career, and build that
all important “track record” .

It could be the break you've been looking for!
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By Rafl Zabor

S HO R T A K E S

Hey there angelheaded hipsters. Are
you burning for the ancient heavenly
connection to the starry dynamo in the
machinery of night? Waal, let's see
what's in the feedbag this month. I've
been trying for some time now to find my
way into the recordings of tenorist Joe
McPhee, having heard so much about
his excellence live, and finally an album
has come along that gives me ingress
and pleasure. Po Music (hat ART via
NMDS; 500 Broadway, New York, NY
10012) features McPhee with a largish
ensemble of, you know, Europeans
(most of them from hat Hut's continental
contingent, whose albums | have like-
wise labored in vain to appreci-
ate/enjoy) and for starters they play
some good ol' free jazz — honks of hor-
ror, bizarre whickerings, voices gibbeted
with terror, hey ho — and that makes it,
but what | like best are McPhee's two
ballad features. He formerly struck me
as a strong musician whose attack was
forbiddingly harsh even by 60s stand-
ards, but this playing is coherent,impas-
sioned and grand. Some of the freeblow
successfully recalls the derangement of
the great Ayler sessions, there are
shortcomings among the Yurpeens
when bop is attempted (like a bassist
with weak time on a spookily successful
“Pithecantropous Erectus”), and the
half-hour title piece is a series of recita-
tives less effective than the music on
disc one. Recommended.

Likewise, naturally, the second
volume of Inner City's superb Django
Reinhardt issue, Solos/Duets/Trios.
You hear the guitarist in tighter ciose-up
than with the usual guintet, and the
greatest revelations come from the five
solo selections, in which Reinhardt's
romanticism, usually distanced by bril-
liance of wit in a group context, breaks
almost violently free of formal con-
straints, particularly on the impassianed
1937 “improvisation.” There are also
unexpected echoes of Spanish gypsy
music (flamenco). Genius you expect
from Reinhardt, but not this kind of
power and willful depth. One of the best
records of this or any month. Of course.

There are a number of straight-ahead
albums of excellence this month, two of
them from Art Blakey and the edition of
the Jazz Messengers including the
young trumpet phenom Wynton Marsa-
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George Adams

lis. Straight Ahead (Concord Jazz) is a
California live date on which Blakey
reserved the Messenger book and had
the band play standards (which leads
me to wonder how Concord deals with
publishing royalties). It's a spirited affair,
everyone plays well and Marsalis, who
outplays everyone except Papa, gets
the traditional Messenger ballad feature
("Orce In Awhile” for Brownie, “Blue
Moon” for the Hub) with "How Deep Is
The Ocean,” and doesn’t let history
down. Album Of The Year (Timeless,
now distributed by Rounder), a studio
date from Paris, uses Messenger origi-
nals and is a sprightlier and better
album, Blakey himself being in notably
classic form. If | didn’t know Blakey so
well I'd be amazed at the inexhaustible
energy of his drumming and band-
leading. At his age and half deaf, he can
still pfay all the younger, fancier
drummers in town under the table, and
the Jazz Messengers are still, after 25
years, the best hard-bop band in the
world. Tommy Flanagan’s Super Ses-
sion (Inner City) is a trio date with Red
Mitchell and the gquite mad Elvin Jones,
who boots the proceedings into the next
dimension and gets Flanagan to play as
fluently but more viscerally than usual.
Like Blakey, Jones is one of the greatest
drummers in the history of the instru-
ment, and has come, amazingly, to be
somewhat taken for granted of late. I'd
like to see him take over some of the

ANDY FREEBERG/ENCORE

ECM caseload from DeJohnette. Now
that would be interesting. Flanagan has
been taken for granted forever, and on
this album'he deserves it as little as ever.
Mitchell is fine. So buy a copy already.
Bob Wilber and the Bechet Legacy
(Bodeswell;, Box 624; Brewster, MA
02631): being an archivist in jazz, the
very music of the breaking wave, seems
an odd game, but Wilber's reconstruc-
tions of his mentor's music finds come
fully tolife, not in the exact and affection-
ate charts but in Wilber's own solo work,
easily excellent enough to transcend
the occasion.

On Eric Dolphy, The Stockholm Ses-
sions (Inner City), you'li find the greatest
alto playing out this month. It's amazing
how unimpeded Dolphy was by the
European rhythm sections he recorded
with so often, powered by his own inner
music into unexampled brilliance and
flight. The legacy is intact; for all the
superb altoists we've seen inthe last few
years, no one has touched him. Not to
mention bass clarinet. | used to enjoy
Bob Brookmeyer quite a |ot in the old
days, despite his faintly corny humor
and the sneaking suspicion that to play
valve trombone is to cheat the gods of
slide. Now that he's back from a 15-year
slumber in the studios of the Empire with
albums like Through A Looking Glass
(Finesse), I'm floored. He's writing fine,
genuinely original material, and his play-
ing has emotional resonances I'd never
heard before — same burry tone, but
sadder and more telling. The albumfea-
tures (FEATURES! how many times a
month do | have to use the goddam word
FEATURES? Reader help solicited.) an
excellent sextet with guys like Tom Har-
rell and Jim McNeely — fine, burnished,
melodic jazz, but it sounds like it was
mixed by Mel Lewis" mother ("l want to
hear more of my son’s cymbal, it sounds
so nice. No, not so muchtrumpet,sucha
headache it gives me."), despite a fine
initial recording job. A fleet, super-
accomplished album comes from the
George Adams - Don Pullen Quartet,
Lifeline (Timeless), which also FEA-
TURES (expletive deleted) bassist
Cameron Brown and the mighty Dannie
Richmond. Adams is at his most muscu-
lar but also his most intelligent — at
times he can seem a powerful but

continued on page 80
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Adam & the Antsg
ACAM AND THE ANTS

Adam & The Ants — Prince Charming
(Epic) You gotta hand it to the Man They
Call Ant — he refuses to rest on st
year’s quite unexpected epidemic of
Antmania. Shedding his trademarked
buccaneer uniform for eyeliner and nail
polish, Adam threatens to gross out his
teeny-bopper following altogether with
his new Flamenco wimp sound and oh-
so-fey demeanor. Beneath Charming's
camp veneer, though, is a moralist who
takes his responsibility as a pubescent
role model in an oddly serious manner.
Shot through with puritanicatadvice and
cheesy samba rhythms, this LPisbound
to get ridiculed for its brave, if foothardy,
departure from a successful formula.
Polyrock — Changing Hearts {RCA)
And then there are the albums you put
on late at night to help you get to sleep.
Maddeningly even-handed, undeniably
clever, these downtown Noo Yawkers
sound like they wanna rock out, but
avant producer Philip Glass just won'i let
them. Sharp and subtle, but, like Gene
Hackman says about French director
Eric Rohmer's films in Night Moves, “It's
like watching paint dry."

Glen Branca — The Ascension (99
Records) Like listening to paint dry,
except magnified a few thousand times.
A soaring sonic wall-of-bombast
essayed by the new darling of the down-
town N.Y. avant-garde, with the appar-
ently monolithic slabs of sound giving
way to textures that are stunningly
orchestral and even classical in scape.
Heavy metal for intellectuals or avant-
garde for cretins — however you slice it,
guitarist Glen Branca is onto something.
Bush Tetras — Rituals (Stiff Recards
EP) These lovable Butch darlings of the
N.Y. underground proved their no-wave
funk mettle with last year’s dance-floor
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Bush Tetras

hit, “Too Many Creeps.” This time
around, producer Topper Headon (the
Clash's feisty drummer) has lightened
the Bush T's bottom, though nothing
coulc erase these gals undeniable
white soul. Quirky and chic, this three-
gir-and-one-guy outfit has carved its
very own trademarked sound, with one
side of this EP marked rhythm, the other
paranoia. Modern urban bloozepeople,
the start of a new race.

Joan Jett — /L ove Rock 'n’ Roll (Board-
walk) When ske’s not strutting her mock
macho, heavy-meta! poses, this erst-
while Runaway represents all that's right
witn El Lay pop-rock. On her second
solo outing, Joan doesn't quite come up
with the savvy choice of cover material
whicn made her debut such a startling
and pleasant surprise. While that self-
titled LP correctly revved up Gary Glitter,
this one tries to trashify Dave Clark and
Tommy James. a hopeless redundancy.
Stil vulnerable after all these years,
though.

Alan Vega — Collision Drive (Ze) Sui-
cide's leather-lunged vocatist once
again pays tribute to the King with a
be-boppin’, firger-snappin’ echo cham-
ber of hiccup cool. “Be Bop A Lula"
arttully meshes Gene Vincent and Peter
Gunn while “Viet Vet” is a wrenching
‘Frankie Teardrop”-style saga of the
sort that no one else in pap would dare
attempt. As beautiful as it is unlikely,
Vega's second LP shows how delving
into rock’s past can still enlighten the
present.

Romeo Void — Never Say Never (415
Records EP) Much of what made this
S.F.-pased quintet interesting and uni-
que has been eliminated on the title
track, where the group’s jazzy, tele-
scopic approach has been hardened

Alan Vega

By Roy Trakin

\

FOR THOSE ABOUT TO ROCK

into yet another pseudo-funk variation
on the successful Bush Tetras cum
Gang of Four angular rhythms. Singer
Deborah lyall is still as smokily evoca-
tive as ever, though, and producer Ric
Ocasek does finally manage to provide
the band with the aural canvas which
allows them to stretch to their impres-
sive instrumental capabilities. Romeo
Void's strength has been the fact that
they don't sound like anybody else.
Forcing them to follow trends may be
commercially advantageous, but it cer-
tainly does a disservice to the band's
undeniable link to its nonconformist
beainik past.

AC/DC — For Those About To Rock
(We Salute You) (Atlantic) Absolutely
the most uncompromising, raucous,
heli-bent rock 'n’ roll that ever stormed
its way to the top of the charts. These
vulgar Aussies bang heads with the best
of 'em, reeling off one thunderous riff
after another, pausing not one split
second for reflection or self-conscious-
ness. In by-passing literary devices like
metaphors to directy link sex and war in
one savage power chord of a double-
entendre, AC/DC lubricate their heavy
metal narrative with Barthesian gusto.
Cannons as cocks. Explosions as
orgasms. Creation as destruction.
Never has a band worked so hard to
provide a well-deserved catharsis for its
audience as AC/DC has.

Bob & Doug McKenzie — Great White
North (Mercury/PolyGram) SC-TV's
Rick Moranis and Dave Thomas don
their toques, light up a smoke, crack
open a bottle of Molson’s and fire up the
Coleman burner for some back bacon,
eh?, in this send-up of a mythical Cana-
dian talk-show starring two dim-witted
brothers. If you're familiar with the late-
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even batteries. Pianet T delivers the
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X HOHNER | NDERSTAN )S.

M. Hohner, Inc., Hicksvilie, N.Y. Hohner Canada, Inc., Don Mils, Ontario



night TV program, where this bit got its
start, you know what I'm talking about
when | call this the funniest comedy
album of the year. If you're not, like,
where've you been, hoser? Features
Geddy Lee of Rush on the hit single,
"Take Off."

Germs — What We Do Is Secret (Slash
EP) Outtakes and tidbits from L.A's
most lovable hard-core losers, featuring
the late Darby Crash self-destructing
before your very ears. Savage, terrifying,
sad, heartfelt. If you think this is fake
punk-rock or a pale imitation of some-
thing else, guess again.

Black Flag — Damaged (Unicorn/SST)
Carries a marvelous disclaimer fromthe
MCA executive who quasheditsrelease
on that label: “As a parent... |founditan
anti-parent record....” Only if Rebel
Without A Cause or The Wild Ones were
anti-parent movies. This is the apogee
of the L.A. punk point of view. At once a
searing, teeth-gnashing denial of being
(“Spray Paint,” “Thirsty And Miserable,”
“Police Story”) and a gut-wrenching,
courageous affirmation of life-in-the-
suburban-void (“Rise Above,” “Life Of
Pain™). The most apocalyptic rock since
lggy's Raw Power, with guitarist Gregg
Ginn making James Williamson sound
like he's playing acoustic.

Kiss — Music From “The Elder" (Casa-
blanca/PolyGram) In which our masked
heroes find themselves on a steady
decline of popularity, forced to drop ten
yards and punt a concept album down-

field. The once-reigning comic book
kings of the heavy metal hierarchy go
the progressive route, lamely approach-
ing the mendacious mundaneness of
the Moody Blues or Styx. Where once
partying all night was Kiss' sole preoc-
cupation, the boys desperately grope for
the rock-opera solution to their com-
mercial doldrums. Sure, this is a bold
stroke to enter the hallowed halls of
mass appeal, but wouldn't it have been
just as easy to remove the Max Factor
from their faces? Better leave it on at
that. It'll help hide the egg that’s bound to
follow. [

Jazz Shorts cont. from pg. 76
unthinking player — henotonly hollers a
blues but croons a hopeful ballad, Pullen
sounds great, Richmond flies....

Fine albums likewise appear in the
odder crannies of the music. Kew.
Rhone. (Europa via NMDS) is a wel-
come reissue of an obscure 1977 Virgin
album by Peter Blegvad, John Greaves
and Lisa Herman, the lost child, per-
haps, of Escalator Over The Hill. It's a
brilliant piece of work, FEATURING
Carla Bley, Michael Mantlerand some of
their gang, and though Greaves and
Blegvad's music owes a great deal to
Bley, they wrote it and she didn'tand it's
great, so there. Blegvad's written that
supposed ubiquity but actual rare bird,
really good surrealist lyrics ("‘Peel’s foe,
not a set animal, laminates a tone of

FREDDIE HUBRBARD
JOE HENDERSON
GIKEKCOIXA
STANLEY CLALKE

LENNY WHITE

A MAJOR MUSICAL EVENT!
ECHOES OF AN ERA.

Want to capture sonte rare and precious moments in contemporary musie?
Listen to ECHOES OF AN ERA and revel in a new elassic recording
of a glorious chapter in American musie.

Produced by Lenny White featuring A
“All Of Me,’ “I Love You Porgy” & “I Hear Music."g‘%

C Y82 Elektra/Axy bim Record« @ A Warner Communications Co.
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sleep,” "Attached to his toe, shackles
below the surface hold a neophyte fast
who ogles aghast a bone of gold embla-
zoned with his name”), which Greaves’
tunes and orchestrations suit and Her-
man sings ideally. Makes me feel like
hollering, “What a great album! Who are
these people?” Too smoothly accomp-
lished, perhaps, to be primary, but full of
death's famous opposite. What a great
album! Who are these guys? One of the
strongest new albums of the month FEA-
TURES some of the same musicians.
Coup De Tete by Kip Hanrahan (Ameri-
can Clave, NMDS) is a streetwise, low-
profile-rather-than-minimalist conjunc-
tion of SoHo smart-rock, recent jazz and
some of the best percussion playing
(Daniel Ponce, Jerry Gonzalez, Dom um
Romau, Anton Fier, Ignacio Berroa)
you'll ever hear. Over the cleanly articu-
lated percussion parts, the excellent
bass playing of, alternately, Jamaala-
deen Tacuma or Bill Laswell, and insect
guitar noise from Arto Lindsay and
Henry Kaiser, flit low-key vocals, tenor
solos from Chico Freeman, John
Stubblefield, Carlos Ward. Hanrahan's
place in this is as composer/producer
and, less centrally, vocalist; he sings the
way you and | do, to ourselves, and
doesn't disguise it. Lisa Herman sings a
few too, and Carla Bley does one at the
bottom of herrange. The album’s strong-
est piece, which has stayed with me as
tenaciously as anything I've heard
lately, is ““‘Sketch For Two Cubas": per-
cussion, guitar skronk, a stunning dark
Sibelian synthesizer wash, and just
when you start wondering what Miles
Davis would sound like over this, Mike
Mantler plays a striking, fire and ice
trumpet solo that gives the piece every-
thing it needs.

Well Tex, time to get out there in the
north forty and round up all them Yur-
peen ECMs this mag ritually neglects,
chauvinistic yellow press that it is. Jan
Garbarek's Eventyr seems easily the
Big Freeze's warmest album. Joined
only by John Abercrombie and Nana
Vasconcelos, Garbarek makes the most
genuinely interiorized music I've heard
from him, virtually always because the
pieces (haunting, modal) are based on
traditional folk melodies that supply the
emotive substrata that Garbarek on his
own too often lacks. Enjoyed The Amaz-
ing Adventures Of Simon Simon, by
John Surman too. The album, a suite of
duos with the always-excellent Jack
DeJohnette, stands on the strengths of
Surman’s command of his multi-reeds
and that of his (haunting, modal) written
themes. The improvs have their appointed
place but are weaker. | kept wishing for,
oh, David Murray, someone with fewer
scruples and a bit more thrust.

Ohm: Unit Of Resistance (RPM; P.O.
Box 42373 San Francisco, CA 94101)is
the second promising album from Uni-
ted Front, another AECish ensemble
out there inthe so-called world. A tighter




At Rhodes we've always

felt there’s a big difference
between a keyboard that
responds like a machine
and one that plays like a
musical instrument.

At last there's a
synthesizer that comes up
to our standards.

Chroma. The first in a

new family of produets that

takes the best of two
worlds and synthesizes
them into the most
advanced musical
instrument of its kind. A
16-channel programmatle

in the sonic spectrum with
an acoustic-style keyboard

response.
So, instead of
pushing buttons
that look like
keys, you finally
Jeel what you're
playing.
Not only that,
but Chroma’s
computer- ‘
compatihle ’
keyboard is
digitally based. Making it
the first performance
synthesizer with

The compatibility factor
we're most proud of

though, is the one
all Rhodes
instruments have
with people.
Because the way
we Jook at music,
all the advanced
electronics in the
world don’t mean
a thing unless
you've got that
human touch that

makes music what it is.
Feeling.

Rhodes/Chroma

polvphonic synthesizer that  programmable electronic
combines all you car ask for architecture.

__ Finally, someone is prepared

: @@040rthe synthesizer
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odes did for the piano.




TWO FOR THE ROAD

Because we understand that your
performance depends a lot on our
performance, we make micro-
phones that can truly withstand the
rigors of the road. The new Beyer
M60O virtually puts an end to hum,
pop and boom with its hum buck-
ing coil, its built-in breath and
“pop” filter and its 3-position fre-
quency equalizer. The BeyerM400,
which costs somewhat less than
the MG60O, has many of the same
features — with all the quality and
durability that have become Beyer
trademarks. Here are two micro-
phones that can easily be mistaken
for ribbons; they have all the warmth
and quality. But are far more afford-
able. For a complete demonstration,
see your Beyer dealer.

Bey enll)

Dynamic

BEYER DYNAMIC INC.
5-05 Burns Avenue, Hicksville, NY 11801
(516) 935-8000 / In Canada, H. Roy Gray, Ltd.
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you don't .

have to be a star to afford a Nady system.

v Incredibly affordable ‘\

~/ 25dB quieter than any other unit. Compare
before you buy. No hiss, even on those
screaming solos
Proven quality from the original
wireless company. r- = o
Made in USA

« No cords for any
instrument with a pickup. Use with any amp or effects. 250 foot range.

(not a Far Easlern imitationt
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unit than Kings, this quartet bears some
watching; they're adept, smart, play well,and
| expect them to get underivative soon.
Other innaresting oddments include
Van Manakis, Love Songs (Rounder), a
tuneful Metheny-chaser with an excel-
lent rhythm section (Bob Moses, Mike
Richmond). Manakis is quite gifted, and
when he learns Metheny-chasing is a
duff's game, look for more. Rocket 88
(Atlantic) is a bunch of English rockstar
types (Charlie Watts, Jack Bruce, lan
Stewart) enthusiastically and not-badly
playing barrelhouse B8-to-the-bar and
like that. The album provides some
dated, plodding fun, but please, Joe
Turner, Boss Of The Blues, with its
unforgettable reading of “Piney Brown"
only came out last month and hasn't
gone platinum yet. Nice, though, t
finally hear Charlie Watts play “jazz."
This month's sentence in Turkish is, "Git
ve bashsiz, gel,” and that's all folks. [1

Lowell George cont. from pg. 64

I've seen it hundreds of times. I've seen
groups go right through, make an album,
then they're in the basement — gone.

For a while it was New York. | mean
you could walk down the street in New
York and (Hollywood voice): “Hey!
Come 'ere a minute! You look good. Sing
this."” Fabian: "I want to be an actor.”
“Shut up!” “But | wanna be an actor!”
“Shut up and sing this!”

That kind of thing doesn’t happen
anymore. People have really got to have
a little more talent than that. What gets
people signed to record companies now
is a song. Warner Bros. signed me
initially because | wrote “Willin'" and
signed Rickie Lee (Jones) because | did
“Easy Money.” Gordon Lightfoot, Arlo
Guthrie, Randy Newman and Steve
Goodman all got signed that way.
MUSICIAN: How did you come to do
Rickie Lee's song?

GEORGE: | live in Topanga Canyon,
and there was this little joint called the
Post Office that had a Fender amplifier
with two microphones plugged into it in
the corner. This girl got up and sang
“Easy Money.” | went “Holy moly! That's
a great song! So | cut it a couple of
months later. That was two years ago.

She got a manager and he took her to
Warner Bros. The folks there had heard
that | had done one of her songs. So they
listened to her. Usually, you could be
Neil Young but if you haven't recorded
anything or had anyone do a song of
yours it's, “Yeah, just wait there and we'll
get right to you!" or, "My secretary's not
in, | can't talk.” But she went in and did
her songs for them and was signed and
did a record and here we are. She's
gone platinum.
MUSICIAN: The funny thingis, now that
she's so hot, people will say, “Oh,
Lowell's covering Rickie Lee Jones!”
GEORGE: Yup. It's a wonderful biz. 4
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TAXI. GUITAR ano THE MICHAEL STANLEY BAND
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MADEK INJAPAN

Japanese guitar makers long ago gave up chasing Yankee
giants and developed some original new guitars that challenge
the classics in great sound, easy playability and quality construction.

arly morning in a hotel room corri-

dor before the third day of a recent

NAMM (musical instrument manu-
facturers) trade show. Fighting through
a neurasthenic cloud resulting from late-
night wretched excess, my attention is
drawn to an eerie ensemble moan waft-
ing out of a suite. A group of very sesious
gentlemen representing a prominent
Japanese manufacturer are already
greeting the new dawn with some heavy
chanting while the rest of us are trying to
get our lungs started. This brief glimpse
Into the passionate, spiritual commit-
ment of the Japanese to the greater
good of the company they've dedicated
their lives to provides an intial clue to
the music industry success story of the
last decade — the meteoric qualitative
evolution of Japanese guitar man-
ufacturers, eventually resuiting in domi-
nance of the world market

In the late 50s and 60s, the Japarese
had nowhere to go but up. The Nanyo
Boeki Trading Company made the initial
plunge with copies of lower-priced
acoustics that were, above all else,
extremely affordable. Hoshino Gakki
(exporters of |banez guitars and Tama
Drums) came along in the early-to-
middle 60s with lower-priced electrics
and acoustics intended for major Ameri-
can retail chain stores. Other names like
Telstar, Taisco and Kingston on cheap
copy guitars that were often unplayable,
with sound ranging from fair to horr.ble,
started popping up In music stores as
lower-priced alternatives for the begin-
ning player. The Ibanezguitars made the
first legitimate sortie onto 48th Street
(New York City's Ml mecca) with some
rather unwieldy items featuring necks
made of multiple plywood iaminations
and other oddities.

With Ibanez pretty much leading the
way, the initial conceptual thrust for Jap-
anese manufacturers centered on
knocking off classic American electrics
like Strats, Les Pauls and ES-335s.
Sensing a void in the middle and upper-
middle price ranges, partly due to the
leading U.S. companies’ unfortunate
“fat cat"” tendency to coastontheir repu-
tations in terms of price/performance
ratio, more and more Japanese firms
jumped into the fray. Moving up in price
meant increased quality and more input
from British and American musicians —
at this point the Hendrix/Clapton/
Beck/Page Guitar Hero was firmly
established in the rock 'n’ roll firmament
— astowhatplayers really wanted. Hav-
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By J.C. Costa

Two of the finest Japanese originals, the Ibanez George Benson,the Yamaha SBG-2000

ing committed themselves in full, the
Japanese organized their work force
(always a principal asset) and aggres-
sively chased after the best woods from
all over the world. A variety of trading
companies were set up to more accu-
rately interpret fast-moving marketing
trends for what was an unparalleled
post-war baby boom surge in the MI
market. As the Japanese companies
became hipper to what was going on,
the guitars got better.

In fact, some of the copy-style instru-
ments got so good with respect to vaiue
for dollars spent, they started putting a
real scare into the American “sleeping
giants.” Willing to look the other way for
years, these founding father companies
were being bought up by major con-
glomerates and, already concerned about
brand name diffusion, were not in the
mood for further encroachment on terri-
tory they had already laid claim to. Omi-
nous rumblings about lawsuits and
patent infringement coursed through the
industry and the Japanese were quick to
pick up on the message. Spearheaded
by the efforts of Ibanez, Yamaha, Aria
and others, the emphasis for Japanese
guitar construction quickly moved away
from obvious copies to briliant rethinks
of ciassic American models.

Yamaha (Nippon Gakki), supported
by a major corporate organization mak-
ing a wide range of top quality audio
equipment and keyboard instruments,
took the high road into the American
guitar market. Surprisingly good acous-

tic flat-top guitars were followed by two
of the most exceptional Japanese elec
tric instruments ever to come into this
country — the Yamaha SBG-2000 solid
body and SA-2000 semi-acoustic gu
tar. The former avoided the obvious terr
tory represented by the Strat and Les
Paul :0 focus on the brilliant but flawed
Gibson SG double-cutaway design. An
offshoot of the Les Paul, the SG is a
lightweight, resonant instrument with an
elegant body shape offering excellent
access 1o the upper registers. Usually
made oi mahogany (neck and body), the
guitar is a bit too light to produce the
characteristically thick Gibson sound
(Pete Townshend overcame this with
massive UK amplification) and the
“whippy" nature of the neck-to-body
ratio caused tuning problems. Yamaha
came up with a stunning double-cut-
away design featuring a thick mahogany
body with a maple top and a maple
neck/centerpiece running the length of
the instrument. Crisp and sensitive hum-
bucking pickups were teamed with mas-
sive hardware to boost the SBG-2000's
prodigious sustain capabilities. Finish-
ing and detail work (frets, inlay, etc.) was
up to traditionally excellent Japanese
standards.

The SA-2000 “Acoustic Electric” gui-
tar embodied the same kind of top
drawer re-conceptualization, this time
keyed to the more flexible semi-hollow
body format. Besides firmly establishing
Yamaha in the electric guitar market,
these guitars served notice that there




The secret of power guitar.

This ismy STL-3T
(T for tapped) pickup; I call
it the Quarter Pounder. It
has twice the power of
a standard Telecaster
guitar pickup.

The more magnetic
power your strings have to
work with, the more high-
frequency tone gets through
to your amp, and the
brighter and more sharply-
defined your notes become.

That’s why I use quarter-
inch-thick magnetic pole

*“Telecaster, Tele, Stratocaster, Jaguar, Jazzmaster and Jazz Bass are registered trademarks of CBS, Inc. Seymour Duncan is not affiliated with CBS, Inc.

pieces; they give you full
tonal response and a
biting attack.

When your strings vibrate
they disturb the magnetic
field. The 7,000 feet of
copper coil windings resist
the disturbance and change
it into a Aot electrical signal.
Your amp will distort sooner,
especially for midrange
powerchords.

A hot output can garble
the high frequencies, so I tap
the coil part way into the

winding and bring out a
second output wire so you
can switch voltages and
frequencies for different
sounds. The tapped output
has less resistance to the
powerful magnetic field,
and the high end punches
through with electric clarity.
You can put Quarter-
pound power into your
guitar. | make Telecaster
Stratocaster®, Jaguar®,
Jazzmaster®, Precision
Bass®, and Jazz Bass*®

Quarter Pounders, and they
fit right into most Fender
guitars without alteration. |
always give you instructions
and wiring diagrams.

My color catalog has full
information about my hot,
vintage, and custom
pickups. Send $2 to Box
4746-P, Santa Barbara,

CA, 93103.

Seymour
Duncan
Pickups




Learnto Fly

THE CHAPMAN STICK TOUCHBOARD °©

In the evolution of stringed instruments, The Stick is a pri-
mary advance in design and playing technique.

lts innovation lies in the fundamentally new method in which
the fingers and hands play upon the strings. A piano technique
is brought to the guitar family with each hand playing indepen-
dently, sketching the shapes of lines and chords. Both hands
play simultaneously, structuring orchestral ideas, as on piano.

For the first time, strings and electricity are brought into their
most effective interplay. Musical expression is as close to the
mind as the touch of a finger. 0,

.-

\

For information and a brochure call or write Emmett Chapman at: Stick Enterprises, Inc.
8320 Yucca Trail » Los Angeles, CA 90046 » 213/656-6878 Dealer inquiries welcome

Also available from Stick Enterprises: Patch of Shaded"effect, Free Hands ©lesson book,
round wound bass strings, T-shirts, discography.
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WHAT’S BEHIND HIS TELEPHONE NUBER?

There’s a whole worla of service behind the Sam Ash telephone
number.

Like quick delivery. We know that once you've made up your
mind on an item, you want it NOW. So we keep $5 million dollars
worth of merchandise on hand to insure that almost everything is
in stock.

Another plus: Sam Ash telephone sales peogle are all profes-
sional musicians. They know what they're talking about and you can
trust their advice. Even our packers are specialists in musical gear,
quality checking every shipment before it goes out. What a pleasure to
get service like this! Call the Sam Ash Hot Line—and enjoy.

Since 1924
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—— MUSIC STORES
124 Fulton Avenue, Hempstead, New York 11550

was a Japanese company willing to
compete head-to-head with leading
American manufacturers in the top-of-
the-line price category. Justifiably proud
of the end result of years of intensive
research and development and consul-
tation with musicians in all styles of
music, Yamaha didn't feel the need to
undercut U.S. competition in terms of
pricing. And although the consumer was
subtly made aware that leading players
like Carlos Santana were using Yamaha,
the company avoided official endorse-
ments (a basic strategy for other Japan-
ese firms) in the belief that the guitars
would succeed on their own merits.

Yamaha's singular decision to go its
own way and not ape the competition
played a major role in gaining upper-
echelon credibility for alt Japanese com-
panies. Having started at the top,
Yamaha has followed up their trail-
blazing efforts with a mid-priced line of
electrics (SBG500, SSC500, SHB400)
offering the same type of quality in a
more pared-down format. If this com-
pany has any real problem, it is simply
the fact that they have defined them-
selves within the context of the middle to
upper price brackets — not exactly the
most viable market share at this pointin
time.

Smaller companies like Ibanez and
Aria, lacking Yamaha's across the
board corporate clout, have had to take
a slightly different road. Ibanez (made by
Fuji Gen-Gakki in Japan) and Aria Pro |l
(made by Matsumoku) have concen-
trated their efforts on bringing in well-
made instruments with all of the
time-tested popular features (fast
action, open-coil pickups, coil splitting
and phase switching, custom colors,
brass hardware, etc.) at lower prices
than American competitors.

Ibanez spent a lot of time refining their
flashy and serviceable Artist Series solid
bodies, the latest and most successful
being the AR300CS "Tiger Flame" gui-
tar featured ina comprehensive ad cam-
paign. Like many of their instruments,
this guitar is a triumph of marketing
trends expertise, with every popular
wrinkle conceivable to the human imagi-
nation included for the young rocker.
Their “signature” series, kicked off by
the innovative George Benson GB-10
hollow body guitar and soon followed by
a Joe Pass hollow body and Lee Riten-
our semi-hollow body guitar, added con-
siderable prestige to the Ibanez line.
Future developments for the company
include new finishes and colors for the
popular Artist and Blazer Series guitars
as well as a Flying V-style instrument
dubbed the Rocket Roll (RR-50,
RR-400). Even though Ibanez has suf-
fered from the economic malaise affect-
ing all guitar manufacturers in the
middle to upper market demographic
(caused by factors like product satura-
tion, shrinking youth market, a notice-




THE2X3X5
TUBE AMP

Rather than cart around a six foet

the Tube Screamer is one of the biggest sounding little boxes

stack of brute power just to ger we've ever unleashea,

a particular sound, why not try a

1-pound box cf Ibanez electronic

wizardry to get the same result-the
TS9 Tube Screamer. With adjustable
distortion ard gain, active tome control,
FET silent switch and LED status indicator,

= S = —_

) -
Tomorrows Innovations
For a full-color catalog send $2.00 to: IBANEZ, Dept. M, Box 469, Bersalem, PA 19020
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Ibanez now has 10 small wonders that can be seen and heard at your lbanez dealer.
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New Music and Jazz
Gramavision Records

Anthony Davis/Episteme

Anthony Davis/Episteme CR 8101
with Abdul Wadud. Kick Rozie. Shem
Guibbory, Dwight Andrews. George Lewis.
Jay Hoggard. Warren Smith. and Pheervan
Aklaff. Conducted by Mark Helias.
“...ingenmous and utterly bewitching. .. a
virtuoso instrumentalist.”

—Robert Palmer. New York Times

Tony Dagradi/Qasis ;R 8001
“...a tremendous talent. This is a complete
jazz man.”

with Garv Valente, Kenmy Wamer.
James Harvey. Ed Schuller and . Sharpe.

Ralph Simon/Time Being GR 8002
“*A fascinating collection of avant-jazz-fusion

by a crew of notables including Paul Blev.

John Scofield. Billy Hart. David

Dunaway and Paul Mc¢Candless.™

—Qaklamd Tribune

paul winter consort
callings

Jazz Times

Paul Winter Consort/Callings GR LMR1

(2 LP Digital Set with Book)

“Spectacular...the digital recording process

attains new heights in this release.”
—Modem Recording & Music

“...a profoundly moving experience.”

—Atlanta Constitution

(A Living Music Recording Dist. by Gramav sion)

Available in your territory thrugh: All South,

Associated Dist. . California Record Dist.. House

Dist.. Indie Label Dist.. Paciic Records & Tapes.

Progress (I1l. & Oh.), Richman Brus.. Rounder. Silo.

Square Deal. Tara. Tone, Wesiern Merch. and Zamoiski Co.

Gramavision Records/260 West Broadway/
New York. NY 10013/1212) 226-7057
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able lack of new instrumental stars and
general economic blahs), their vast pro-
duct line and manufacturing flexibility
will help them through the next phase of
development.

Aria Pro Il guitars (a division of the
Arai company, but this particular desig-
nation is exclusive to the U.S)) have
developed along the same lines as
Ibanez. Like other Japanese compan-
ies, these guitars have benefited from
that country’s judicious blend of compu-
terization and superior handwork to pro-
duce competitively-priced electrics
designed to offer all of the best modern
sounds and textures which can be
extracted from the instrument. Also like
Ibanez, Aria has relied heavily on exten-
sive endorsement advertising to pene-
trate all levels of the American market. in
fact, they are currently running a heavy
push on their excellent new Aria Pro Il
PE-R (PE-R80 and PE-R60) solid body,
featuring players like Mike Pinera (Alice
Cooper), Robin LeMesurier (Rod Stew-
art) and Neal Schon. They also appear
to be the first to make extensive use of
crossover promotion (why hasn’t any-
body in MI done this sooner?) with
record companies to help sell their
guitars.

The International Music Corporation
(importers of Hondo and Tokai guitars)
is in a better position than mostbecause
of their specialization in the lower-priced
segment of the guitar market. Relying
more and more on Korean-made instru-
ments (85% in 1981 versus 15% Japan-
ese) because they can be priced even
lower than Japanese instruments
(Korean labor is cheaper than Japanese
which is now on a par with U.S. labor in
terms of costs, not productivity), IMC
moves a phenomenal amount of instru-
ments to 72 countries every year. Capi-
talizing on what is the most viable share
of the market right now (up to $200 price
range), the company will be expanding
their already awesome line of guitars
with new V and Explorer-style guitars, a
reproduction of the classic Django Rein-
hardt Selmer Macaferri guitar (with built-
in transducer) and the Hondo 3X
“Nomad” guitar with a-built-in amplifier-
speaker.

Under the heading of “contract” gui-
tar companies, we have American firms
like Washburn, Westbury, St. Louis
Music and Vantage that import guitars
from Japanese heavyweights like
Matsumoku, designed and built to their
specifications. These have had a signifi-
cant, if not intrinsically original, impact
on the American M| scene and space
limitations preclude an extensive eval-
uation of what they have to offer. Suffice
to say that they offer a wide range of
presentable electrics in terms of price
and features. Of course, the extensive
input of the American companies into
the Japanese manufacturing process in
this context can either be beneficial or

totally counterproductive, depending on
the company involved.

Just a passing note, of interest mainly
because it represents the final realiza-
tion of the copy guitar syndrome, is the
recent and trendy emergence (both
over and under the counter) of Japan-
ese "clone” guitars. Led by names like
Tokai (who has its own original line of
“official” U.S. guitars), Fernandes and
E.S.P., this phenomenon involves the
scarily accurate recreation of popular
American vintage guitars down to the
most finite detail. E.S.P. is already devel-
oping an extensive parts business
(check out their “Flicker" tremolo bar)
justin case the legal beagles come snif-
fing around. Controversial as these are,
they should be viewed as an extremely
well-executed testimonial to Yankee
ingenuity providing a humorous footnote
to the whole “copy guitar” mentality.

On a more positive and sensible note
for the future is Roland’s recent involve-
ment in the guitar business as part of
their futuristic new Roland GR Elec-
tronic guitar system. Roland is the first
and only company to bring out the elec-
tric guitar synthesizer in a user-oriented,
affordable format. Using a unique hexa-
phonic pickup on a variety of well-made
electrics based on popular styles, these
guitars interface with several Roland
synthesizer modules designed to create
an entirely new vocabulary of sounds for
the instrument. Polyphonic from the
outset, these guitars stand on their own
as viable traditional electrics (an impor-
tant marketing factor because no one
wants to spend extra bucks on another
guitar just for synthesis). Roland also
offers conversion kits for those who
can't bear to part with their original
instruments. The company plans to
break a “no endorsement” tradition in
the near future with extensive promotion
featuring future-think players like Robert
Fripp, Andy Summers, Jeff Baxter and
Jimmy Page who are already using the
GR System on record and in live perfor-
mance. Capping off this high-tech
approach to the evolution of electric gui-
tars will be their new GR-700 system
oftering all of the features found on
Roland's Jupiter 8 keyboard synthesizer.
Rumor also has itthat New England Dig-
ital is working on a digital synthesizer
which will interface with the Roland GR
system.

Whatever direction Japanese manu-
facturers intend to take, their efforts will
be characterized by an energetic and
full-hearted dedication to expanding
and refining the quality of their instru-
ments. The best way to grasp what the
Japanese have accomplished in such a
short time is to trundle down to your local
music store and sit with one of those
remarkable instruments for a while.
Then you'll begin to realize why “Made
In Japan" doesn't mean run for cover
anymore. [




CHORUS

Chorus / kor-as / n
Something sung or uttered simultaneously by a
number of persons or instruments.
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DOD has redefined the chorus
for musicians. The 21 milli-
second delay gives effective
doubling and the internal os-
cillators bend the pitch just
enough to previde realistic
multiple voices. We have in-
cluded a compandor for whis-
per quiet operation even at line
levels, and the effect foot
switch is active so it switches

o0

Efécronics Corp. ® 2953 South 300 West
Salt Lake City, Utah e Telephone (801) 489“8534

quietly. There are two switch-
able speed controls that can
speed up and slcw down like a
rotating speaker. However, the
most dramatic feature is the
synthesized stereo outputs. Go
to your DOD dealer, plug in
two amplifiers, a guitar and
listen to the fullest stereo
guitar sound you've ever heard.
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PILFALLS AND POTHOLES.
SOUND ON THE ROAD

Out on the road with a different house system every night, bunky?

Sparks off the pan controls, squeals in the monitors and beer in the pots

got you down? Here are a few of Uncle Marc’s sure-fire secret remedies.

hough life on the road may seem

a romantic route of exciting night-

life, exotic travel and exhilarating

lifestyles to some outsiders, most
touring musicians and technicians know
better. Adjusting day to day from one
club to another and, more to the point,
from one sound system to another, is as
wearing as the boring hours behind the
wheel of a temperamental rental truck
and the faded shag carpet in each hotel
along the Interstate to stardom. In the
case of the nomadic soundman, the
goal of good sound outfrontand a happy
band onstage is an elusive proposition.
A different P.A. and monitor system
every night can wreak havoc with ane’s
aural perceptions. The question is, how
does one cope with so many variables?

Having recently completed a short
tour in the Northeast with the Jan
Hammer Group, we thought it might be
prudent to note some of the pitfalls a
traveling sound engineer might face
while on the road, while offering some
potential remedies to ill-sounding
systems.

On this occasion the band was a
power trio: Hammer's single synthe-
sizer; bass guitar and a doubie-kick
drum set. The requirements were as fol-
lows: 17 channels for the house mix,
while only 8 channels were required in
the monitors, although ideally each
player required an independent mix
onstage. In many cases during the tour
we were fortunate to find clubs or P.A.
companies prepared to comply with our
requests. On the other side of the coin,
we often made do with equipment thatin
polite circles could only be described as
minimal.

Club owners have recognized the
importance of quality technical facilities
since the mid-70s when clubs like the
Roxy in L.A. and the Bottom Line in New
York established new standards for elub
or cabaret sound installations. The logic
here was two-fold: on the one hand to
provide sound pleasing to the paying
customer's ears, but also to insure artist
comfort onstage, animportant consider-
ation when it comes time to rebook an
act that did well at the door last time
around. Economics prohibit a club's
updating of the in-house system every
time a newer, better board or crossover
unit becomes available, so what might
have been considered state of the artin
1976 is not always up to the job in 1982.
Fortunately for both musician and tech-
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The soundman, having solved another
pesky problem, reiaxes at the board, a job
well done.

nician, there are few promoters around
these days who feel their only obliga-
tions to the band are to open up the
doors for the afternoon load-in and to
pay them at the end of the night. We
found there was generally one person at
each venue responsible for maintaining
the P.A. and helping out during the
soundcheck and set changes during the
show. Such personnel are invaluable
and most go out of their way to provide
all cancerned with the guidance neces-
sary to get the show up and do it right.
These people can be as vital to good
sound as the board you mix on. But in
the end, the soundman's existence is
often based on compromise.

Compromise #1: You can't always get
what you want, but if you try sometimes,
you get what you need.

The tour began in a well-known
nightspot in lower Manhattan, known
more for honky tonking than Hammer's
rock ‘n’ roll histrionics on the keyboarc.
The first problem was the house board, a
Soundcraft 16-channel mixer whose
faders had been lubricated with more
than a few beers over the years. The
gain pots on the board were also sorely
in need of a proper bath. A little pot
clearer applied to all channels cissi-
pated the sand block effect when levels
were increased. Monitors were mixed

By Marc Silag

from the house mix position which com-
pounded an already difficult situation.
The monitors themselves were sus-
pended over the stage, crossfiring to the
band, providing minimal coverage,
especially in light of the fact that the
board offered only one monitor send. In
an effort to provide drummer Greg Car-
ter with an independent mix, a little re-
patching and a quick decision to forego
the use of the echo unit on the vocals
provided the required mix utilizing the
echo send on the board.

Another New York booking provided
idyllic circumstances: two Yamaha
PM-2000 boards, one each for the
house and the stage monitors. When
used for monitors, the Yamaha unit pro-
vided up to eight separate sends for
stage cabinets. No complaints here. The
house technical staff of three made life
easy and uncomplicated.

Compromise #2: / got work to do . . .

Travel prepared to perform mundane
maintenance chores. You don't know
what calamities the board you're going
to use has encountered before your ar-
rival. A well-equipped tool box is a wise
investment, although the tools selected
should be “disposable,” such items
have a tendency to disappear rapidly
while on tour, so leave your Jenson tool
kit at home. Cheaper, less sturdy tools
and test equipment can accomplish the
task required just as well as their more
expensive counterparts and cushion the
loss of “misplacement.” The aforemen-
tioned pot cleaner, along with Q-Tips
and alcohol are handy aids in the relief
of system indigestion and, along with
replacement fuses, tubes and spare
cords should be considered standard to
any traveling sound magician’s bag of
tricks.

Speaking of test equipment, don't
forget a cord tester and a voltmeter.
After leaving New York we headed north
to upstate New York to a not-so-small
club that services the local college
crowd's thirst for bands and booze.
While the band and the accompanying
personnel enjoyed the one-night stand,
they were plagued by an annoying buzz
in the monitor system and a grounding
problem in the electrical system that
rendered this reporter’'s arms numb for
about three hours after he “manually”
checked the ground between amps and
microphones plugged into the P.A. A
voltmeter will prevent such shocking




The new advanced-design MQ-Series mixers.

RIGHT ON THE MONEY.

Introducing the MQ-
Series. A new line of highly
affordable mixers that refuse
to compromise with audio
performance. Or with
vour needs.

You get the tonal ﬂreml‘)lﬁm \
of a 4-band EQon each chagnel *
and the added flexmility of
per-chann«i echo any foldbaek

sends. Plus a pairof master-
program 9-band graphic
equalizers. And direct interface
flexibility with per-channel dual
input switching.

There’s also the depend-
abilisy and servicecconvenience
ol a modular fayout with each
charméd’s ecermponents mounted
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circuit hoard. The MQ-Secries.
Right on the money, right down
the line.

Visit vour Yamaha decaler
or write us for mare information.
Yamaha, Box66C0, Bucna Park,
CA 90622. In Canada, Yamaha
Canada Music: Ltd., 135 Milner
Ave, Scarb., Ont. M1S 3R1.
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Pat. No 4,192,213

Evolution.
It's not an easy thing
for those who live in the past
‘ to accept. For the rest,
The Steinberger Bass.

DEE B
INBERGER!
63 TIFFANY PL » BROOKLYN NY ¢11231 |
(212) 447 7500

f In one evening \

PLAY FASTER,
CLEANER, EASIER
WITH THE
MIN'D PICK.

Use the incredible STONE pick.
It's larger and heavier
than common picks to
give you greater
control. It feels differ-

T ent, but in one
\\

evening youll

actually im-

3 prove your
) . sound and

\ technique.

PAT MARTINO Play better, fuller,

world renowned richer chords with

guitarist & artist,

uses the Min'd Pick.

He only uses

the Best.

more power,
accuracy and
increased speed.

The MIN'D PICK won'’t wear out-ever!

Available at leading music stores.
Just ask for the MIN'D PICK.

Created and distributed by
Dougherty-Miller, Inc.,

1219 Glenside Ave.,

Wilmington, DE weoy

experiences that have too often proved
fatal to performers and technicians
alike.

The upstate venue provided a Kelsey
20x4 console of British manufacture.
From its appearance and performance
one might have thought it to be a survi-
vor of the Blitzkrieg! While Tom Arrigoni,
Hammer's monitor mixer, worked with
the house crew (i.e. the soundmanj try-
ing to isolate the buzzin the monitors, we
took some time to study the board.
Simply laid out and easy to follow, it pro-
vided basic three-band eq and four sub-
mixes. As was the case at the New York
honky tonk, the board had some gain
controls that sounded like a bowl of Rice
Krispies, while all faders lost any sense
of linearity above -10 db. This meant that
as fader levels were increased, volume
levels jumped erratically. Hammer's
setup incorporated both a direct input
from the synthesizer to the board as well
as a Shure SM-57 mike (the only choice
at this venue) on the amplifier. The lack
of linear faders made it difficult to utilize
the intended effect of the two synthe-
sizer inputs — the direct to be used dur-
ing the quiet solo passages with the
mike ready to supply the raunch of the
Marshall 200-watt head, aided by the
use of the recently marketed Power
Soak by Boston guitarist Tom Scholz, a
truly wonderful device that adds distor-
tion to any sound without increasing the
volume of the amplifier. The only solu-
tion to a problem like this was to get used
to it during soundcheck and hope that
no one would notice during the show.

Compromise #3: Tommy can you hear
me...?

Oh the luxury of a soundcheck! As
many opening acts know, soundchecks
are rare when supporting a major head-
liner. As openers for the Allman Brothers
at a college show, there was little likeli-
hood that the band would get an ade-
quate soundcheck, despite the Allman
Brothers' deference to soundchecks.
Clair Brothers of Lititz, Pennsylvania pro-
vided the sound for the show andto their
credit tried to provide the band with
three monitor mixes with little prepara-
tion — all the while working around the
Allman Brothers’ setup. The Clair Broth-
ers systems are so cleanly engineered
that the only thing the one-time mixer
had to concentrate on during the show
was his “innate skill" to get optimum per-
formance in the hall, in this case a caver-
nous gymnasium suitable for the
storage of a gaggle of 747s, conve-
niently alleviating the need for electronic
echo or reverb.

The Clair Brothers board is a custom
unit built and designed by the Clair
Brothers' engineering staff. This differ-
entiates it from the “homemade" board.
This variety of console can be a real
headache unless there is a house tech-
nician who can explain the functions of
the switches that usually show signs of

having once been labeled with Dymo
tape, long since peeled off by bored
soundmen. Spending a good amount of
time with this board before soundcheck
proved to be a great asset in getting the
most out of the system. What at first
might appear to be a clunker of a con-
sole may actually turn out to be a hot
board to operate. After the echo from the
Aliman Brothers show had worn off, we
encountered such a board in a small
club in Poughkeepsie and found it to be
exceptionally clean and responsive. No
wonder. It had been designed to specs
provided by the Grateful Dead and had
once been their monitor board when the
band was in the P.A. business!

Other boards we encountered on this
all-too-brief tour were a newer model
Soundcraft which provided four bands
of parametric eq and smooth controls
throughout. An American-made Kelsey
proved to be a delight to operate, quietin
all its functions, aithough the outboard
eq in that particular system was noisy —
a consideration worth noting if the sys-
tem is going to reinforce an acoustic
soloist.

One quick way to prepare for a road
tour of club venues is to read up on the
specs of boards already mentioned as
well as consoles built by companies like
Shure, Tangent, the Ramsa Series by
Panasonic, Tapco, Peavey and so on.
Outboard equipment varies from place
to place, but MXR equalizers are com-
mon as are the proven units manufac-
tured by Urei and Kiark Technics.

It might be useful to bring along a
good pair of headphones for soloing
channels and balance reference of the
mix. Although most boards have head-
phone outputs, we found that few ciubs
had ‘phones that worked, let alone
suited our idea of comfort. A pair of tried-
and-true Koss Pro 4A s served our pur-
poses quite nicely, but there are more
than a few good pairs of “cans" suitable
for reinforcement applications.

The last date of the tour found us play-
ing a well-known club in New Haven,
whose P.A.is well maintained, with one
exception. During soundcheck, the
club-supplied direct box for Colin Hodg-
kinson's bass amp was buzzing terribly
and we elected to go with just a mike on
the bass cabinets. During the first set
that night, Colin's amp head blew a fuse
and precious time was lost as Arrigoni
replaced the blown head with a spare.
Had we carried a spare DI box we could
have continued the set uninterrupted by
pumping that D! in the house mix and
through the monitors. So it goes.

Compromise #4: | get by with a little
help from my friends.

Work with the house staff. They are
there to help you put on the best show
possible. Short fuses get poor results.
We noticed that when the shows
sounded good, most of the boredom of
road life quickly disappeared.




The Professional’s Choice

Professional Graups like: Jefferson Starship, Pink Floyd,
Thin Lizzy, The Knack and Frank Zappa are using Carvin
because they believe it's the best sound they’ve been able to
obtain for their performances.

At Carvin you're not only buying the best, but our “Pro Net”
prices are attractive because you’re buying Direet from us.
Write for your FREE 8( page Color Cataleg. Include $1 for
RUSH 1st Class mail, $5 for foreign countries. For product
information, Call Toll-Free 800-854-2235 (Calif.
800-542-6070). Master Charge & Visa accepted.

World Radio History

Carvin products as.shown

H5000 Renkus Heinz super tweeter — Pro Net $239
H500 Renkus Heinz 2" horn — $55

1320 Horn loaded woofer w JBL E140 — $329

780J Pro stage monitor w JBL & Renkus — $549
MX1608 16 in x 8 out board w 2 track mix down — $2595
XC1000 Stereo electronic crossover — $279

DCM301 300W monitor amp w'9 band EQ — $399
DCA800 800W (bridged) stereo power amp — $599
XB-812 Britishistyled “X” stack w Celestion — $1399
XV-100 AH-Tube “X” amps w EV or Celestion — start at $449
DC200 Stereo guitars — start at $455

Write: CARVIN, Dept. MP-42, 1155 Industrial Ave.,
Escondido, CA 92025




Latin Percusslion, in response
to the growing demand for a stu-
dent priced drum kit, has created
the Prodigy drum sets. The
CP-P3 3-piece drum kit is the
finest starter kit on the market
and lists for $365.00. The CP-P5
5-piece kit, a serious alternative
providing the uitimate in value
and quality with looks to match,
lists for $699.50. Both sets fea-
ture 9-ply shells and Remo
heads and are available in metal-
lic white, red, silver and black.
Latin Percussion, Inc., 160 Bel-
mont Ave., Garfield, NJ 07026.

ENDS Custom Length Guitar
Strings are professional quality
strings made with only the finest
materials. ENDSYSTEM elimi-
nates all of the excess and unne-
cessary wire found on
conventional sirings. Their uni-
que packaging concept elimi-
nates the need to uncoil each
string when restringing and
includes free instructions on
changing strings. Available in
most popular gauges for acous-
tic, electric and classical guitars.
ENDS West, 6467 Van Nuys
Bivd., Suite 400, Van Nuys, CA
91401, or ENDS East, 1976 New
Highway, Farmingdale, NY
11735.

La Voz, makers of fine quality
reeds and woodwind accesso-
ries, announces a new addition
to its popular "Mitchell Lurie”
line. Designed for the artist who

I prefers a filed reed, the Premium

Clarinet Reed’s consistent min-
imum thickness is achieved by a
tolally unique manufacturing
process, which accounts for its
rich, resonant sound and
smoother feel, plus added
response and consistency. Uni-
quely packaged in boxes of five,
each Mitchell Lurie Premium
Reed is safely enclosed in its
own patented "Novapak'' plastic
container. La Voz Corp., P. O.
Box 487, Sun Valley, CA 91352.
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In a break from tradition, Silver
Street introduces Taxi guitars
and basses. These full-scale
instruments are compact, light-

! weight and portable, and feature

stock components such as a
Badass bridge, solid 2%" thick
maple body, maple neck, rose-
wood fingerboard, DiMarzio
Super |l pickups and more.
Excellent for students and pro-
fessionals. the single pickup
model has a coil tap switch, with
a standard 3-position switch on
the two pick-up model. Available
in screamer yellow, roadster red,
midnight black and blizzard
white. Silver Street Inc., P.O. Box
1927, Elkhart, IN 46515.

The Source, introduced by
Moog, is a microprocessor-con-
trolled programmable mono-
phonic synthesizer. The Source
contains two digital sequencers,
each capable of storing up to 88
notes. A new feature stores any
sequence of voice program
changes to automatically
change programmed ‘voices”
during the playback of either pre-
recorded note sequence, and a
new concept in arpeggiators
allows programming and instant
changing of arpeggio patterns in
performance. Sixteen programs
are stored in memory for instant
access, and editing of all func-
tions is immediately available
through use of touch panel and
single incremental knob. All pro-
grams, note sequences, pro-
gram sequences and arpeggios
may be saved with standard
cassette tape recorder. Besides
the cassette interface, the rear
panel also contains both S and V
Triggers in and out and control
voltage in and out, which allow
The Source to control other
instruments as a synthesizer or
as a sequencer. Moog Music,
Inc., 2500 Walden Avenue, Buf-
falo, NY 14225,

Tama Drums announces the
availability of the AW458, an 8" x
14" snare drum. Developed for
the drummer who prefers the
deep sound of an oversized
drum, the AWA458's six plies of
specially selected birch provide
outstanding resonance and dur-
ability. Ten "Hi Power" lugs offer
fast and dependable tuning utiliz-
ing an internal rod lock bushing.
This nylon retainer eliminates the
rattles and resonances that can
occur with metal spring retain-
ers. Other features include “PC"
high pressure die-cast hoops
and spring-loaded rollers on both
sides of the strainer which offer
positive throw-off action with
quick lever adjustment. Hoshino
U.S.A. Inc, P.O. Box 469, Bensa-
lem, PA 19020.

Gulld introduces stainless steel
rock and jazz strings. Stainless
steel strings are fast becoming
the number one choice of
today's electric player. Guild has
created four different gauged
sets, three for the rock player,
and one for jazz. Guild stainless
steels offer a higher resistanceto
corrosion. Gauges remain con-
sistent throughout the length of
the string, so they stay in tune
even after the most exhausting
gigs. Designed to complement
the power of the electric guitar,
they provide enhanced bright-
ness, plus insure that you cap-
ture all of the harmonics that
contemporary playing tech-
niques produce. Guild Musical
Instruments, 225 West Grand St.,
Elizabeth, NJ 07203.
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Dean Markley's new "Pro-Mag”
Studio Model sound hole pickup,
a totally new concept in pickup
design, has all the singing highs
and faithful reproduction of the
best single coil pickup with up to
15 times better signal-to-noise
ratio than the best humbucking
pickup. Made to fit easily in the
sound hole of any acoustic gui-
tar, the "Pro-Mag" installs in a
matter of seconds. and enables
the musician to rotate the pickup
in the sound hole for the widest
possibie range of tones. Factory
voiced and balanced, the new
Dean Markley pickup eliminates
the need for equalization, both in
concert and in the recording stu-
dio. A specially designed chan-
nel which focuses the magnetic
field directly toward the guitar’s
strings gives the “Pro-Mag” the
highest output with no “string-
pull.” The overall effect is a com-
pletely naturai acoustic guitar
sound with maximum output and
sustain. Dean Markley Strings,
Inc., 3350 Scott Blvd. #29, Santa
Clara, CA 95051.
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WM8ing up fer the pitch.
Now you can giveiit the ol fast arm. With revolutionary new
Crank Madhine Heads* by Gibson. They're so unique, we're
making them exclusively Gibscn. Each tuner has a winding
lever rucked right in. When youre performing, it stays outof
sight. But when you're ready to re-string, you get the exfra
pull you needto ger tuned up quicker.

New Crank tAachine Heads by Gibson. Just flip‘em out. Wind
up for the pitdh. Anc you're ready 1o play.
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“Porent Applied For
PO Box 100087, Nashville, Tennessee 37210
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' holds tight
when you let leese.

A strap that slips off can mean the end of a grear guitar. Not to
‘mention a great performance. But conventional strap loclss
|don'talways stay secure. . . especially if you don't stay in one

place. Now there's a strap snap solurion. The revolutionary

Gibson Posi-Lok™ strap lock. Elongated instead of circular, so it

fasrens across the:strap slit. It wonit let go no matter what position

you play in. The Gibson Posi-Lok. Because you can't move freely
unless you're sirapped intight.
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P.O. Box 100087, Nashwille TN 37210

Net just a bridge. 4
| A threeway overpass

A bridge can only cross berween two olaces, right? Nor any-
more. Introducing the new Gibson 3-Point Tune-O-Matic
Bridge.” Now you not only have individud! string gauge
control, you actually choose the bridge locarion. Under-
ineath are three positioning holes on each side for nine
positon possibilities. The design is sa revolutionary,
we've applied for a parent. When it comes to
personalized runing, our strong point is three
poinTs ... the Gibson 3-Poirt iy

Tune-O-Matic Bridge. g »

A

*Parenr Agplied tor

s

PO. Box 100087 [\loihvil}e Tel essee §7210

The ol top hats are baek.

Back when rocls was wearing bobby socks and blue suede
shoes, conventional gold rapered ‘Ifop hat” knobs were part
of the original 1959 Gibson Les Paul guitar. Times have
changed. and rhat 1959 model hasbecome a collector’s
item. But now you can turn up with a litfle of the Les Paul
rradition on yourquitar. Because those ol top:hats are back.
Withithe same warm good looks they'had in 1959. Just ask
for LP '59 Knobs by Gibson. More than replacement parts.

They're parts of a'legend. f ’Z

P.O. Box 100087, Nashville TN 37240

=
For Replacement Porrslpimmochure A

Jio Hemdys1.00 for posiage & handling ta Gibson Lirerature Depr.




BOOKS & MAGAZINES

ROCK MUSIC BOOKS AT DISCOUNT PRI-
CES. Van Halen | & 1f $10.95. Van Halen's Fair

Warning $9.95. Zeppelin Complete Guitar $7.95.

AC/DC Back in Black $6.95. AC/DC High Energy
Hits $6.95. Pat Benatar Crimes of Passion $8.95. Pat
Benatar Precious Time $8.95. Black Sabbath Statter-

ing Sounds $7.95 Henarx Note For Note $5.95 Improv-

isng Rock Guitar $8.95. Beatles Complete $32.0Q.
Send check or money order. 50¢ for catalog. DIS-
COUNT MUSIC WAREHOUSE, P.O. Box 212M, Lin=
denhurst, NY 11757.
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Rock Read, where rock 'n’ roll is
more than meets the ear, announces
its latest collection of more than 100
import books, new books, old books,

songbooks and hard-to-find books
on rock music, from AC/DC through

Zappa with all stops in between!

Call or write for our FREE CATALOG!
Record Stores: Please contact us fer
wholesale terms.

Rock Read Dept.M 799 Broadway

New York, N.Y. 10003

(212) 533-9700
THE GENESIS BOOK, NOW! Acclaimed by
critics and fans as the bible of a true Genesis fan
GENESIS: | KNOW WHAT | LIKE is avaiable in
deluxe paperback ($16.00) and cloth hardback
($25.00). Postage is on us! D.l.Y. BOOKS, INC.P.O
Box 2055, Dept. M, Hollywood, CA 90028.

Get the drum sound of your choice with ANA-
LYTIC DRUM TUNING — the complete book o
drum tuning. Send $8.00 to: STEVEN WALKER, Box
26051, Indianapolis, IN 46226.

JIMI HENDRIX: A DISCOGRAPHY. First Edi
tion. Complete and Current. Purple Haze Archives,
P.O. Box 41133, Tucson, AZ 85717. $5.00 postpaid
M.Q.'s preferred.

COLLECTORS ITEMS
DOORS, STONES, HENDRIX, ZEPPELIN
memorabilia, photos and rare tapes. Send $1.00 and
S.AS.E. for list to: DOORS, Box 109, Dept. MPL,
Hubbard Woods, IL 60093.

INSTRUCTIONS
YOUR DRUMMING CAN SOUND BETTER
within six weeks through my drum set study course
on cassettes. Improve your Time, Swing, relaxation,
concentration, memory, hearing. Better than the
local teacher or College of Music. Not for beginners.
How can you quality? For a one hour lesson
cassette, a 20-minute recording with proof of suc-
cess, 24-page discussion, send $10 to Stanley
Spector School of Drumming, 200 West 58th St,
Dept ML-10, New York, NY 10019.

DJ-NEWSCASTER-TV CAMERAMAN—Sports-
caster-Announcer-Studio Technician. Financial aid
and VA benefits. American Academy of Broadcast-
ing. 833 Chestnut St., Philadelphia, PA 19107. (215)
922-0605. Call collect.

PLAY MUSIC BETTER through understanding
chords as used to create "musical ideas.” — Free
information — Music Learning Systems Publishing,
Dept. 11M, RD3 Box 142, Olean, NY 10467.

WARMING-UP VOCALLY cassette tape. Voice-
work at home or on the road. Relax your energy,
expand your breathing, increase sensitivity. $10:
Voicetapes, Box 10689-M, Chicago, IL 60610.

STUDY RADIO BROADCASTING in Fort
Lauderdale! Become a disc-jockey, news
announcer, sports commentator! One of the oldest
schools of its kind. BROWN INSTITUTE, 111 N.E.
44th Street, Ft. Lauderdale, Florida 33334. Collect
305-772-0280.

"] LOVE THE PIANO " Songbook including
"Happy Birthday.” Seventeen songs easy to play
$3.00. MUSIC HOUSE, Box 544, Bronx, NY 10467
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YOU CAN LEARN TO PLAY GUITAR!! Easy,
Step by Step Instructions from Scratch! Three

Cassettes, Booklet, $18.90 Living Fire Recording,
Box 243, Jacksonville, NY 14854,

PLAY HOT LEAD GUITARin one week guaran-
teed! Without reading music! Booklet includes over
70 rock licks, plus tricks, scales, theary, techniques,
more. Send $4.95 to HOTLICKS, Box 270C, San
Geronimo, CA 94963.

INSTRUMENTS

DRUMMERS! Drum Recovering Kits are avail-
able! Over 30 choices for Pearls, Sparkles, Flames
and Woodgrains.Send $1.00 for full info and sam-
ples (refundabie on first purchase). Precision Drum
Company, 151 California Rd., Yorktown Heights, NY
10598.

STRINGS, PICKS, PICKUPS at Discount Prices!
We carry only high quality name brand merchan-
dise. FREE price list. Mail America, P.O. Box 8939,
Baltimore, MD 21222.

FANTASTIC DISCOUNT ON STRINGS,
reeds, etc.... for free catalog write: RITCHIE'S
MUSIC, 50 West Main St., Rockaway, NJ 07866.

VINTAGE GUITARS. For sale or trade. Example:
'58 GibsonFlying V, '56 Stratocaster, etc. For photos
contact: Ed McDonald, 4811 Steeles Ave., Weston,
Ont. MAL 1X2, Canada. 1-416-743-7370, 1-416-494-2728.

FREE CATALOG. Lowest Prices. Brand name
electrnic guitars, amplifiers, etfects, more. ROXTON,
Box 441-ML, Del Mar, CA 92014 (Airmail $1.00, Can-
ada $1.00).

TUNE YOUR GUITAR OR BANJOin 30 seconds
or less with the PLAYERS PET Electronic tuner.
$29.95 plus $1.50 handling each. Send check or
money order to: J&R Enterprises, 1160 Crosshill
Lane, Newberry, SC 29108.

MISCELLANEOUS

SATIN PANTS, etc. for entertainers, etc Write/
call for catalog; enclose $1.00; refundable with
order. SATIN SALES:; Dept. 34; 7 South 5th Street,
Minneapolis, MN 55402. (612) 333-5045.

MUSIC INDUSTRY MAILING LISTS; 940
record companies (includes 360 independents).
2,000 radio stations, by type; 2,500 personal man-
agers. Lists are guaranteed current. $75.00 each,
on labels add $15.00 each. FL.S. LTD., Rt 11,
Forestville, Wi 54213.

STEREO EQUIPMENT
For The Same Price Many
DEALERS PAY

No-lemon Guarantee
120,000 Customers coast-to coast
Same Day Delivery—COD or Charge Card
INTERNATIONAL HI-FI DIST.
Dept. MPL
Moravla Center Industrlal Park
Baltimore, Maryland 21206

TOLL FREE 1-800-638-8806 or
1-301-488-9600
9 am to 9 pm Daily — Saturday 10 am to 5 pm

APPLICATIONS ARE INVITED tor a grant to be
made by the Shifting Foundation, which expects to
make grants annually to five-ten persons who have
shown promise or distinguished themselves prin-
cipally in the fields of music, dance, literature and
the behavioral sciences. Grants will be made for
career or project development or research. The
amount awarded eachrecipient will be in the Foun-
dations's sole discretion but grants will ordinarily
range up to $5000. Applications should specity the
applicants’ educational background, current em-
ployment/occupation, reasons for seeking a grant
and basis for believing that he/she is qualitied to
receive one. Applications should be addressed to
Shifting Foundation Grant Committee, c/o Dan
Sweat, Sonneschein, Carlin, Nath & Rosenthal,
8000 Sears Tower, Chicago IL 60606.

MUSICIANS

YOU CAN'T GET AIRPLAY IF YOU DON'T
know who to send your material to. We can get
nationwide airpiay for you on over 200 progessive
radio stations. Send $12.00 cash or M.O. to: BAL-
LOON RECORD PROMOTIONS, (Airtime System),
P.O. Box 14295, North Palm Beach, FL 33406.

MUSICIANS! GET WITH IT! Fed up with waiting
for the right group or right musicians to find you?
Then call us! The music industry's largest source of
Qualified national talent. PROFESSIONAL MUS!-
CIANS' REFERRAL — we are putting more musi-
cians in contact with each other than anyone inthe
business. Want 1o be next? Call toll free 1-800-328-
8660 and GET THINGS ROLLING NOW!

THE MUSICIANS REFERRAL CENTER OF
Houston has heiped thousands of bands and indi-
vidual musicians get together since 1977. Looking?
(713) 660-7500, 5301 Bissonnet, Belaire TX 77401.

PHOTOS & POSTERS

ROCK/COUNTRY COLOR PHOTQOS! 3x5s/
8x10s. 150 performers. Send $1.00 for beautiful
illustrated catalog. Mention favorite. “"SMILE", Box
15293-M, Chesapeake, VA 23320-0293

FRONT ROW & OFFSTAGE

COLOR PHOTOS

Stones Springsteen Dead Bowwe Hendnx Zeppehn Clash
Sex Pistols, Who Costello Zappa. Kinks. Blondie, Pretenders
Petty AC DC & 400 other Rock. Heavy Metal. and Progressive
bands Longest in the photo business largest selection highest
quality by far Send $1 tor Sample Catalog Indicate tavonte
band(s) for sample photo
PINES PHOTOS LTD., DEPT. MPL

P.O. BOX 1122 MADISON SQ. STA. NEW YORK CITY 10159

SEND FOR FREE CATALOG, e
Grateful Dead
RP1D1 Copy of orig San Francisco $350
biliboard ad {Skul & Roses)
RP102 Blues For Allah LP cover 350 e
RP103 Terrapin Station LP logo 350 5
RP104 Full color close up on stage 400
RP105 Collage of concerl shots 300
‘RP106 Original group wilh Pig Pen 300 3
"RP107 Jerry Garcia waist up 300 Fio2ie
RP109 Receni Dead concerl 300
- RP209 ian Andersson on tiute 300
\,’ AP210 Boston logo of first LP 300
$ RP211 Blondie 300
RP212 Beatles collage 300
RP214 The Doors portrait 300
AP215 Jim Mornison American Poet 3 00
RAP216 Jim Mornson portrat 300
*RP217 Jim Motnison portrail (b&w) 300
RP218 Fleelwood Mac portrat 300
AP219 Jim Hendrix in concert 300
RP214 AP220 The Roliing Stones on slage 300
RP222 Led Zeppelin collage 300
RAP223 Led Zeppelin on slage 300
"RP224 Led Zeppelin group 300
AP225 Ted Nugenl in concert 300
RP227 Yes collage 300
RP228 The Who on stage 300
"RP229 Neit Young porirait 300
*RP230 Crosby. Stills, Nash, Young 300 -
RP231 Springsteen at the uitar 300 2
RP232 Neil Young in concert 300
RP234 The Cars on stage 300
RP235 Zappa skelch (on toilet} 300 RP27
RP236 Lynyrd Skynyrd group pholo 300
RP237 Beaties 1963 Palladium 300
RP238 Pink Fioyd in concert 300
RP239 Lynyrd Skynyrd collage 300
RP240 Rolling Stones collage 300
RP242 Pink Floyd The Wall collage 300
RP244 Oullaws on slage 300
RP246 Frank Zappa on stage 300
Posters Approximate Size 211 x 3t
RP236 Full Color Except Where Noted By *
TO ORDER: Add $1.50 for postage & handling
{outside U.S.A.—%2.50, U.S. funds only). N.J.
residents add 5% sales 1ax. SEND ORDERS TO:
C.M. PRODUCTS, 33 Park Avenue, Rutherford. N.3. 07070-

RECORDS & TAPES

RECORDS/TAPES/IMPORTSI NOWAVAIL-
able! Free 48-page Moby Music Spring Catalog. We
offer an extensive selection of European and Japa-
nese imports, domestic records, tapes, and up-to-
date new releases at super discount prices.
Audiophile, specialty items, 100's of import and
domestic cut-outs also. Fast efficient mail and
phone order service. Complete Import and Domes-
tic Catalog! SPECIAL BEATLE, T-REX & GENESIS
SUPPLEMENT and MORE! Send for yours now!
MOBY MUSIC, 14410-M, Ventura Blvd., Sherman
Oaks, CA 91423

SHANE'S RECORD FINDING SERVICE. We turn

requests into results. Send request plus three 20¢

ss;lafggs for catalog. P.O. Box 6314, San Rafael CA
4903.

NUKE WAVE MUSIC! The new single by Von
Beat on VVV Records, a reflection of our synthetic
environment, BUY OR GET NUKED! 45 rpm disc
$3.00. VVV RECORDS, 3424 Kingsbury Street, Ft.
Worth, TX 76118.

GREAT GUITAR BLUES — Lonnie Johnson,
Barbeque Bob, Mississippi Sheiks. Free catalog
from Mamlish Records, Cathedral Station, Box 417,
NYC, NY 10025.




REGGAE * SKA

and. rock steady recordings from
Jamaicao, US. UK. Wide selection of
current and classic LP's, 45's. llustrated

catalog listing records, T-shirts,
and more-50°¢ Retail/ Wholesale.
SINBAD
POB 701 M Athens, Ohio 45701

THE

the beg of > Get a
catalog and find out more. ILLUMINATEAR,
Dept-MU, 350 Spear St. #30, So. Burlington VT
05401

WORLD'S LARGEST RECORD COLLECTORS
magazine Goldmine. Over 50,000 records
oftered each monthly issue. Sample $3.00 (U.S.).
Free music book catalog — rock, jazz, oldies.
GOLDMINE, Box 187-MU, Fraser, Ml 48206

e only

| DAYBREAK EXPRESS RECORDS |
| 1981 Masder Calalogue

I Our new |16 page catalogue features the largest selection of available Jazz LPs |
ever! Over 400 labets of Jarz imports, independent labeis, and standard Jarz

I Gtalogues We offer fast UPS Service, Y152 and Masterard. I
I Send $2.00 to Daybreak Express Records, Dept. M I
P.0. Box 250, Yan Brunt Station, Brooklyn. N.X 11215,

I Foreign customers add $5 for air mail, deductible on first order. I
I O %es, please rush me the 1981 Master Catalogue. I

Enclosed is §_ I
Name . o= I
Street I
I Gy State I
1 Count
B ===t i=u—x =)

PROMISES PROMISES PROMISES???
WE DELIVER! FREE FAT CATALOG! Rock, Imports,
Space, Oldies. Rather Ripped Records/M 4266
Broadway, Oakiand, CA 94611

NEWLY RELEASED 331/3 STEREO E.P.
record jazz instrumentals "Sugar” & “Eastern

Waltz" by Mark Uncle and Raiph MacDonald. "Dear
Mark: Your work is certainly mellow and tasty'" —
Chick Corea. Send $3.50t0 ABSOLUTE RECORDS,
419 Sassafras St., Mi'iville, NJ 08332

HARD-TO-FIND RECORDS — we offer the
best prices and fastest service, carrying the finest in
reggae, blues, jazz, rock, bluegrass, old-timey, Brit-
1sh Isles and American folk music and more, on
domestic and imported labels. Catalog $1 (credited
towards first order). ROUNDUP RECORDS, P O
Box 147, Dept. M4, East Cambridge, MA 02141

LIVE ROCK-CONCERT TAPES. Available on
cassette tapes only. Send stamp for catalog. MD
Tapes, RD 2. Box 306, Milford, NJ 0B848.

JAZZ AND BLUES. LPs! Over 3000 tittes at dis-
count prices. Fast, dependable service. For Free
Catalog write: MAINSTREAM RECORDS, Box
271-M, Cambridge, MA 02138

RARE CONCERT & STUDIO RECORDINGS
Dead. Doors, Beaties, Dylan, Stones, Springsteen,
etc. Send two stamps for catalog. ACME P.O. Box
14438, Minneapolis Minnesota 55414,

T-SHIRTS

MILES DAVIS T-SHIRTS! Also Charlie Parker.
Dolphy, Coltrane, Mingus, Monk, “Bebop Lives,’
Count Basie, Duke, Holiday (women's shirts also)
Powell, Dizzy, Dexter. Original Designs Satisfaction
guaranteed. S-M-L-XL. $8.00. Heavy Weight Shirts.
BIRD LIVES, P.O. Box 87M, New Lisbon, Wl 53950

T-SHIRTS. THE FOLLOWING ARE AVAIL-
able for $7.50 ppd. Iron Maiden-Killers, Ozzie
Ozbourne-Blizzard & Diary, Rush-Exit Stage Left,
Moving Pictures & Logo, Rainbow, Black Sabbath-
World Tour, Mob Rules, Hard Rule and Heaven &
Hell, Hendrix, Aerosmith, Tull, Skynyrd, Yes,
Nugent, BOC, Journey-Departure, Escape, and
Captured, Who, Stones-Tongue & Group, Schenker,
Benatar, Boston, Def Leppard. The following
double-sided T-shirts are available for $8.50 ppd.
Iron Maiden-Kiliers & Maid ‘n Japan, Judas Priest-
Point of Entry, Plasmatics-Butcher Baby, van
Zandt-Round Two, Blackfoot-Maurauder, Pat
Travers-Radioactive, Krokus, Grank Funk, Riot. We
also have Go-Go's, $10.00, Pretenders $10.00,
Adam and the Ants $9.50, Van Halen $9.00. We
have a full line of jerseys, posters, basebail caps,
tour programs and many more T-shirts. Catalog
50¢. Shirts are domestic 100% cotton high qualty
—sizes S-M-L-XL. ROCK TOPS, Dept. M3, New
Hampton, NY 10958

DRUMMERS/PERCUSSIONISTS! “Ive Got
Rhythm™ T-shirts. 50% cotton/50% polyester
Specify sizes: S-M-L-XL. $8.50 (includes postage)
DRUM HEADQUARTERS, 1416-A South Big Bend,
St. Louis, MO 63117.

READER SERVICE

The toliowing companies would love 10 send younts on
therr products and services Just send along this
column with your choices checked and we Il dothe rest
Allow 4-8 weeks for delivery For ‘aster service please
write to the manufacturer directly

*Guitars & Effects wHorns

DOYamaha DOLeblanc

Dlbanez DKing

OGibson DO Selmer

O Ovation OYamaha

DOMesa

O Taxi *P.A. & Audio

OMartin DOSure

0JTG D Electro-Voice

DRickenbacker DOPeavey

O Alembic OWhirlwind

DPeavey OYamaha

DBoss D Audio-Technica

DOMarshall OAKG

O Anwil OJBL
DOLexicon

* Keyboards OTEAC

Moog DDelta Lab

DUnicord/Korg

OYamaha *Drums

DSequential Crcuits DPearl

ORoland O Zidpan

ONew England Digitat O Paiste

DOCasio 0O Camber/Ambicc

OCrumar OTama

0OCB Percussion

Return to Musician,Player & Listener
P.0. Box 701, Gloucester MA 01930

Name
Address
City
State __

Zip

MUSICIAN T-shirts & Sweatshirts!
Musician logo on black T, sweatshirts are maroon or
gray. Small, Medium, Large, X-Large. T's $5 95,
sweatshirts, $13.95. Send $$ to MP&L, P O. Box 701
Gloucester, Mass. 01930

CLASSIFIED: $1.25 per word, $25.00 min. DIS-
PLAY: $100 per column inch. Please enclose
payment, your street address and phone
number and where possible, a sample of your
product. Call Cindy at (617)281-3110.

No 18
20
21
22
23
24
25
28
29
30
31
32
33
34
35
36
37
38
39
40

Steely Dan. Session Players. Jeff
Stevie Wonder Rock and Jazz in
Sonny Rollins Townshend. Bonn
Bob Marley. Sun Ra Free Jazz &
Bob Seger. Jullus Hemphill Tom

Mike McDonald Capt Beefreart
Bruce Springsteen Best in Rock

Talking Heads. Brian Eno Arr
The Clash. Lindsey Buckingham, R

Reggae, The Rolling Stones Rickie

(34 50 for each copy mailed outside US )

I have enclosed §
($4 50 for each copy mailed outside L S)

ONo 18 ONo 23 DNo 29 ONo 23
D No 20 ONo 24 ONo 30 O No 24
DNo 21 ONo25 DNo31 ONo 3
DNo 22 ONo 28 ONo 32 O No 36
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Street
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State = Zip

MUSICIAN, PO Box 701. Gloucester MA 0830
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Pat Metheny. Jazz Organ, Dire Straits

Lorber

Brian Eno. Reggae Festival, “he Bear |

the 70s
ie Raitt
Punk
Petty

Mark Knopfler Roxy Music DeJohnette

Oregon
& Jazz

Steely Dan John Lennon Steve Winwood

S Jackson

Tom Petty. Wayne Shorter, LA Punk
The Doors, David Lindley. Carla Bley
Grateful Dead. Koolathon Skunk Baxter

Lee Jones

Police. Bassists. Pretenders. David Murray
Cars. Keyboardists. Earth Wird and Fire
Ringo Drummers Devo Rossington-Collins

Please send me __magazines at $3 00 each

US funds only
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PICK HITS OF 1981

Now that 1981 is really over, we’ve asked five of our writers to come up with their favorite records of the past
year, along with comments on’81 and what they’ll be watching for in '82.

Dan Forte

1 David Lindley — £/ Rayo-X. A debut album as important as the
15-year career that led to it.

2. The Go-Go's — Beauty And The Beat. The most enjoyable
album to emerge from the new wave

3 Lindsey Buckingham — Law And Order. A quirky.
unpredictable work of genius.

4 Pat Metheny & Lyle Mays — As Falls Wichita, So Falls Wichita
Falls. Two masters of melody team up with one of the world’s
greatest percussionists, Nana Vasconcelos.

5 Fabulous Thunderbirds — Butt Rockin’ Still not as hot as
those Texas blues boys' club appearances but they're getting
closer.

6. Jerry Jeft Walker -~ Reunion The year's most stunning

comeback LP from progressive country's most unlikely candidate

Stephen Grappelli & David Grisman — Live. The master of

swing violin teams with a Gypsy soul for the second time In his

long career

8 The Neville Brothers — Fryo On The Bayou. At last an album
that consistently represents what's so good about New Orleans’
premier R&B family.

g Steve Winwood - Arc Of A Diver. Another fine comeback by
rock’s finest vocalist

Best Concert: Frank Zappa playing “Whipping Post” at Berkeley
Community Theatre, December 10, 1981.

1981: seemed to be the year of Dire Straits. Even though the
group didn't release a new LP, lead guitarist Mark Knopfier's
Stratocaster sound and linear writing style influenced everyone
from Rod Stewart and Santana to Steve Miller and Eric Clapton

1982: With new groups like the Raybeats and Jon & the Nightnders

not to mention the return of the Ventures and the Surfaris —
instrumental rock 1s no longer just a nostalgic novelty. Yes,
1982 will mark the Summer of Surf. You heard it here first.

J.D. Considine

1. Tom Verlaine — Dreamtime. My rock dream-come-true.

2 James Blood Ulmer — Free Lancing Got the funk, and the
notes too.

3. The Psychedelic Furs — Talk Talk Talk Music that says,
“Listen, listen, listen.”

4.U2 — Boy. A celebration of precociousness.

5. Black Uhuru — Red. Genuinely soulful reggae.

6. Au Pairs — Playing With A Diflerent Sex. Gang of Four plus vocals.

7. Plastics — Plastics. Techno-rock you can dance and giggle to.

8. The Police — Ghosts In The Machine. Making the airwaves
safe for thinking musicians.

9. The Go-Go’s — Beauty And The Beal. Genuinely likeable
pop rock.

Best Concert: Gang of Four, Washington, D.C The Gang of Four
gave up the funk, which in itself was exhilarating enough,
and then came back for a senes of encores that gave more
to the audience than most bands give in a year.

1981: For me, the two most promising developments of the year
were not musical but technological. First, music on cable TV
has shown that not only was radio’'s view of what type of music
could be sold to the masses was wrong (which we figured),
but that radio is not necessarily the future of broadcast
music (which we had hoped): second, the use of
microprocessors and digital technology in synthesizers,
which will expand the horizons of possible sounds
while simultaneously lowering the technical proficiency needed
to play music Not bad for an off year.

1982: Adrian Belew, Kraftwerk, Luther Vandross, Laurie Anderson, Kix

~

Brian Cullman

1 UB40 - Present Arms. A two-tone with the spint, a memory
and a beat, non stop.

2.Yoko Ono — Walking On Thin Ice. An awesome single, more
than dancing, ess than time. Yoko's finest recorded vocal
and a dazzling guitar solo by Lennon.

3. The Specials — Ghost Town Kurt Weil gone ska, in Thatcher's
London.

4 Pete Shelley — Homo Sapien. The best dance song of the year.
Euro-pop from a once and former Buzzcock.

5. Grace Jones — Nightclubbing. The best dance album of the year

6. Elvis Costello — Trust. His strongest since Armed rorces.

7. Laurie Anderson — O Superman. An 8-minute tour de force
that made it to #2 on the British charts. Why not here?

8. Material — Memory Serves. Attitude of the year.

9 The Raybeats — Guitar Beat. Enio Marnconi goes surfing.

Best Concert: Split decision: Johnny Copeland in Harlem/Black
Uhuru, N.Y.C.

1981: "No matter how simple a man might be the obvious cannot
go on astounding him forever.” — Thomas Merton

1982: Pete Shelley, T-Bone Burnett, ESG, Prince. UB40

Vic Garbarini

1 The Rolling Stones — Tattoo You. Only rock 'n’ roll, and !
loved it. Recipients, Prodigal Sons Award. Rock Division

2 King Crimson — Discipline. Hendrix meets McLaughiin, live
from Burund:. (As interpreted by the Venutian Symphony
Orchestra.)

3. The Clash - Sandinista’ The Boys from Brixton grow up
without growing old. A bit overproduced, but delivers the goods
in the end.

4 Black Uhuru — Red...and white, and black all over Best
reggae of the year. Hell, the best since the Wailers’ Burnin'

5 Tom Petty - Hard Promises. The Great White Hope of
mainstream rock. And the vocal on “Woman in Love" proves
he means it, man.

6 Steve Miller — Circle Of Love Chuck Berry and Mark Knopfler
reminisce about the Summer of Love from the back of a
chrome-plated jeep.

7 The King Kong Compilation - Heart And Soul. Finest reggae
anthology since The Harder They Come

8 The Go-Go’s — Beauty And The Beat. Top Pop-Top Pop

9. Romeo Void — /t's A Condition. Battle of the Bands winner,
Angstville Jr. High. Best S.F group since the early Airplane

Best Concert: King Cnimson, N.Y C. Fripp finaily lets down his
(avant) guard, and all hell (and heaven) breaks loose. 'Bout ime

1981: it's always darkest just before the dawn Song of The Year
the Kinks' “Better Days.” The last rock song that made me Cry
like that was "Born To Run." Thanks, Ray. | needed that.

1982: King Crimson, Prince, Laurie Anderson, Clash, L. A Punks,
Maternial, Pigbag, Joan Jett — and audiences who can give as
well as take.

Rafi Zabor

1. Archie Shepp & Horace Parlan — Trouble In Mind. This is one
album about which | feel unequivocal, a classtic distillation
of the blues.

2 Shannon Jackson & the Decoding Society - Nasty The
best new working band in years graduaily learns how to record.

3. 0Old And New Dreams — Playing. A fine band's best album,
and an excellent, sprightly registration of a live concert.

4. Lester Young — “Pres” Vol. IV. Finally realized how great the
whole series was. Superb 50s Lester.

5. Art Pepper — Winter Moon. Landscape and Friday & Saturday
Nights At The Village Vanguard. Taken one at a time the albums
are good. Together they add up even more impressively.

6. Carla Bley — Social Studies. Fictitious Sports and Amarcord
Nino Rota. Same deal. You need all three albums for a full
portrait of a composer who always manages to elude the frame

7.Various Artists — Phases Of The Moon I'm not sure about the
orchestral authenticity, but this album of Chinese traditional
mustc 1S so unembarrassed about the fullness of its emotions,
it's made me hear everything differently.

8. World Saxophone Quartet — WSQ. Four of the best
saxophonists In the music make their best record together
A jump band for the 80s.

9. McCoy Tyner  La Leyenda De La Hora An old standby
takes a forward step, especially on the ballad “Jacara "

Best Concerts: Ornette Coleman, N.Y C.; Shannon Jackson & the
Decoding Society, Yonkers; Pat Metheny & 80/81 Band,
Woodstock, N.Y., Miles Davis, N.Y.C

1982: The Big Four (Miles, Rollins, Ornette, Cecil), Shannon
Jackson, Anthony Davis, George Lewis, James Newton, Odean
Pope; Henry Threadgill Sextet
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The most musically usable and intense effects avail-
able today are housed in vi-tually indestructible
Lexan" polycarbonate cases which are scratch-
resistant, impervious to shock and will look new for
years. The Commanmoe Seres’ large and accessible
footswitch lets you emgage the effect smoothly and!
quietly while a high ‘ntensity LED, pesitioned for
maximum visitility and protected 2y the shape of the
case, tells you when you’re In Commande. A new
20op-open battery access: cover with a living hinge
design that wilk last irdefinitely snables you tc
change the batteries in a matter of seconds withous:
tools. Corivenient end-located jacks for input, output

and remote AC power simplify the hookup of single
effects and multiple effects chains.

The Commande Serizs embodies the |mpI|C|t Ccorpo-
rate philasophy at MXR. From day one, we've under-
stood our products to represent more than mere
hardware in the music-making process. Our s.gnal
processing devices are intended as individuall in-
struments for the musician to use much as an artist
uses a palette and a paintbrush. Colorations to
enhance the music and focus a musician’s individual
means of creative expression. Transcending the
hard-line parameters of electronic technology where
signal prccessing becomes an art form in itself.

Time Delay

Providing audio delay,
times of 30to 300 mil-
iseconds, ke Time
Delay aiso featutes a
Regeneration control
for repeating echoes
and hard reverd.
Internal nois2 seduc-
tion circuitry pro-
duces a dynamic
range greaier then

85 dB.

Phaser

The Prasar's Sweep
Contro: provides a

wide rang= of usable
phasing e‘fects and
Regenerasion can be
added for axtra color
anc depth Innovative

Overdrive

The Overdrive offers
the full -ange of dis-
tortion effects from a
heavy f_zz with pro-
longed sustain to a
more sudtle tube sa:-
uration effect. Two
controls cllow ad-
justment of distortion
and ou tput pve{s

Sustain
The Sustain pro-
duces smooth,
natural-sounding
compression and the
punch of a dynamic
attack by making
automatic adjust-
ments to the attack
elease tmes
Sporse: to the

Preamp

Aninstrument
and transducer
prezmplifier, the
Preamp's unique
equalization ci-cuit
prowides variable
one-knob controt of
bass and treole boost
or cut. A variatle gain
cortr toffers‘fnom
Otc 20dB mfgajn.
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Voted “Best Jazz Guitarist” for
the last five years by the
readers of Guitar Player Mag-
azine, Al DiMeola continues to
take Fis music to new and ex-
citing places. And wherever Al
goes, he takes Ovation.

Introgucing the new Ovation
Cutaway Roundbacks. Four
models take your music to new -
places ... allowing free ac-
cess to the upper frets for ex-
pressive chords and leads.
Our unique roundback design
(deep and shallow bowl), pa-’
tented Kaman Bar™ neck rein-

forcing system, and built-in
acoustic electric pickups, help
make the new Ovation Cuta-
way Roundback guitars worth
reaching for.

See Your Authorized Ovation -
Dealer today.

Hear Al DiMeola
on his latest
album, “Electric
Rendezvous” on
Columbia records
and tapes.

Ovation Instruments, Inc., A Kaman Company
Blue Hills Avenue Ext., Bloomfield, CT 06002






