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Korg introduces a revolutionary,
low cost, 6-voice, 2-oscillator,
programmable polyphonic syntne-
sizer. The new Poly-61. With a
level of technology so high, and a
price so low, it boggles the mind.
The poly with the sounds and
features that make the rest

of the field .obsolete.

Two Digitally Controlled
_Qscillators Per Voice —

for a fuli, rich sound previously
available only in synthesizers
costing several times mare.
Digitally controiled for superior
pitch stability.

64 Program Memory With Full Edit
and Program Move Capabilities.
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New Digital Access
Control (DAC) —

advanced digital programming
technology for complete and
precise control over all program
modes, parameters and edit
flunctions. Large, easy-to-read
LED display instantly lets you
know where you are at all times.

Fast, 8-Second Cassette Tape
Interface —

for unlimited program access and
'storage. Verify mode and interactive
display ensures easy, accurate
transfers.

The Lowest Cost, 12-Oscillator,
Programmable Polyphonic
Synthesizer Ever Made.

The Poly-61 allso gives you a
versatile Arpeggiator with Latch
mode; Poly, Chord Memory/Unison
and Hold modes; four way
Joystick with separate LFO;
Release and Program Advance:
footswitch jacks; full five octave
keyboard; plus the famous sounds,
qudlity and reliability that have:
made Kong the numhber ane name
in electronic synthesizers.

So visit your Korg dealer today
to see and hear the new Poly-61
Feature-for-feature no one can
match its price, because no one
can match its technology. For
name of mearest dealer call: (800)
645-3188. in NY. (516) 333-9100.

Hnnﬁ .we put it all together

Exclusively distributed by Unicord
Westbury, N.Y. 11590

NIC SYNTHESIZERS

A7)

ARPEGGIATON

For complete Poly-61 literature, write: Uniccrd, 89 Frost St., Westbury, N.Y. 11590.
For Demo Record and'full Korg catalog, enclose $3.00.




NO
MORI
OONY-

=1 INHN S
LJINTING

Knobs, dials, switches. Most tuners keep your hands so
busy fiddling, that you hardly have time to play your
instrument. BOSS ends all this loony tuning by introducing
the new TU-12 Chromatic Tuner.

The TUA42
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tics. To show tuning, the TU-12 combines two highly visible
LEDs that tell you when you're on pitch, with a sweep-
meter that tells you exactly how many cents off you are.
The TU-12 can hear your pitch through its own built-in
microphone

(shown actual
size) is an
instrument

tuner that's so
smart that you
dont even
have to touch
it to tune up.
All you have
to do is piay
your instrument
and the TUA42
will tell you:

1. What note
you're playing, 2. whether you're on-pitch, sharp or flat,
and 3. How many cents sharp or flat you are.

The amazing TU-12 accomplishes this wizardry
through @ quartz tuning circuit processed

by a miniature computer, all mounted

on a single integrated! circuit chip.

Visually, a band of LEDs tells you

what note is being played, while

another LED indicates chroma-

or it can be

run in-line
between an
instrument and
amplifier for
instant tuning
without affect-
ing the signal
inany way.
Guitar and
Bass can be
easily tuned
by switching
from the

Chromatic Tuning mode into a Guitar mode which

attunes the TU-12 to each guitar string. It can also be

set at concert pitch from A-440 to A-445.

So get serious and stop all that loony tuning. For
only $89.50, the TU-12 is a downright sensible
investment. See the BOSS TU-12 at your

dealer or write Boss Products, ¢/0

- RolandCorp US, 7200 Dominion

Circle, LA, CA 90040.

World Radio History
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The Psychedelic Furs wedded neo-60s
acid surrealty to punk’s angry ardor and
consummated the marriage with a steady
diet of paradox and invention. As the fire 'n’
brimstone of therr first records now solidifies
into the brave new world of Forever Now,
Richard Butler and his fellow furriers explore
more eloquently than ever the dynamic
contradictions of pure rock dreams. Page 38

U2, ireland’s post-punks, have maintained a
consistent contemporary contentiousness in
their search tor musical meaning Fred
Schruers visits the canals and castles of
Dublin to capture the emotion and
commitment of Bono Vox. The Edge. Adam
Clayton and Larry Mullen's sonic
struggle.Page 44

David Bowie. ak.a Ziggy Stardust, the Thin
White Duke and Aladdin Sane. has made a
career of startling and shaking people’s
preconceptions Timothy White's close
encounter in a Manhattan diner takes the
ubiquitous Bowie from the oversell of Ziggy
to the dark obsessions of L A ‘ame, from the
musical reawakening of his Berlin years to
the brand new brassy boogte of Let's Dance
Page 52
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STEVE GADD.

HOT ON ZILDJIAN.

The man is hot! And he
should be. No less than
Chick Corea put it this
way: “Every drummer
wants to play like Steve
Gadd because he plays
great. He plays every-
thing well. He could
very well go on to
become one of the
greatest drummers :he
world has ever seen "
As you can imagine,
between his touring and
recording, Steve's not
the easiest guy in the
world to pin down.

But he did stop for a
breather the other day
and we got a chance to
talk with him.

On Practice. ‘'I've
been playing since I
was a kid. Aslong as!
keep my muscles loose,
I don’t have to practice
a lot every day. When I
do practice, I just sort of
let things happen natu-

rally and then later on Steve Gadd, one of the world s mast innovative musicians, #1as

try to work it into my

playing. Like on '5C Ways to Leave Your Lover. ..

[ used my left hand on the high hat tor the whole

section —it was a little thing I'd been practicing

and it just worked out.”

On Control. ‘Sometimes I use light, medium and

heavy sticks to do the same drills tbecause the

sticks affedt my muscles in different ways. You

have'to use your hand and arm muscles ditferently
= to control your playing. It's a

! o subtle thing but it helps

‘ + me tremendously.”

On Effects. 'After ] gradu
ated from Eastman, i played
in a rock 'n1oll band. I. was
keybeard, bass, drums and
a lot ot homemade stuff. [
bought 6 big artillery shells
sawed them into different
J lengths and hung them cn

|

a rack that I built. I'd use
them for the free sec-
tions in the music.”

On K's. "Art Blakey
gave me my first set of
K.Zildjian's a long time
ago. I love the feel of
them. There's some-
thing about the way the
stick reacts to the sur
face...it almost becomes
part of the cymbal.
They're not cold or
edgy. They have a very
warm and deep feeling
They've got real charac
ter. [ use a 20” Ride and
an 18” Crash Ride with
14" Hi Hats for recording
and live sessions.”

On A’s. '[love to use
A _Zildjian's when I play
rock 'n roll. When [ want
to play louder, [ add a
16” Thin Crash and an
18" Crash Ride for a full
crash sound. The bells
on the A’s really project
the sound in a clear nat-
ural tone.”

L J i} 1 { s drummers. Linp ! =1
paved the way toward new playving lechriques for today’s drunumers On Zildjian. “Zildjian

to me is the foundation I play Zildjians because that's
what's in my heart. I love the sound, the feel, the his
tory...I love the quality and the status of a Zildjian”

If you're a serious drummer, chances are that
you, like Steve, are already playing Zildjians. For
360 years, they have been the overwhelming favor
ite of drummers worldwide.

For your copy of the Zildpan Cymbals and Accessories Catalog
aong with a Steve Gadd poster, send $3.00 to Dept 16

Avedis Zildjian Company, Cymbal Makers Since 1623
Longwater Drive, Norwel, Mass 02061, USA

Name

Street

City State Zip

MU583
M 79
N

The only serious choice.
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Letters

YOUNG'S PETTYGODGY
SRR =R A T AT TS R TR R
Hallelujah! Biess you Charles M. Young
for a very enlightening cover story...and
someone please thank God for Tom
Petty.

Stacy Jackson
Albion, MI

Congratulations for the perfect Tom
Petty article. Instead of the usual factual
history and cute little anecdotes, Mr.
Young took a new road. He decided to
figure out what Tom Petty is all about,
and was generous enough to let his read-
ers in on his thoughts. Damned if that
wasn't the best Tom Petty article I've
ever read...and | read 'em a'l.

C. Miller

Elmira, NY

Theological insights? C'mon already. As
an intelligent Catholic and lifelong stu-
dent of music and literature, | found the
metaphor laughable. Poor theology
aside, it was a pretentious approach to
rock music. | appreciate Tam Petty's
music and artistic integrity and | enjoyed
the music portions of the article. But
Tom Petty, God, Catholics and Protes-
tants? For Chrissakes Charles!

Steve Mikals

Cleveland Heights, OH

We recommend saying three Hail
Mary's and reading a chapter of St. Thom-
as Aquinas’ epic Sensa Humma.

REAL CREATIVITY

Your article on the Plastic People of the
Universe was very informative in two
ways—musically and politically. | felt it
gave musicians in North America a
perspective that is not as visiole to us.
Freedom to create is not, indeed, free to
a lot of people in this world. They also
must create their own gear—something
I as a musician would never have even
contemplated. Thanks for a great article.
Sue Leon

Yellowknife, Northwest Territories
Canada

JUMP BACK, JACK

Don't you dare apologize for Brian Cull-
man, you bloody wankers. Don't you
realize that his insightful, spiteful-but-
delightful writing is the only thing that

sets your juvenile rag apart from all the
other guitar owner stroke books littering
the stands? Keep in mind you're para-
sitic to rock 'n’ roll, an entire art form
devoted to adolescent rebellion.

Curtis Fields

Brooklyn, NY

REVIEW REVIEWS
Er A e SRR S T St L o
Thank you for the fine review of Kate
Bush’'s album The Dreaming. There
were only two other albums that thrilled
me as much; Sgt. Pepper's and Laura
Nyro's New York Tenderberry. Kate
Bush is, put simply, absolutely incredible!
Liz Cook
Sacramento, CA

Re: Plasmatics review

If ignorance is indeed bliss, your critic
must be in Shangri-la.

Black Sabbath's defunct creativity
never provides a cathartic release for
their audiences, and, to furthermore
encyst the music of B.S. with Coup
D’Etat is an insipid defamation irrelevant
to the superiority of Plasmatic musicology.

The brainwashed do not know they
are brainwashed.

Lisa Robertson
Newtown, CT

Since the lyrics to Todd Rundgren's
"Bang The Drum All Day" are included
with the album (The Ever Popular Tor-
tured Artist Effect), | can only assume
since it took your reviewer five listenings
to understand what was being said, it
must have taken him two days to realize
the thin package he was holding actu-
ally had a record enclosed.

Mike Herron

New York City, NY

Because they have to review albums
before the actual release date, Musi-
cian's reviewers are usually given tapes,
which are not only devoid of lyrics or
liner notes, but frequently have the
wrong song titles. Pulling lyrics is strictly
a labor of love.

MARSH DEFENDED

| was certainly disappointed to see the
letters criticizing the excellent piece on
Elvis Presley by Dave Marsh. Since the
norm is so often to think of music as
somehow divorced from the real world,
it's a pleasure to read Mr. Marsh for the
simple reason that he does situate
music within the specifics of the lives of
those who create it. His refreshing anal-
ysis is far from that of a political hack of
any stripe, and he has something for
each of us to ponder, evenif we disagree
with him.

An old gospel song, which Charles
Keil obviously never had heard when he

wrote Urban Blues, says that "freedom
is a constant struggle.” Those who want
to avoid the constraints placed on the
Plastic People in Czechoslovakia
should consider that it wasn't so long
ago that American rock 'n’ roll had its
own struggles against strict radio and
television censorship; and today the
tyranny of the profit margin is censor-
ship of another kind. Mr. Marsh can help
us keep our freedom because he helps
us understand the serious implications
for our music that the current political
situation threatens.

Neal Ullestad

Tucson, AZ

I am responding to the letters from
Richard DelLaney and Tony Moliedo
concerning Dave Marsh's essay on
Elvis Presley. Both letters are perfect
examples of the musical/political
“counter-reformation” that Marsh
warned about. ! don't always agree with
Marsh, but as the two letters demon-
strated, this time he was right on the
money.

Mr. DeLaney thinks that, unlike Jackie
Robinson, “Elvis did nothing for cultural
pluralism.” He claims that, unlike base-
ball, which is now integrated, “Elvis’
music is still white American music.” |
don't know what Mr. DeLaney listens to
{Styx? Loverboy, perhaps?), but for me,
rock 'n’ roll is far more diverse than that.
Ray Charles, Marvin Gaye, Sly Stone
and Donna Summer may be American,
put not white. The Beatles, the Stones,
the Who, the Clash, the Police and Elvis
Costello may be white, but not Ameri-
can. To be sure, the best American
music of the past few years has been
integrated, if not in content, certainly in
personnel. Until Elvis launched his
assault on America (in the middle of the
Eisenhower-McCarthy years, no less),
such far-reaching examples of plural-
ism were absent from the media. Sure,
Elvis' audience was primarily (but not
exclusively) white, middle-class Ameri-
cans, but through him they were intro-
duced to a point of view the media had
never dared to show. And blacks lis-
tened too, as evidenced by Elvis' influ-
ence on everyone from Otis Redding to
Prince.

Elvis wasn't the first artist to fight for
cultural pluralism, but like Jackie Robin-
son in sports, he was the first toaccomp-
hsh any measure of success. While he
aid not fight alone, he did throw the first
punch that made any difference. Hope-
fully, rock fans are still fighting. People
like Mr. DeLaney, Mr. Molledo, Albert
Goldman and others continue to berate
those who do. If we ever give up fighting,
rock will truly be dead, along with the
cultural plurality it has achieved so far.
Jim Cavender
Commerce, TX
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By Jock Baird

Nearrowcasting Under Fire

With the final cable hookups of New
York and Los Angeles, as well as
many more major urban and suburban
areas, Warner/Amex's Music
Television, or MTV, has come of age
after a spunky nineteen months of life.
MTV has recently been given the
lion's share of credit for the new
music explosion of 1982, thanks not
only to some convincing statistical
correlation between record buying and
MTV programming, but also to a
brilliantly choreographed press
campaign by MTV's public.ty staff and
programming execs Les Garland and
John Sykes.

Such high visibility was a mixed
blessing, however, as the persistent
charge that MTV excluded black
artists swelled into a chorus of some
pretty strong voices. Both Maurice
White of Earth, Wind & Fire and Rick
James went public with their
frustration, sparking a vigorous debate
about the philosophy of
“narrowcasting” in what is, for the
moment, by far the bigges: cable
music game in the country. Music
director Ronald “Buzz” Brindle (a
long-time associate of AOR
wunderkind and head of VTV Robert
Pittman) talked recently in his
Manhattan office about how MTV
chooses what videos to show:

“Here's the process: the record
companies, record management and
publishers submit videos to us on a
weekly basis. Every Tuesday morning
we have what we call our acquisitions
meeting and we review all the new
clips, about twenty a week, and those
that meet our standards in terms of
technical quality, that aren’t lewd or
obscene, or show excessive violence
are accepted and then they're put on
the channel.

“The acquisition meeting consists of
about ten people. We'll all discuss it;

10

's not like we vote and say, ‘I like
that—do you like that?' We all provide
feedback from our individual areas of
expertise as to how this will fit into the
format of MTV.

“It doesn't make any difference to
us if a hit band makes the video. It's
not our job to determine if a song’'s a
hit. It's the audience’s determination.
That's where we ciffer from radio:
radio will wait to see if it's a hit and
then put it on. We'll put it on and play
it for a couple of weeks, wait till
they're tamiliar with it, and then we
‘est the reaction through extensive
phone research from our own offices
and see what they think of it. We try to
avoid our own prejudices—it's just
smart business to do that, let’s face it.
That's a big problem that radio got
itself into, trying to make those
judgmental decisions.” Brindle admits,
however, one more significant factor is
calculated into the decision on
whether or not to let a viceo go into
rotation: the genre. Brindle explains
that MTV's exclusion of R&B is merely
a response to strong divisions in the
national pop marketplace: "There's a
rock music audience and there's an
R&B audience and very rarely do the
barriers get crossed. There are certain
parameters there—they're hazy in
some areas but by and large they're
pretty well defined.

“Good—and | hate to use this
word—marketing means giving your
audience what they want. There just
seem 10 be certain genres that are
acceptable and certain ones that
aren’t. Reggae we've had a really hard
time with; rap songs, disco, our
audience is definitely not into, or
anything they perceive as disco.
Grandmaster Flash's ‘The Message’
video is very interesting, but is
perceived as disco—that didn't go on
the air, because it didn't fit our format.

“So based on our experience we do
make acquisition decisions based on

genre, but we try to be pretty broad-
based about that. There has to be
some editing decision at some point
because MTV is designed for the rock
music audience. If they won't accept
it, we can't force it down their throats.
We can experiment with someone like
Prince, who does have a rock base. it
comes down to genre. That's pretty
much what it is.”

Despite the criticism, then, MTV will
stay the course and continue to
narrowcast. But after all, MTV is a
twenty-million-dollar operation and
can't be expected to singlehandedly
go out on the barricades. One can
hope, though, that MTV is secure
enough in its well-documented role as
innovator of 1982 to break as many
radio rules as it can in 1983.

RCA Records' vice president Jack
Craigo abruptly resigned from the
company, citing disagreement with
label management on “my basic goals
of artist and executive development.”
Craigo was a principal figure in RCA's
rock and R&B push, their aggressive
signing policy (Kenny Rogers, Diana
Ross) and the establishment of
autonomous music departments at the
label. Little is yet known about the
causes of his disaffection.

In addition to producing, playing and
writing for Jim Capaldi's solo album.
Steve Winwood is putting together a
new touring band and is writing songs
with Chic’s Nile Rodgers (see p. 64)...
Producer Joe Boyd has finished Rich-
ard Thompson's new LP but its
release 1S being held up because
Shoot Out The Lights has begun
selling again after appearing on so
many year’s best lists. Thompson is
reportedly reconstituting Fairport
Convention. including Dave Mattacks,
Dave Pegg and Simon Nicol . Sting
1s currently in California writing a
symphony on computer
synthesizer...Jem is releasing half-
speed masters of the entire Atlantic
King Crimson catalog for only $8.98. .
Former Domino Bobby Whitlock is
suing Derek, a.k.a. Eric Clapton and
manager Robert Stigwood for unpaid
revenues from Derek & the Dominos.

Chart Action

The envelope please.... The winner by
a clean sweep (LPs, singles, black):
Michael Jackson. Best glamor
performances: Journey (#2), Duran
Duran (#6), Styx (#10), Def Leppard
(#9), Christopher Cross (#11) and Earth,
Wind & Fire (#13). Toughest hangers-
on: Hall & Oates (#3), Bob Seger (#5),
Lionel Richie (#7) and Toto (#8). Best
record-setting performance by a debut
LP: Men at Work (#4) for fifteen weeks
at the top. Best chart dives: Foreigner
(#10 to #43), Neil Young, Stray Cats
and Pat Benatar.
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YES ... THEYAL
BUT LISTEN
SYNCLAVIER

TOM MOODY

Creative Director, Executive Producer, N.B.C. Television,
Los Angeles

Well, it's hard to talk about any one aspect of the Synclavier
I because everything about this instrument is so
unbelievable; but if | had to boast about one area of its
capability, it would be its speed and ease of use for compos-
ing new ideas. | find my scratch tracks suddenly become
finished tracks, right out of the Synclavier II's 16 track digital
sequencer to tape. This feature alone has increased my
production output at least 300% in the last two years. Plus,
the additional ideas you receive from the great number of
Synclavier It owners who trade programs and innovative
ways to use the system always keep the creative juices
flowing.

When you combine those musical features with the fact
that the instrument, through new software and options,
keeps expanding and getting better, what | first thought
was a major expense has paid for itseif many times over.

PAT GLEESON

SynthesistProducer, San Francisco

I used to own $85,000 worth of analog synthesizers, but |
sold them all to buy one $40,000 Synclavier Il which, by the
way, paid for itself on my first Synclavier Il project. The direc-
tor of that particular film wanted to hear the music before
committing it to tape, so how else could | do that except by
using the Synclavier II's 16-track digital recorder.

Even more important is the attitude of the company. Over
all of my years in the music business, N.E.D. is the first
company that sincerely pays attention to its users. In fact,
the great thing about the Synclavier Hi is that it's better
today than when | purchased it, due to user input and sott-
ware updates. I've heard about people who don’t own one
saying that in a year the Synclavier Il will be half the
price. The funny thing is, I've been hearing that for three
years now.

© 1983 New England Digital Corporation



- ESITATED AT FIRST,
O THESE
O X’NERS NOW/!

OSCAR PETERSON

Toronto

A renaissance in music is happening right before our eyes
and ears; and the Synclavier Il is leading the way. This
instrument saves many cof my spontaneous Compositions
which before were lost. Then, to be able ta automatically
print out the music is just short of a godsend for me. What
used to take two hours of transcribing music, now takes five
minutes. Also. if there is a small feature which you think
would improve the tseability and musicality of the ptogram,
Just inform the company and eventually you will have it.
The printing feature gets better all the time. It sure is a
pleasure to learn one instrument and grow with it. | have
been more than satisfied with my investment and convinced
it is one that will last as long as my first love, the piano.

ALBHY GALUTEN
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The Eccentric from the Everglades

“I just act weird”; Jaco Pastorius, virtuoso bass revolutionist and maestro of drama.

SPOTTSWOOD ERVING

Musician recently received a nurrber of
phone calls from a bass playing friend of
ours in Florida. Jaco Pastorius was in a
Fort Lauderdale studio mixing tracks
from a recent Japanese tour of his band,
Word of Mouth, for an upcoming release
in that country. Jaco—who goes by his
first name in the manner of other singu-
lar, more famous musicians (Miles, Joni,
Willie, Elvis, Ornette, Jimi)—offered us
an unlikely Morse Code of messages:
“I'm an Indian,” “Tell you why | left
Weather Report,” “My 1.Q.is 191.” These
cryptic verbal telegrams, provocative if
not chimerical, piqued our interest,
especially in light of his lack of a new
domestic product to consume and the
radical unevenness of his recent work.

We'd seen Jaco at the now-defunct
Savoy in New York a winter ago and
been, with a good share of the audience,
underwhelmed. His maleable tone and
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his technique, with its river of harmonics
and warm fluidity, were present, but his
taste had diminished. His arrangements
for big band were static and long-
winded—they had come off better on his
hit-and-miss Word of Mouth album—
and the band was correspondingly stiff.
The heroic posturing of his inevitable
soliloquy—in which Jaco plays unac-
companied, with myriad effects—was
grandly hollow and his solos in general
bumptious. He sang, unfortunately, a
blues.

Jaco seemed a cool self-caricature
that night: full of his renowned phrase-
making abilities but bereft of his once-
meaningful vocabulary, the new bass
language he authored seven years ago
had degenerated into a series of self-
referential clichées. He seemed to have
somehow fallen. The drama (and Jaco's
work has been above all, dramatic) had
drained out of his playing. His last
Weather Report disc furthered the

uncomfortable feeling that just as Jaco
was launching his leader's career, his
creative powers (his powers of inven-
tion, his inviolable style) were in a state
of diminuendo.

We know for afactthatmusiciansasa
race are not normal people, nor should
they be. Jaco had been busy reinforcing
the myth of the “mad"” artist: he had
become a curmudgeon; he disappeared
for protracted periods; hetuned hisbass
during band member’s solos; he wasn't
writing; he told the Japanese press he
was legally blind; he appeared at a side-
man's hotel door in the altogether, and
smeared with butter; he was wasting
himself royally in the fashion of Charlie
Parker and other incandescent, now
extinguished musicians. But Jaco had
always been something of a wild man. If
we care about music, we care about
musicians, and here, clearly, is a great
one. The revolution he sparked on an
immature instrument still rings with
sustain.

We called Jaco back at the Fort Lau-
derdale studio. He spoke in bursts,
punctuating the silences with different
kinds of laughter and crosstalk with oth-
ers in the room. Here is some of his end
of the conversation:

“Just finished another mix. Want me
to play it over the phone? Got your tape
recorder on? Solid.

“Well, | left Weather Report and I'm
doing my own thing. There were abso-
lutely no personnel changes, in my opin-
ion I'm still a member of Weather Report.
I'm still in Weather Report a hundred
percent in spirit. It was something that
had to happen. Joe and Wayne and | talk
to each other at least once a week. We
know what's going on. | know what time
it is. It's two o'clock, no, hell, it's later
than that. Joe's mother died this year
and | had twin sons, There were all sorts
of factors.

“All the stuff that got written and said
about Joe and | pushing Wayne out of
the spotlight was totally wrong. We were
trying to push him in. He'd come to the
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studio with twenty charts that looked like
symphonies and Joe and | would come
in with notes an napkins. Wayne camein
for the record after Heavy Weather and
his stuff was not together. Everybody
has his private life. Wayne had all this
music, but it just wasn't connected. It
didn't make that much sense, and | said,
‘Wayne, you're Mr. Gone,’ and Joe said,
‘Yeahhh...that's the name of the rec-
ord.' We would have Wayne overdub a
hundred times and edit all these notes
together when they really weren't right.
We did it out of total love for the man.
Hey, there's no small trees without tall
trees.

“Since then, I've been onthe road with
my own band. I've been on the road
working every night since | was age thir-
teen on drums and age fifteen on bass.
It's tough being on the road: I've been
divorced and I've got four children that |
don't see too much. But I'm just another
musician, I'm not the greatest. Nobody
is. You just play. People in your home-
town get bored with you real quick, so
you got to meve around, got to polter-
geist out.

“That's all my bass students back
there carrying on, alt my chifdren. Slaves
Of Our Wives. Write that down: Slaves Of
Our Wives. | don't teach much, | just act
weird and people follow my example.
The number one thing | care about is
having fun, having a good time. If you
can't laugh, you ain't shit. That's the
whole thing: telling jokes and having a
ball. Every time | cross the border [ just
have fun with those border cats. | start
screaming at 'em, | might have haif a G
of coke in my mouth. You know what |
mean, |'ve never been busted in my life
for bullshit. And they'll be taking tires off
my bus—for nothing—what are they
looking for, hot air? Jesus Christ.

“The Japanese album is alive, but |
would rather put out a studio record in
America, even though | hate studios. I've
got something in the can called Holiday
For Pans—it's got steel drums, marim-
bas, vibes, it's got Toots Thielemans.
That's the next record | want out as a
solo artist, as opposed to an interna-
tional solo artist, because it'll be only my
second effort for Warners. I'll do what-
ever they say though. I'm not gonna fight
the system, | got too many scars. My 1.Q.
is 191, that's why | get in so much trou-
ble. It's not important. When | play, |
never think, | just play.

"l go to the Everglades whenever | get
in big trouble. | just go out there and
sleep under a big cypress, because no-
body can bug you out there. Everybody
is afraid to go out there. Nobody can
take the heat. They start snapping.
Same as New York, 125th Street or
Canal Street on a hot day, people just flip
out and it snaps. All them old Jewish
chicks can't take the heat. Write that
down. Write al/ this down. The world
according to Pastorius is this: you are

not going to believe this one: what are
the only three French words a black per-
son knows? Coupe de Ville. I'm getting
real silly; whenever | get to the end of a
record, | get silly. You hear about the
new Haitian credit card? Don't leave
Krome without it. You know, the Krome
detention camp for refugees. What can
you do? You got to stay funny on the
road. I'm happy. | just had twin sons, got
to be happy, bro. | got a twelve-year-old
daughter and a nine-year-old son, too.
His next birthday, I'm taking him out to
the Everglades and show him how to
wrestle alligators. I've got no problems
whatsoever with the alligators, | have
problems with white policemen—in Flor-
ida and Los Angeles. Fat ones.

"“Joni? | really dig Joni but she's not a
jazz musician. My personal opinion:
she's not a jazz musician. But she's
exceptionally talented and a very good
person and she can paint her butt off.

“"Metheny? We call him Methuselah.
Haven't seen himin a while. Patistotally
straight. He won't drink wine. He won't
even drink beer. He's too straight, period.
Write that down: he's too straight. Very
white. | love him, still one of my best
friends, and he's such a nice guy. | used
to fly up to Boston, '73, '74, and play with
Pat, make maybe thirty bucks a night
just gigging. I'd be up there, in the snow,
and I'd wire my first wife, Tracy, I'd wire
her flowers on our son's birthday with my
only money. One time by mistake we all
left the head to this bass amp Pat had
borrowed for me, left it out on the street
outside a club. We were all straight, we
just forgot it. We were driving to Pat’s,
doing ‘three-sixties' in the snow with all
the equipment in the car when we
remembered it. Pat went and got cash
out of the bank the next day to cover for
it. But the next night before the gig, this
old drunk—which is ironic because Pat
is s0 straight—this old drunk found the
top out on the streetthe night before and
brought it back. Isn't that beautiful? This
stuff about Pat is funny. We're very good
friends.

"I wanted a big band because I've
written for big bands all my life. Which
people don't know, because I'm a bass
player. | hide behind my bass playing.
That's easy. Last year, December first, |
turned thirty. Every year since I've been
on the road | get in more and more trou-
ble on my birthday because everyone
wants to throw a party. When you're on
the road, you're partying all the time. I'm
very susceptible. So | says, 'Jaco, what
do you really dig?' Well, | like rausic. So |
threw my own big band party in Fort
Lauderdale and | got Michael Brecker,
Don Alias, Bobby Mintzer, Peter Erskine
to come down, all the lightweights. I'm
serious all the time, but I'm always jok-
ing. You can decipher the facts for
yourself.

“I 'am absolutely not happy with the

continued on page 116
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Control &

“Let's be less cute and rock a little harder’; new model melodist Loggins onstage.

BY JOCK BAIRD

“The thing is, I've always been changing
so quickly musically that I've confuseda
fot of people. Some people have caught
up with Celebrate Me Home, so instead
of a ‘country rocker’ I'm a ‘jazz rocker.
They may have caught up with the
Michael McDonald thing, so I'm lumped
in the same bag with him. Right now, I'm
just trying to do what | enjoy, which is
rock 'n' roll. | know my audience. This is
probably the most {'ve ever asked of
them. | think ‘Don't Fight It' pushed ‘em
hard, especially the older audience.”
Kenny Loggins' synopsis of his cur-
rent dilemma, delivered in his earnest,
slightly nasal California understatement,
might send waves of vigorous agree-
ment through many of us uponfirst hear-
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ing “Don't Fight It." Loggins' vocal
shoot-out with AOR Joumeyman Steve
Perry, plopped over a thoroughly dispos-
able three-chord shuffle, seemed com-
pletely irreconcilable with the subtle
vocal and verbal virtuosity, the harmonic
sophistication and the broad range of
textures that have been the staple of
Kenny's post-Loggins & Messina work.
The song fed dark fears about the effect
Loggins' two-year layoff on his proven
songwriting skills and his ability to resist
the inevitable pressures in the 80s rock
marketplace to homogenize and arena-
ize. But beyond the obvious provoca-
tions, Loggins was actually in the
process of navigating one of the trickiest
maneuvers of his remarkably mobile
career; despite some inconsistencies,
his new LP, High Adventure, still has a

Collaboration

full ration of lyrical insight, finely honed
arrangements and good songs.

There is no better metaphor of Log-
gins' difficulties in adapting to his new
rock 'n’ roll demeanor (and new haircut)
than the rib-cracking fall he took in total
darkness while entering a Salt Lake City
stage on the opening night of his new
sold-out tour (see box). After a brief but
painfu! hospital sojourn, Loggins
climbed back on the horse again and is
presently reassuring hisaudience witha
tight new band featuring keyboardist
Neil Larsen. Well, after all, why can't
Loggins play rock 'n' roll if he really
wants to?

A dominant theme in Loggins' career
has been the dynamic tension in Kenny
between his desire to take the helm
alone and the obvious benefits of part-
nerships. Loggins' first taste of stardom
came in tandem with guitarist/producer
Jim Messina, with Kenny firmly
entrenched as the junior partner. “When
| came to Jimmy, | was not even a
recording artist,” he recalls, "1 hadn't
really done anything. The artist-pro-
ducer relationship means you usually
put a lot of faith in your producer; you
say, ‘Okay, do whatever it is you do—
make me a star.’ | just went to school for
a few years.”

The student began to question the
teacher more as Loggins & Messina
matured. Two platinum and five gold LPs
later, with much of Loggins' growing
enthusiasm for R&B and fusion going
unreflected in L&M's output, Loggins
began to wonder if his partner was sittin’
in or sittin’ on him: "Jimmy was headed
in a musical direction that | wasn't
knocked out with. He was really fasci-
nated with reggae at the time, but was
still trying to understand what it was. | felt
that what we were doing was not reggae;
it was more like a Jamaican nightmare
(laughs). Jimmy was going into a real
samba world—and that was, in my opin-
ion, the beat that killed Chicago. | just
didn't want to samba.”

Loggins' first solo yearnings coin-
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cided with a little-known offer to be in the
Streisand-Kristofferson remake of the
film A Star Is Born as a member of the
Freeway, a speaking part that was elimi-
nated in the final release. While the
opportunity seemed a good solo spring-
board, Loggins declined after some
careful consideration: "After talking
about it, | understood that a bit part in
someone else’s movie was not going to
be a springboard, and | still had commit-
ments to Loggins & Messina, to the rec-
ord company, to the upcoming tour, that |
would have to finish out. I just couldn't
jump ship to be in a film.” Loggins’ deci-
sion not to go Hollywood paid off for
L&M: “We finished out that tour, and in
doing so, we started into another album,
because, all of a sudden, Jimmy and | hit
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another creative period; we had three
periods in our career where we were
musically side-by-side: Sittin’ In,
Motheriode and Native Son. | think
Native Son was the beginning of Cele-
brate Me Home for me."

Few followers of L&M were prepared
for the quantum leap of the latter LP,
however. Loggins recorded his first solo
album late in 1977 with a studio band of
hired guns, killers all, produced and
arranged by Phil Ramone and Bob
James, who co-wrote and played key-
boards. Celebrate Me Home's harmonic
complexities and R&B flavor melded
perfectly with Kenny's command of Tin
Pan Ailey songsmith skills. When asked
about his mid-70s interest in “fuzak,”
Loggins laughs. “Fuzak.... It's too bad

'World Radio Histo

it's evolved into fuzak. At the time, the
new music really was fusion. To my ear,
Stevie Wonder was the first to fuse melo-
dies with jazz attitudes and players. |
saw a wide open field there, the idea of
taking Bob James’ sound and infusing a
pop singer into it—and | wanted to be
that guy.” It should be added that Log-
gins’ vocal variations on the Bob James
canon far eclipsed James' own records.
James further influenced Loggins by
introducing him to Patti Austin; not only
was their duet on her "t Got The Mel-
ody"” the albums most exciting track,
but Kenny began to emulate her aggres-
sive, improvisatory airiness (“What a
singer! She completely turned my head
around!"). With tunes like "I Believe In
Love,” "If You Be Wise" and the climac-
tic “Set It Free,” Celebrate was an auspi-
cious debut.

For his first tour after the LP, Loggins
and his “main guy, my primary guy,”
L&M bassist George Hawkins, put
together a permanent band. Not only did
Loggins cut his sidemen in with a gener-
ous profit-sharing program, but he
stirred their own musical input into his
sound, especially.- Hawkins' obvious
enthusiasm for Jaco Pastorius' ringing,
pyrotechnical bass extrapolations. The
resulting LP, Nightwatch, has a brood-
ing, dark signature swirl, yet covered
almost the complete spectrum of pop,
from the Fleetwood Mac-influenced
“Easy Driver” to the Weather Report
ooze of “Nightwatch” and “Angelique.”
But while Loggins had opened himself
up to new influences and had clearly
grown immensely, there was an uneasy
lack of focus. "Part of the eclectic feel-
ing of Nightwatch was because the
players were still new to each other and
were trying to push me into musical
areas that they thought | should gointo,”
Kenny recalls. “Looking back on that
now, | should've taken more control
instead of giving it away. | myself am at
times too eclectic, but when you hand it
over to seven different people, you end
up with seven different directions and
the music gets a little scattered.” Even
the trademark echo that draped Log-
gins' vocals was a result of compromise:
“I'm not crazy about Nightwalch's
sound. The engineer is Joe Jorgenson,
and Joe had made very few records with
voices on them. | was still too inexpe-
rienced to come in and take a hand on
that. There was a lot of fighting on that
record, because we just couldn't agree
where things belonged in the mix.”

Loggins' balance of control and col-
laboration was underscored by the LP’s
two most successful cuts, “Whenever |
Call You Friend” and “What A Fool
Believes.” “Friend” was originally
penned with Melissa Manchester
(Kenny did all the music and split the
lyrics) but it became Loggins’ first solo
hit when he sang it with Stevie Nicks.
Today, Kenny is honest about his moti-
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vations. "That decision was based on
two things, one of which comes to mind
first: Stevie Nicks was the biggest
female vocalist in the country at that
time; |, on the other hand, had had no hit
record as Kenny Loggins. So | knew that
it definitely wouldn't hurt me to sing a
song with her. But the decision was aiso
an artistic one, based on the fact that |
felt the song was right for Stevie and |
didn't feel comfortable about the idea of
doing it with Melissa.”

Is Loggins a bit cynical now that his
strategy worked so well: “Well, that's the
problem. When you do something with
Stevie Nicks, you have a tendency to
lose the song—people will just eliminate
it from their minds. | had just come from
a duo situation and wasn't really eager
to sink myself back in the shadow of

someone else.”

Is it easier to make musical conces-
sions when the collaboration is only for
one song? "'l think so, yeah. It'd be like a
one-night stand. You can probably give
a little bit more inthat situation,” Loggins
chuckles.

Loggins' other major partnership on
Nightwatch was ultimately more suc-
cessful: “What A Fool Believes” was the
first rock song in a decade to win a
Grammy for Song of the Year (1980).
The songwriting collaboration of Log-
gins and then-Doobie Michael McDon-
ald began “before we'd even met. He
was playing unfinished ideas for his sis-
ter before | got to his house. As | was
walking up to the door, | heard (sings
now-familiar verse keyboard riff from
“Fool") and then he stopped at the

FIRST

CUSTOM GAUGE.
STRINGS FOR
GUITAR
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bridge. | was so into the tune that my
mind kept going. | knocked on the door,
he opened it. It was, 'Hi, Mike.'—'Hey
Ken, hi. Do you want a drink?'—'Yeah, |
want a drink. Hey, by the way, try this—’
(sings “she had a place in his life"). He
went, ‘Hey, | like that!" It was like a scene
from a movie. At that point, we finished
the song a chord at a time.”

Their combined talents produced
another classic a year later, “This Is It,”
perhaps Loggins' finest recorded
moment. Kenny's new LP, New Adven-
ture features three more joint efforts, a
windfall bonanza for fans of both who
note how the combination of Kenny's
soaring fiery melodicism and Michael’s
keyboard-centered groove intensity
seems to bring out the best inthe other’s
music. At present, “Heart To Heart” and
“I| Got To Try" are warming the airwaves
(so far, of their five collaborations, only
the syrupy, string-laden “Only A Mira-
cle” is not a hit).

"Collaboration is, above all else, the
quickest way to grow,” explains Kenny,
“"because you find out how other people
think, how they approach the process of
writing what's important to them. That's
one of the reasons | love to write with
Michael McDonald, because every-
thing's important to him. He never lets
anything slide; he won'tleta conjunction
slide. He's focused all the time. Of
course, his strength is also his draw-
back, because he has a tendency to
sound the same, the same, the same.
But it's that sameness that gives him his
clarity of vision.

“Before we start writing, we'll sit down
and talk to each other for an hour about
the things that are on our minds; then
something emerges that connects.
‘Heart To Heart’ was about a relation-
ship he'd been going through—we were
talking about the feeling of ‘oh, yeah, |
had a lady | was breaking up with, too,
and for the longest time you think you're
losing your mind.’

"I Got To Try' was something we
were both feeling. With the birth of my
son, | felt suddenly, ‘It's time to do some-
thing. You can't sit around telling every-
one else to do it." Basically the song is
about a character who would become
the champion of hopeless causes; he's
saying, ‘| don't care if everybody else
says it's impossible, because I‘'ve got to
try. He's not saying, ‘I'm going to win’
just, ‘I've got to try.’ | like the emotion of
that character.”

The song’s upbeat feeling contrasted
vividly with the gloom pervading the rest
of McDonald's solo LP, /f That's What It
Takes. McDonald sings as if he were
roaming the streets alone in despera-
tion, despite the fact that he has been
living comfortably with singer Amy Hol-
land for a number of years. Loggins
chuckles at the irony, “Well, as my wife
Eva said, 'l would hate to be his old lady
and have him bring that album home. I'd
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be out the door!'”

For the crucial foliow-up to Night-
watch, Loggins decided that while he
had learned a great deal from the fusion
instincts of his band and producer
James, he had gone too far in that direc-
tion: “I wanted to move more into a
simpler rock direction. The more | was
onstage performing, the more | missed
doing the straight-ahead stuff. | was
starting to grow less enamored of the
jazz-rock thing. | no longer wanted the
Jaco Pastorius attitude on the simpler
melodies. The band became more of a
clearing house; ideas can come for-
ward, but if | don't like them, | have to
take charge and say, ‘No, that's not the
direction | want to go.’ It's no longer a
voting situation.”

The resulting LP, Keep The Fire, was
an extraordinary one. The delicate bal-
ance of Loggins the compromiser and
Loggins the controller was perfectly
struck, with fusionesque touches like
Mike Hamilton's pyro-guitar intro to
“Love Has Come Of Age"” or George
Hawkins' thunder-thumbs bass bridge
in “Junkanoo Holiday" energizing
clearer and more tuneful songs. A
wonderful collaboration with L.A. studio
denizen Richard Page, "Who's Right,
Who's Wrong” showed Loggins could
write rich, mature R&B medium-tempos
while “Mr. Night,” with its sax-scat vocal
solo tastefully updated the old “Your
Mama Don't Dance” bounce.

But despite the striking achievements

of Keep The Fire, Loggins felt haunted
by its weaknesses. When Steve Woods,
the former leader of SoCal surf super-
stars Honk and now keyboardist in Log-
gins' new band, asked Kenny to produce
his solo LP (Loggins did only one song
before he decided he preferred “the
other side of the glass”), Loggins dis-
covered his standards had changed: “In
entertaining the idea of producing
someone else, | began to seethe rules |
would lay on Steve, one of which was
that | would not allow him to put any filler
material on the album—nothing weak
would be included. And then | knew that
I'd never really laid down the law with
myself.|'d always allowed one tune that |
considered an “album cut.” You don't
want to listento your own record and
wish that this moment would go by so
you can get to a moment that you're
really proud of. You want every moment
to work—not for some top forty DJ—but
for you.”

Asked to give an example of an
embarrassing musical moment, Loggins
thinks carefully: "Well... right after the
bass solo on ‘Junkanoo Holiday' there's
this 6/8 part that's...that's a Jamaican
nightmare, too! (laughs). And the song
‘Nightwatch'.... There are moments in
‘Nightwatch’ that | love, but there are
also moments that | hate, that | wished to
God | hadn't let happen. Basically, what
I'm learning is where the strengths are—
let's try to make more out of the
strengths and leave the weaknesses

behind. At the same time, you don't want
to stop experimenting; you want to con-
tinue to go into places that sound like
they'd be fun to go into, which means
you're always going into areas of weak-
ness, because your strengths are usu-
ally the areas where you have the most
expertise, the most experience.”

For Loggins, that “weakness” was his
desire to do more straight-ahead rock 'n’
roll, a move that coincided with touring
before younger audiences. The kids had
less patience with Kenny's softer
numbers, which built gradually and
gracefully to the closing crescendos;
they wanted to get to the meat early. But
Loggins' embrace of rock 'n’ roll was no
mere marriage of convenience, but a
return to his past: "You miss that stuff,
the dreams of when | first started going
to Who concerts and hearing ‘My Gen-
eration’ and 'Substitute’ and thinking,
‘God, wouldn't it be great to have one
song that kicked that hard.’ | still miss it.
When | first started writing, it was in a
living room with a few friends on acous-
tic guitar. My goal was to get theroom as
mellow as possible, to hypnotize. | think
my key has always been to get intouch
with that little thing that makes the song
a dream. But then | went onstage and
found a whole other objective: to move
people’s bodies. The challenge is, I'm a
melodic writer. | don't write well when |
just do (sings), ‘Jenny, Jenny, Jenny,
won't ya come along with me.' | have a
tendency to put in a few more notes in
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With @ massive wall of sound, Def Leppard
brings you the hottest rock Ip around, “Pyro-
mania,” their aptly titled 3rd album, brilliantly
produced by Robert John "Mutt” Lange. "Pyro-
mania” features the hit track, "Photograph.”

Watch for Def Leppard on tour, coming to your
town soon!

And see Def Leppard on MTV

THE CALL

MODERN ROMANS

The Call brings new meanmyg to music with an
album that has wit, intelligence and passion,
“Modern Romans.” Led by Michael Been, The

Call's special brand of rock is angry, committed,

and poetic. Dan't miss this exciting new album,
featuring the top tracks “"The Walls Came
Down,” and “Destination.”

Special low price $6.98 list

4 NEW WAYS TO ROCK.

DEXYS MIDNIGHT RUNNERS
“TOO-RYE-AY”
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From England, comes a tetally new way to rock!
Led by Kevin Rewland, Bexys Midnight Runaers
redefines the meaning of rock with a truly
original and exceptional new atbum, “Too-Rye-
Ay.” A unique blend of acoustic and electronic
sounds, producing a distinct new sound, like the
enchanting “Come On Eileen,” the 1st hit single.

See Dexys Midnight Runners on MTV!

ON BUTCHER AXIS

Discovered by the J. Geils Band in Boston, this
power trio debuts with an album that puts rock
‘0’ rall into full throttle for the 80’s. Jon Butcher
Axis marries virtuoso guitar playing with power-
ful sengs like “Life Takes a Life,” and “Words.” ‘

Watch for Jon Buicher Axis on tour, coming to C :
your town soon. —_—

Special low price $6.98 list.

Give the gift
of music.

Manufactuwed and Marketed by
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Intrigue, Adventure And Low-Cost Thrills
From The Home Of Warner Bros. Records

RACING IN THE STREETS with
Bruce conjures up the Pulaski Skyway,
Paramus and the Meadowlands; with
7.Z Top, the scene is a little more
pastoral and smells a whole lot better.
(“I got a '34 Ford with a flat-head V-8/
Down in Texas by the Rio Grande™ ZZ’s
latest is a nitro-powered jackrabbit
called Eliminator—its fuel is delivered
“Under Pressure’ with some trick
modifications that will blow away Topper
fans and neophytes alike. The 6x12 cas-
sette configuration and a world tour are
bringing Eliminatorhome.

E’ENTFYE KINNA RRREAD THIS
WRRRITING. y’ will love 0X0. With
four lead vocalists and a brogue-laden
manager, the sounds of 0XO could very
well make the Irish Potato Famine look
like a minor cultural flutter. In the words
of their manager, OXO’s first hit single on
Geffen istitled *“Whirrrly Girrrl’

SIRE, THE BRITISHARE COMING.
Echo & The Bunnymen's third LP,
Porcupine, entered the English album
charts at No. 2. The Bunnymen are long-
time import favorites, and IPorcupine
may very well signal their chance to
multiply unhampered on foreign soil.
Meanwi;ile, countrymen Modern
English have just released their debut
LP, After The Snouw, containing a radio
and MTV favorite, *‘f Melt With You.”

IF YOU BELIEVE THE LOS
ANGELES TIMES, Rank and File's
Slash/Warner Bros. release of Sini-
doion is "the year’s best American debut
album.” If you don't believe the L.A.
Times, critic Robert Hilburn has a list
just waiting for your name. In either
case, Rank and File's country/punk
sound has proven itself on both sides of
the Mason-Dixon line, and the band’s
originality has already spawned i host
of admirers. Look for a bonus song on
the Sundown cassette..

WHILE EVERYONE
ELSE HAS BEEN
TRYING TO
DEFINE ROCK'N’
ROLL, The Blas-
ters have been
making it. Emerging
once more from
behind Southern Cali-
fornia’s infamous Orange

Curtain, the expanded

Blasters have added veteran sax players

Lee Allen and Steve Berlin to their Non
Fiction line-up. Why do you think they
call them "Blasters”?

THERE IS A TERM for going to bed
with two people, only to wake up and
discover you were seeing double the
night before. The term is Mirage 4
Trois, which coincidentally is the name
of The Yellowjackets’ second album.
Russell Ferrante, Jimmy Haslip and
Ricky Lawson are The Yellowjackets; on
Mirage A Troisthey are joined by such
artists as Robben Ford and James New-
ton Howard, with Richard Elliot on

lyricon.

VERY MODERN POP ishow the
A&R (Artists and Repertoire) people
describe The Belle Stars, the debut
album from an all-female Enghsh group
of the same name. Sarah-Jane, Jennie,
Miranda, Stella, Lesley and Judy com-
prise The Belle Stars, though the group
is currently searching for an additional
keyboard/sax player. And it was so easy
to choose your favorite Beatle..

IF YOU'VE GOT THE KRAFT, we've
gof the werk. Techno Pap, the latest
album from Kraftwerk, continues this
German band’s exploration of man’s
relationship to technology. Kraftwerk
has developed new instruments and
recording techniques, and in the pro-
cess influenced the likes of

renowned German film-

maker Rainer Fass-

binder and the

David

orations.
It took
two years of
R&D, but Techno
Pop is on the way.

HEY BUDDY, CAN YOUSPARE A
YELLOW CARB? The art director
wanted a yellow cab in the background
of the cover photo for No Leoking
Back, the new Gerard McMahon
album. So she called Yellow Cab, and
promptly received a red one. Then she
called Checker Cab, and received a
yellow one. As Gerard says, No
Looking Back. And no looking at the
meter, either.

SAILORS LOOKING FOR A GOOD
TIME have been writing ta “This Is
Advertising?” with alarming frequency.
but you'd have better luck at the USO
Inquires concerning the music (and even
“omments on our devil-may-care attitude)

. maybeaddressedta "ThisIs Advertising?"
at PO. Box 6868, Burbank, CA 91510.
The ball's in your caurt.

©) 1983 WARNER BROS. RECORDS INC.

there, a few more changes. So my chal-
lenge is to put melody into a kick-ass
format. My version of ‘| Got To Try' is
kind of the Four Tops meet the Knack."

But in the attempt to move butts, the
stripping away of Kenny's jazzier influ-
ences may have gone too far. The kind-
est thing that can be said about “Don't
Fight It" is that it reflects less of Kenny's
careful craftsmanship and more of co-
writer Steve Perry's fast-food rock ten-
dencies. Kenny admits the song's
weakness, but emphasizes that it was
written as a concert encore and not a
recorded masterpiece: “‘Don't Fight it’
was not designed to be a hit record; it
was a concert kick-ass but it was so
simple and straight-ahead, the com-
pany couldn’t see past it. And the Steve
Perry connection was so obvious. We
were up in San Francisco doing the
vocals and Steve said, ‘“You know, | bet
the company’s going to want to use this
as a single,” and | said, ‘Are you kidding
me?!" As soon as they know you're on it,
there won't be another song on my
album! (laughs) So you just accept that.
But the next singles will be stronger.
‘Don't Fight It is just not the kind of piece
that's going to endure,” chuckles Kenny
philosophically. “It's no big deal; it's just
a fun song.”

Loggins has more ambitious plans for
his rock direction, citing critical golden
boys the Police as a strong influence:
“When | first heard ‘Roxanne,’ | thought,
'‘Now that was innovative. That was a
turn-on.” When | tatk about simplicity, |
think of the Police. Tear it down, make it
spare; when you hit a groove, hold it.
Keep the body swinging. Let's be less
cute and rock a little harder. Those are
the kind of things I'm thinking about now.
Don't you think it's a gamble? Every time
you come up with something new, you
risk the loss of your old fans who've
become comfortable with you. I've been
worried about this move into rock 'n’ roll
that we've been talking about. | don't/ike
the idea of leaving some of my audience
behind, or asone friend put it, leaving my
strength behind. You've got to be careful
not to move only on into your weakness.
But if you just stand still and write the
same song over and over again, you
might as well retire.

“"Now we're making a big deal about
Kenny Loggins taking chances, but if
you think of all the experimental and
chance-oriented groups doing popular
music today, I'm not one of them—
because | hang so hard on melody. |
don't see myself on the cutting edge.”

Loggins uses “Swear Your Love"” on
the new album as a good example of his
new sonic urgency. Couched in the 80s
eighth-note attack are graceful, melodic
subtleties and chord changes (including
aterrific bridge) that obviously took con-
siderably more time to construct than
“Don’t Fight It.” For Loggins, this song is
a good example of running at his weak-
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PL VOCAL MIKES

PL80 Designed with computer-assisted FFT
technology, the PL80 super-cardioid has better
gain-before-feedback than virtually every other dynamic
microphone currently on the market. Its crisp highs

and bass-boosting proximity effect enhance a performe-’s
voice without compromising the:vocal quality. The

PL80 has fast become one of the world’'s most desired
vocal microphones.

PL88L Outstanding performance at an “entry level”
price. This dynamic cardioid offers a good gain-before-
feedback and voice-tailored frequency response

with just the right amount of close-up bass boost.

PL91A This popular cardioid microphone has been
refined and redesigned specifically for performers. It
features good strong bass boost when held close,
superior highs, and an “open” sound over the entire range
that makes it a joy to work with.

PL95A As the concert mike of choice by top performers,
the PL95A offers superior gain-oefore-feedback. The
wide, linear frequency response and controlled bass boost
when held close have made it an internaticnal favorite:

PL76B The hottest vocal mike io hit the market in
years, this sophisticated cardioid condenser will change
your ideas of what a mike can do for your voice. Battery
life is an incredible 3000 hours.

PL77B Take the PL76B, add phantom power, atwo
position bass contour switch, and you have this great
vocal mike.

PL INSTRUMENT MIKES

PL20 One of the most coveted microphones in the
world, the PL20 is a Variable-D* dynamic super-cardioid
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reinforcement applications.

PL5 A professional instrument mike for super high
SPLs, often used for close miking of amplified guitar,
bass or synthesizers.

PL6 This super-cardioid is a Variable-D" design which
allows directional miking with the characteristic close-up
bass boost of directional mikes. This minimizes feed-
back problems and unwanted sound leakage from other
sound sources.

PL9 EV believes this is the best omnidirectional
instrument mike on the market. Very flat frequency
response over a wide range. Put inside of drums at

high SPLs or for high quality recording and capture it all.

PL11 Aninstrument mike that can double as avocal mike,
the PL11 is another of the fine Variable-D" family great
for pick-up of brass, reads, and overhead percussion.
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ness and succeeding, the more so
because he wrote it entirely himself: |
have a tendency to be more critical with
myself than positive, but | think | was
successful with ‘Swear Your Love' in
that | took it into a Hollies vocal with the
rock rhythm section. On the other hand, |
think | really lost 'If It's Not What You're
Looking For.' That song should've been
a hit record and | just couldn't get the
handle on it."

Loggins may indeed be a bit hard on
himself; “If It's Not" is still a strong track,
despite its hints of Hall & Oates. Was
that song influenced by the Philly duo? *I
think it probably was. You can't be walk-
ing around today without knowing their
work. But it all depends on what way—
it's not a rip-off.”

But the following song onHigh Adven-
ture, "It Must Be Imagination,” has a dis-
turbing similarity to “Your Imagination”
from Private Eyes. !.oggins readily
admits the resemblance but pleads
innocent to borrowing: "I wasn't aware
of it at ali; it was a total coincidence. The
first time | heard their song was after I'd
made the record and | saw their video. |
was kicking the television—I couldn't
believe it. | said, ‘Goddamn it, | think it's
time for me to write with this guy.”

But for all his efforts to absorb the
tight-pants rocker role (including a little
macho posturing as he describes

‘going blow for blow" with Steve Perry

and kidding about "I intimidated him a
lot”), itis still as a balladeer, as a manipu-
lator of our emotions, that Loggins has
few peers. For all my reservations about
the new album, the Loggins gift
ambushed me one afternoon after | had
walked out of a particularly heated dis-
cussion; as | drove off in a huff, the
strains of "The more we try, the more we
just get lonely” came over my car'stape
player and | discovered Loggins and his
wife Eva Ein had exquisitely rendered
the mix of frustration and regret. Far from
being surprised at this confession, how-
ever, Loggins smiled knowingly: “Very
much so. It's personal experience that
brings any tune to the forefront. There
was even, my God, a Barry Manilow
tune—now I've never had ears for Barry
Manilow, but when my mom and dad
broke up, my dad was very moved by a
song called ‘'The Old Songs’; the idea of
the tune was that maybe the old songs
will bring back the old times. And all of a
sudden, | was extremely moved,
because | saw it from his point of view.
So a song like 'The More We Try," it'll hit
home. And it isn't just a man-woman
song. It was originally intended as a
father-son song.

"Take a songlike ‘ThisIslt." i got a bad
review when it came out: a writer said it
was 'your average boy-girl song." Well,
he was wrong, and | wished to hell he'd
asked me what it was about. I'm still

“m All Right”: Loggins’Equipment

Kenny Loggins: Kenny is using three
custom-made Yamaha SC600 electric gui-
tars, one with a shorter neck length, the
other two with deeper cutaways to accomo-
date his new interest in taking onstage gui-
tar solos. Through a new Sony wireless
system, he is connected to two different
amp systems, one a Marshall JCM series
4104 head with two 15-inch speakers for
distortion, the other a Music Man HD130
head through a Mitchell cabinet with two
12-inchers for a clean country sound. His
acoustic guitars are a Yamaha L-5 (with
beautiful inlay), a Takemine EF-375S, a
Takemine EF-400S twelve-string and a
Takemine E-90 nylon-string; all acoustics
are on a Nady wireless system.

Mike Hamilton: Guitarist Hamilton, one of
two holdovers from Loggins’ old band, uses
a white Strat and ared Gibson 335. He uses
the same Marshall setup as Kenny for dis-
tortion, but uses a Yamaha 21211 amp ‘or
his clean sound. Both Kenny and Mike use
a Yamaha E1010 anaiog delay, an Ibanez
Tube Screamer, an MXR sustain and a Paul
Rivera-modified amp pedal. Mike's exten-
sive pedalboard also includes a Mutron
phaser, @ Morley wah and an Ernie Ball
volume pedal.

Vernon Reid: Vernon's bass is a red Aria
Pro ll—he uses both a fretted and a fretless
model. He also uses a Roland Synth-Bass
and pedal for more metaliic songs. He plugs
through a Boss Chorus, a new Boss vibrato
and a Yamaha E1010 delay into an Alembic
pre-amp and a Yamana P2200 power amp
and Yamaha S215 speakers.

Tris Imboden: The other old hand in the
Loggins band plays Tama drums and Ziid-
Jian cymbals. He favors the rim support sys-
tem of mounting his toms.

Neil Larsen: Well-known L.A. studio hand
and former l|eader of the Larsen-Feiten
Band, Neil plays a Yamaha CP80 electric
grand piano, a Prophet 5, a Hammond B-3
(?) and a Minimoog, all run through a
Yamaha P2200 amp and S14115 speakers.
Steve Woods: Steve plays a Fender
Rhodes 73-key suitcase piano an Ober-
heim OBXa, a Yamaha GS1 FM digttal syn-
thesizer and a Yamaha CE20 digital
polyphonic keyboard. His rack system also
is powered by a Yamaha P2200 and runs
through a set of Altec 604s.

Guitar technician Dallas Schoo was the
closest eyewitness to Kenny's Salt Lake
City fall and gives this account: "It was the
first date of the sold-out leg of the tour,and |
could tell he was especially anxious to get
out there. The band had started the first
number, 'Love Has Come Of Age,' and
Kenny was supposed to come by me at
stage right, pick up his guitar and run on for
the first verse. It was completely dark and
he somehow missed the hand-off. He kept
going right by me and actually crossed the
stage behind the amp line. After a minute or
two, | felt something was wrong and went
looking for him. | found him on the ground;
he had fallen off of stage left. No one at the
concert actually saw anything happen. He
was supposed to stay in the hospital for
three weeks, but he just couldn't lie there.
He probably came back too soon, but he
was so strong at the comeback show at
Provo. we knew he was all right."
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The Fostex 250
Multitracker.

User Friendly.

If you’re a player, you don’t need to take time
away from your music in order to make your demo
tapes.

You don’t need someone else to run the
recording gear, either.

Not if you have a Fostex 250 Multitracker.

An independent test” comparing multitrack
cassette recorder/mixers found the 250 Multitracker
to be the easiest to understand and use.

We call it user friendly, to borrow an
appropriate computer term. But find out for
yourself.

Just visit your nearest Fostex dealer (also
friendly) and get your copy of a comparison booklet
we've prepared.

Feature for feature, function for function, sound
for sound, you can’t do better than become another
friendly user of the Fostex 250 Multitracker.

FOSteX

PERSONAL MULTITRACK

To find the name of your nearest Fostex dealer, call or write
Fostex Corporation of America, 15431 Blackburn Avenue,
Norwalk, CA 90650 (213) 921-1112

“Source: INTERNATIONAL MUSICIAN AND RECORDING WORLD, December, 1982
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getting letters today from people who
are getting out of hospitals or are in life-
or-death situations; they say, ‘Thank you
for that song. You've been involved in
saving my life." And that's what the song
is about. The specific incident was when
my dad was going into the hospital for
major surgery and had pretty much
made up his mind that he was going to
die. That song was my argument to him,
saying, ‘'You don't have to die, you don't
have to check out. It's okay to be
accepting of death, but don't resign
yourself. | was telling him that he had a
choice: 'This...is it. Don't think about
anything else. Everything else right now
is bullshit. This is the only thing that mat-
ters in your life." And a lot of people in
similar situations, who didn’t know the
story of my father, wrote and said, ‘That
really hit home." They heard it, but the
critic.... | mean, you can’t blame him,
because he'd never been in that situa-
tion. But the people who have been will
hear that song, the way you heard that
ballad. For what it's worth,” he adds,
self-effacingly.

Did Loggins worry about the difficul-
ties of coming back from his two-year
hiatus, when he did little but help raise
his two new sons and refused to answer
phone calls from the record company?
“Yeah. When you disappear, you take
your chances, but | wouldn't have had it
any other way. What they try to sell you is
the merry-go-round or squirrel-cage
theory: you gotta keep running as fast as
you can to stay in place. | don't think
that's necessarily true anymore. | could
run as fast as | could and if | make a
rotten album, | don't think I'll stay in one
place. | think the people will be the first
ones to tell me to take my time. I'll start
getting calls from you guys, saying,
(journalistically) ‘Why did you put your
album out so quickly? Does it bother you
that the critics say...." You know...you
go, 'Oh, here we go again....’

“I know that we've spent a lot of this
conversation talking about the fearsand
the feelings, the darker side of certain
things as opposed to the positive side,
like for example, ‘Don't Fight It." But
those things exist; you can dwell on
them or you can look at the other side.
Like the 'This Is It' situation, where | can
either choose to believe that it's a lousy
song, a boy-girl song, or the person who
said, ‘Thank you for writing that song.’
Both of those are reviews, only one gets
read by a lot more people than the other.
So for me, making music has to do with
making music / can be proud of, and
trying out new territories and seeing
where | can and can't go; and that
means making mistakes. But those mis-
takes can only be viewed by me, from
my own vantage point. There are some
things that might be seen as a mistake,
but will cause the next album to be that
much better, because ['ll have learned
something. That's what it's all about.”™
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Drumming up business is easy—when you've got
the right instruments. And Casio gives you keyboards to
beat the band. All at prices that beat the competition.

Even our smallest pocket-size model, the P1-20 has
crispdigital sound, 7 voices, 17 rhythms and an elephant-
size memory that stores up to 508 steps. The slightly larger
PT-30 has the same memory, but offers additional voices,
rhythms and an ability to store melodies in a separate
cassette recorder.

Our MT-45 and MT-65 have 49 note, 4 octave key-
boards. And while both feature extraordinary clarity and
authenticity of tone, the MT-65 gives greater versatility, with
768 rhythm variations to accompany its 80 instrument
sounds.

Our tull-size Casiotones offer heavyweight sound
in a lightweight package. The CT-405 includes a 13 step
transposer, which allows & to be played in one key while
the music comes out inanother. And our top-of-thedine
Casiotone 7000 is alse, incredibly, a 4 track, 8-note poly-
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phonic mixing and recording studio with digital panning
stereo conol and a 1,855 step memory. And it will, at the
touch of a button, demonstrate its astounding capabilities.

No less astounding are our Casiotone 501 and MT-
70. They are sophisticated enough for accomplished musi-
cians. Yet with their miracle scanner, they can read bar-
coded music (from Casio’s library of 300 compositions) and
play it back—automatically, or through the Melody Guide,
which guides beginning fingers across the keyboards with
flashing lights.

Casio offers an electronic keyboard for every size
wallet as well as talent, each built with that famous Casio
attention to quality. If you want today's musicians—and
tomorrow's—beating a path to your door, you owe it to your-
with the

selfto carry the s I o
times. C

line that'sin tune
caso. Where miracles never cease

Casio, Inc. Electronic Musical Instrument Division: 15 Gardner Road, Fairfield, N.J. 07006 New Jersey (201)575-7400, Los Angeles (213) 803-3411.




NEW WAVE SHOULDN'T BE
RECORDED ON PUNK TAPE

A cassette tape is the perfect place to hide punk workmanship.
Something you went find in a Maxell tape.

Because at Maxell we build cassettes to standards that are 60%
higher than the industry calls for.

Unlike ordinary cassettes, Maxell tapes are made with special

angi-jamming ribs to prevent sticking, stretching g maxell
and tearing.
So ask for Maxell cassettes. And the next

time you'e recording new wave you wontt

get stuck with a punk tape. IT’'SWORTH IT.
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African Innovator Takes on the World

Juju crown prince Sunny ecstatically leads his African Beats through intricate rhythms.

BY RANDAIL F GRASS

Lagos, Nigeria during the early 70s was
wired with a speciai kind of energy, a
heady optimism transmitted like an
infectious disease, something like the
60s inthe West. The scars of a devastat-
ing civil war were being healed by an
economic boom fueled by a mushroem-
ing petroleum industry and Lagos was
suddenly plugged in to the internationatl
grid of instantaneous gratification. For
Nigeria, with seventy million people (one
out of every five Africans is a Nigerian)

and meney gushing from the ground, the
future looked bright indeed.

Amid the explosion of expressways,
elecironics, automobiles, fashfons and
televison, the people of Lagos danced
all night, every night, to rhythms and
sounds of every description—funk, rock,
Afrobeat, juju, Congo, highlife. reggae
and more. The night air reverberated
with throbbing electric basses, rumbling
drums, blarirg horns and whining elec-
tric gurtars. Sudden affluence created
African pop and a teenage lifestyle—
African kids wanted to be pop stars. No

longer did they have to look to the West
for their heroes—Sunny Adé€ (pro-
nounced "“Aday’) and Feia Ransome-
Kuti were making electric music no one
had heard before.

Back then, Fela was grabbing most of
the headlines, even though Sunny Adé
& His African Beats were packing them
in at Lagos clubs, just as consistently.
But Sunny was doing it without notoriety,
on the strength of his music alone. You'd
catch him in a club with his army of
African Beats, fifteen-odd young men
draped in lace, perhaps, churning out a
dgangerously hypnotic rhythm known as
Juju. Amid the battery of electric guitars
(up to three guitars picked out counter-
rhythms behind Sunny's ringing chords
and stinging leads, the magic ema-
rated from an eerie interpiay between the
electric bassist and a corps of percus-
sionists which included a trap drummer,
squeeze (or “talking”) drummers beat-
ing on skins with curved cudgels as they
varied the tone by squeezing the drum
with their elbow, and miscellaneous
gong, sekere (gourd) and sticks players.
The bassist played high on the neck,
getting tantalizing, fleshy sounds that
meshed completely with the talking
grums, whose throaty sweoops and thuds
mimicked the human voice and vibraied
in the belly.

The African Beats merged African
earth tones and natural rhythms from
traditional music with the cool, charged
sounds of electric instruments played by
musicians plugged into urban energy.
Sunny stood in front of his orchestra and
sang smooth, lyrical melodies cloaked
in harmonies that made even the Beach
Boys' vocal overlays sound thin. And the
people danced endlessly, as the band
played for an hour or two, shifting from
song to song, the perfect backdrop for
infinite partying.

It seemed that Sunry Ad€ led a
charmed life. Amid dozens of juju bands
(Ebenezer Obey & His Inter-Reformers,
Dele Abiodun & His Top Hitters, |.K.
Dairo & His Blue Spots, to name only a

31



NJ SERIES
B.C. RICH

Buy a B.C. RICH NJ Series and
you get the best of both worlds. Tradi-
tional excellence of B.C. RICH guitar
design combined with the top quality
and value of an instrument crafted in
Japan under the supervision of Ber-
nardo C. Rico.

That's B.C. RICH NJ Series.

Send $2. for product

[y 1 information to:
l&~ B.C. RICH Guitar CO.,
P pO. Box 60119, L.A,, CA 90060

32

few), the African Beats captured the
hearts of youth with innovation after
innovation. How many artists anywhere
could release upwards of forty albums in
a little over ten years and sell hundreds
of thousands of copies of each? How
many artists have hit singles their
second time out? Sunny Ad¢ streaked
past all the other juju bands, past the
rock and funk outfits, past the Congo
bands, even past Fela & Africa 70 to the
international limelight. Now, with Juju
Music, his magnificent American debut
LP and his first American tour, he has
become the most important force on the
international music scene.

Sunny’s story, no rags-to-riches saga,
reads like a fairy tale. He grew up as part
of the royal family of Ondo, an important
Yoruba town in western Nigeria—in
short, he was born a prince. But the life
of royal offspring in Africa is less spec-
tacular than Westerners would imagine;
like any African child, Sunny grew up
amid the rhythms generated by day-to-
day living in Africa—in the market-
places, at festivals, in the streets; the
sounds of apala, juju, sekera and other
traditional musics imprinted a vast
repertoire of rhythms and melodies in
his mind. Fatefully, he was brought up in
the town of Oshogbo, an artistic and
religious center of Yorubaland, where
musicians (especially the best drummers),
dramatists and poets gravitated. Young
Sunny used to hang out with the top juju
musicians inthe area after school, learn-
ing to play conga drums. One key to his
phenomenal success lies in this early
training as a percussionist. Then, like so
many music-intoxicated American teen-
agers, he ran away from home to join a
band—only he was seduced by juju
rather than good ol’ rock 'n’ roll.

“I left school in 1963, he recalled
from behind a desk thirty-nine floors
above Manhattan's streets shortly after
his February arrival in America. He
looked like a young executive ontherise
with his natty grey suit and business-like
bearing. “In fact, | ran away from home
to join a group in Lagos. | sent a mes-
sage back home before they declared
me missing but | didn’t tell them what |
was doing until | came home, showed
them the picture of the band and said,
'I'm playing with a big band and they like
me very much. Haven't you heard the
name Moses Olaiya before?' | tried to
convince them it was a good thing but
they were not convinced.”

Moses Olaiya, along with Tunde
Nightengale, |.K. Dairo and Ani Bakary,
was a star on the Lagos nightclub scene
but Ade was so precocious that he often
led the band in Olaiya's absence, and
even picked up an acoustic guitar which
he taught himself to capo and pick with
his thumb like Olaiya. As he hung out
with other young musicians on the
scene, a germ of an idea developed.

“| called a few of my friends, not from
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the band but from outside it, members of
other groups. We were living in nearly
the same compound sO we got our-
selves together, three or four of us, then
invited some other boys, too; we made a
band of eight members. We started
practicing. | thought; ‘This kind of K.
Dairo music is being played by so many
different bands but Tunde Nightengale's
music...it's only him playing that style." |
could imagine 500 different groups all
playing one particular sound and one
playing a different one—nobody copies
him—and the people love him. What is
really pushing so many people away
from Nightengale is the voice, because
he likes to sing very high notes, his voice
is like a woman's and no one can copy
that. | said, 'l cannot copy the voice, but
let me copy the music.’ So we started
taking the music on our own.”

Fortune smiled almost immediately on
Sunny Adé€'s young band. They got a gig
at a major hotel opening for Bakary's
band. The owner, who took a fatherly
interest in them, helped them weather
the audience’s initial rejection and soon
they were building a reputation. A
chance meeting with a representative of
the African Songs record label, newly
sprung up to challenge the foreign-
owned giants Decca and EMI, led to
their first single.

"The first single was called ‘Alanou
Doduwa,” which means 'God is merci-

ful.” We are using that slogan for the
band now, as a motto. If we greet each
other, we say, ‘Hello, how are you, God is
merciful.” Well, we were told the record
sold twenty-three copies (smiles) but we
were very happy we could even record.
We recorded in the NBC radio station
and we were happy they even played it
on the radio; it gave us a long, further
step ahead of any other band starting
out at the same time."

The second single, the result of
another Sunny Adé€ brainstorm, cele-
brated a popular football team, and the
rest, as they say, is history.

"We had the shock of our lives after
that. They said, 'Come, come, how did
you do it?" The record within one week
climbed 100,000 copies! Before we
could release another, it had already
climbed 500,000." These are stunning
figures for a market where 50,000
copies sold makes a best-seller.

As the stream of records and perform-
ances flowed, a string of innovations
set Sunny Ade & His African Beats apart
from other juju bands. Every record
brought fresh ideas. They were the first
to record whole sides of non-stop music,
to approximate the live dance scene,
rather than several shorter tracks. They
added electronics to 1974’s landmark
Synchro System LP, wentto London and
commemorated the experience with an
LP, added synthesizers for 1977's Fes-

* Rico Royal—uses a more expensive cane and
has some extra bark removed above the vamp cut

for added response.




tac 77 LP, and began exploring reggae
dub effects in the late 70s. All of the
refinements culminated in his powerful
juju classic “The Message,” which sig-
naled his intention to communicate with
international audiences.

It was a conscious plan to take Afri-
can music to the world. For years, he
and other African musicians had been
soaking up sounds from the West; they
adapted these sounds and created new
African music—now it was time to give
something back.

“I used to hear music from<Jim
Reeves, country /western music (explain-
ing the steel guitar in the African Beats),
and people like James Brown. | saw him
once and loved the way he used to move
onstage (moves he has now adapted to
his own act). And | love Brook Benton,
Fats Domino, Louis Armstrong. People
like George Benson, playing rock out
of jazz. | find him so advanced when he
is playing the guitar; he can talk what the
guitar is saying. That's his own identity. |
love those who have their own identity,
like the great brother Stevie Wonder.
He's so special to me. | used to see a
movie of the Jackson Five. People saw
these kids doing wonders dancing. All
these people inspired African bands.
But | don’t want to dilute things. | have to
make music collectively and make it
about seventy percent home and thirty
= ent abroad, because all my life |

want the Western world to be able to
play the traditional music of Africa. The
talent has to be going up and down...
like people moving from soul to rock to
funk and from funk to different kinds."”

His opening salvo inthe West, the Juju
Music LP, is a stunning panorama of his
music. Its tracks run the gamut of juju's
styles from futuristic space to more tra-
ditional percussion-and-vocal excur-
sions—there's no gap between the
traditional and the experimental for
Sunny Ad€. “Ja Funmi” opens the LP
with an eminently danceable tour de
force and a new version of “The Mes-
sage" dominates side two.

Although Sunny Ad€’s juju is only one
galaxy in the universe of African music, it
illustrates the elements that make African
music one of the most important frontiers
for Western musicians and listeners,
something Sunny is well aware of.

“I' saw s0 many writeups about people
like Talking Heads, so many others get-
ting involved with African music. It
depends on the angle you want to come
in. Some can come in on the rhythms
because Africans are the best percus-
sionists in the world. When you start
from the rhythm side of it, the percussion
side, you can only pick one cowbell, if
you get the correct one. If you want to
copy African music, you'd better use
African instruments—you can have

continued on page 100
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HOLLY & THE ITALIANS

Under normal circumstances, Holly
Beth Vincent would be the perfect
punk debutante. Between the seedy
elegance of her second-hand black
evening dress and the rakish chaos
that passes for her hairstyle, her pres-
ence on the stage of Washington's
Warner Theatre is the epitome of
funky chic.

All, that is, except for one detail—
her glasses. Instead of the nearly
opaque sunglasses favored by punk
rockers and French film stars from the
50s, or the ubiquitous Carrerra eye-
wear so popular in the affluent parts of
California, Vincent was peering at us
through the sort of lenses most com-
monly compared to Coke bottles. The
effect was completely unnerving,
because instead of the easily compre-
hended new wave deb image, the
audience was faced with something
that iooked like it either danced funny
or enjoyed calculus. Definitely not
bandleader material, in any case.

Nor did Vincent do much to betray
that initial impression. Between songs,
she fooled with her guitar, made ner-
vous jokes to the audience or giggled
off-mike with her back-up singers, to
the point that | began to wonder how
she could hold a band together, much

Holly Beth Vincent

ar dictate

less teach it

songs
arrangements

Until she started to play, that is,
because m Holly Vincent's music
there is enough authority and spunk to
counter the effects of even the thick-
est eyeglasses, and Vincent made
that clear early on. Charging through
“Honalu,” from her latest album, she
was confident and coolly effective,
giving the song a breatry urgency that
never slipped into melodrama, while
behind her the band did a stunningjob
of re-creating the dense'y-textured
drone of the studio version. If this is
awkwardress, we shauld all be so
ungainly.

Granted, this edition of the Italians
was fairly impressive in 'ts own right. In
addition to the two back-up singers,
whose rich, soulful harmonies nicely
complemented Vincent's dark, alto
warble, there was giitarst Jimmy
Ripp, bassist Fred Smith and drummer
Jay Dee Daughtery, all three appar-
ently on loan from Tom: Verlaine. On
their own, the five Italians would have
been a terrific band, yet it was clear
that onstage at the Wamer, they were
all doing Vincent's bidding. Smith and
Daughtery, being about as stolid as a
bass and drums team gets fell easily
into their roles; although Ripp did a
typically spectacular job of pushing

36

Los Lobos

his guitar ta its lim‘ts, even he stead-
fastly adhered to the arch'tecture of
Vincent's songs.

Ripp figured most pronmnently on
material from Hally Beth Vincent,
thickening the sound and adding the
right splotcnes of color. Despite the
fact that "Dangerously” had me wish-
ing a trumpet player would raterialize
from the wings, the reduction in scale
only ewmphasized the strength ard
ingenuity of these songs, and the pas-
sion witn which Vincent infuses them.
Because most of the recert attempts
at revived psychede ia have been so
facile and surface oriented, it was
quite a revelation to watch Vincent re-
ignite the spark cf unfettered sonic
imagination wnile retaining such a
strong sense of farm (and fun, lest
these high-f cwn words deceive you).

Perhaps most important from a rock
n’ roll perspective was the way Vin-
cent still managed to slip back intc the
image her gasses unwitt ngly pro-
jected. Midway through “Tell That Girl
To Shut Up,” rer voice toak on such
petulance that when she sang, “Yau
better tell tha: girl to shut up/ Tell that
girl I'mm gonna beat her up,” she
sounded so exactly like a jealous ninth
grader that Isuddenly understood just
how roc< 'n’ roll Coke bottie glasses
can be. — J.D. Considine

LOS LOBOS

The set passes the midway point with-
out incident when a commotion sud-
denly breaks out 'n the packed,
sweat-crenched crowd on the dance
floor. Rwal gangs of tattowed batos
square cff as fists fiy and blades flash,
bleeding bodies slump to the floor, a
fusillade of gunfrre adds to the
carnage ...

Okay. okay, so it's a bit heavy onthe
lurid melodrama ta bring a low-rider
version of “Jungleland” to life in a
Hollywaod club. But fears of a milder
variatios of that scenario just might
explain why bands from largely Chi-
cano East Los Argeles traditionaly
encouner serious problems getting
booked in L.A.'s major rock clubs. Until
the advent of Los Lobos, that is, the
unassuming quartet whose energetic
updating of the East Side heritage pla-

GARY LEONARD

ces them firmly in the Blasters/Rank
& File camp of revitalized classic
styles.

Formed nine years ago as the first
young East L.A band to eschew rock
for Mexican folk music, Los Lobos'
acoustic odyssey took them from play-
ing weddings and the restaurant cir-
cuit to folk caubs and a twenty-minute
hail of spittle from the clones of St.
Rotten at PiL’'s 1980 Los Angeles date
Sheer musical boredom prompted a
gradual reversicn to electricity in '81
and a new repertoire, evenly split
between originals and covers of vin-
tage 50s rackers, roadhouse blues
and jumped-up nortenas (that's Tex-
Mex to yau).

“We haver't gone back on the basic
philosophy of triis band, to play cultur-
al music,” insists drummer Louis
Perez, anc Los Lobos' brand of culture
cuts far deeper than the cheesy Far-
fisa pastiche of a Carrasco. Opening
several Basters gigs secured a foot-
hold in the Hollywood club scene but
it's the way gutarists David Hidalgo
and Cesar Rosas trade off slashing
lead lines and authoritative vocals
while Perez and bassist Conrad
Lozano keep the fire stoked and the
dance floer hogping that accounts for
the band's growng following there.

All well and good when the songs
stay close ta familiar, upbeat blues or
the songhbooks of rock icons Valens,
Diddley and Domino, but how does a
rock crowd react if the material
acquires that tangy, south-of-the-
border flaver? Well, when Hidaigo
nonchalantly picks up his button
accordion and Rosas straps on the
bajo sexta for nortenas numbers sung
in Spanish ard garnished with country
"Yeeee-Haaaas,” the crowd responds
like they've grown up guzzling Dos
Equis at corrrdas andlistening to Flaco
Jimenez

Whether Los Lobos’ skills and com-
mitment will ccnvince A&R people
that its cu tural inusic willbe commer-
cially viabe and not just a passing eth-
nic fancy a ia Ry Cooder’s Chicken
Skin Music Revue is another question
Hollywoad's celluloid division is
already ore-up on their vinyl counter-
parts—Los Lobos tracks have already ,
popped up in the critically acclaimed
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got now, basically, is a couple of guys who are thinking along
the same lines.”

John's commitment to the present aggregation, however, is
unmistakable: “"There’s still work to be done on the show. |
guess we might've pulled it off last year in the same situation
by just playing really loud and being really arrogant. Now we
know we are crossing over in a way. We're playing more of the
larger, polite, sit-down venues, not the hot sweaty clubs, and
we want to be good at it. It's not just throwin' yourseif around,
gettin' lots of feedback and makin' a big noise, it's actually
music.”

The conversation turns to Anne Sheldon and Gary (“callme
‘Sax Giant'") Windo, the former classically trained, the latter a
veteran session stimulant whose experience ranges from
free-jazz collaborations with the likes of Carla Bley to work
with lan Hunter and Pink Floyd. The cross-breeding has
reaped musical stimulation
on all sides and aided the
Furs' focus and maturation
as a band. "Anne's going
over to more ‘head’ music,
as it were, " says Ashton.
“She's throwing away what
she's been trained in for fee/—
which is where we come
from. We're a feel band, you
know?"

Of the cello, John con-
tends, “There you have a bit
of Butler foresight—a keen,
shrewd bit of work on
Richard and Tim's part.
They'd been thinking about
getting a cellist in for a long,
long time, and they convinced
me. She's great, she's got
lots of good ideas, she’s not
like actually working with a
session player cellist.”
Anne, in fact, fits in so well
that permanent member-
ship has been discussed:
the decision hangs on the
success of her current
songwriting efforts with the
band.

Was working with Todd
Rundgren equally coopera-
tive? “Todd didn't really like
a couple of the songs,”
John laughs. "He said, '‘Aw,
it's punk rock, y'know.'
Which | really fell out with
him over. | was really trying
to wind Todd up and make
him get a bit weird and he
wasn't into it. He's mister
Straight man and | got really
pissed off with him at one
point, | actually walked out
of the studio drunk, shouting, pointing back at the window,
because | was so wound up.

| mean, the guy's brilliant. He's fantastic, | wouldn't have any
qualms about working with him again. Like with Richard and
Tim, | can get pissed at them and shout and scream and |
know if it's really worth anything 'l get a result, and they know
they can do that to me.

“It was great, we all learned a hell of alot. The band as such,
a three- or four-piece at the time, was close, really close, andthe
sessions brought us more together than anything."”

| have been invited to attend a Furs' rehearsal session in
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“It was wild, it was wacky
it was totally blatant,
totally rude. I miss it.”

New York. A female voice over an intercom directs me to the
tight studio, and | push open the door. There are Phil, John and
Tim (Richard is late) at the far end of the rehearsal hall, brightly
ht, jamming powerfully, surrounded by plush floor and wall
carpentry, three pianos, and yards of amps and other equip-
ment about. There passes a long period of apparently fruitless
ramming as John and Tim skitter through riffs and moods and
move on quickly. Phil Calvert follows smoothly, though com-
olaining of a lack of inspiration. They don't swing from the
heels with rambling, indulgent jamming, and seldom get into
extended entropic meditations. The Furs are pointed.

Finally, after perhaps forty minutes, Tim latches onto a
chord structure, John a lead, and they work out an effective
verse—first skeletally hummed in John's hotel room the night
before—capped by two jarringly disjunct high squeals from
John—he's capabie of the Big Surprise, despite the seeming
60s familiarity of his guitar
patterns. So are the Furs. |
had begun to accept Ash-
ton's Clapton-Jorma Kauk-
onen guitar sources as
being part not only of the
band’s roots, but their des-
tiny as well. But even this is
to place a box over the Furs,
which | suspect they could
crack with a few solid
chords.

Richard arrives, run-
throughs and lulls ensue,
and it becomes evident that
the group likes to switch
instruments, probably a
heritage of their J-can't-
play-so-I'll-try-this days.
These efforts range from
the quite seriousand practi-
cal (John's explorative
piano tinkerings and Richard's
guitar illustrations) to the
playfully enthusiastic (Rich-
ard's reasonably adroit
drumming) to goofball humor
(John's hysterical imitation
of an American heavy metal
blues screamer and Tim's
onstage lip-synching of
Richard's vocal manner-
isms). “You looked like you
wanted to be a lead singer
out there tonight,” | tell Tim,
to which he replies, "l can’t
sing off-key enough.”

Such maneuvers are a
delight to observe, powerful
evidence of the Furs'loose-
ness, lack of elaborate ego
protection, and tacit curios-
ity in the blurred boundaries
of dreams and wakeful-
ness, of surreality and reality, of this world and alternate ones

Richard stands on a building ledge in his overcoat, arms
Stretched to the brick behind, face the dry feline observer.
Tim’s face is in a window just beside;, he watches as well,
bearing the crescent beginnings of his smile, the cat who just
swallowed the canary. But John, John is amid the boiling street
masses coalescing somewhere between celebration and
chaos. With gunfire and violence swirling, he's sticking out like
a spotlight and brandistiing a gargantuan cellophane machete
high with one hand and copper beer stein high with the other,
loony grin beaming a consuming pleasure and madness....

EBET ROBERTS
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Small victories in a
rock n’roll struggle of
sound and emotion

BY FRED SCHRUERS
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Stumpy, princély BonoVox

-drivesalong Dublin Bay, left
armgrasping the wheel of
hishumble sedan while he uses
the right—temporarilygame
fromamuscle pull he suffered
pressing the flesh with afrenzied crowd of punters
near the close ofa show last week —to sketch illustra-
tionsin theair. He’sdescribing U2’smost perilous
day onstage, playing before thousands ofboozing
poor peopleat Dublin’sTnner City Festival. “This

45
M PHILIPROT /SYGMA



City Festival. “This was in the open air at a place called Sheriff
Street, where they don't let the palice come around—the kids
are on the roofs of these highrise projects with crossbows. Our
tour manager had told us, ‘I'm advising you not to play; I'm
advising the crew not to go.’ They were dismantling our equip-
ment truck before we stopped it.”

U2 and their crew voted, keeping in mind Bono's admonition
that canceling, with the crowd already gathered, could meana
hellish riot. They decided to go on, even after an inebriated
local woman walked off a rooftop and was carted away. They
set to playing, winning hearts and minds by degrees as the
locals clambered on and around the stage. Finally, “This guy
who looked six feet wide, a docker, just walked onstage and
stood in front of me. ‘Let’s twist again like we did last summer,’
he said. ‘Play it.’

“The whole crowd quieted—this was the confrontation:
were we chicken or not? | must admit, | was chicken. | just
stopped the show and started to sing, no accompaniment,
‘Let's twist again, like we did last summer...." And | looked at
the crowd, and all the kids, the mothers, fathers, the wine and
whiskey bottles in their hands, started singing and dancing.
And the guy smiled.”

This is Bono's favorite kind of tale. He likes the smaller
victories. The time the band wasn't “bottled” off the stage in
Arizona, despite the promoter's warning that the kids there
didn't like opening acts. The 1976 showcase gig at the Hope &
Anchor pub in London when The Edge went offstage to fix a
broken string and the rest of the band, fed up with the record-
biz crowd, followed him off and sat down. The overzealous
moment in Birmingham when Bono, The Edge and bassist
Adam Clayton simultaneously jumped into the crowd, guitar
cords popping out of the amps....

Their preferred turf, in Dublin, is the dockside poets’ walk
known as Lazy Acre. For their *Gloria"” video, the band set up
on a barge moored in the middle of a dogleg inlet called The
Grand Canal, safely across from a cheering crowd of kids and
only a stone’s throw from home base, Windmill Lane Studios.
There, inside of what looks like a drab stone warehouse, is a
state-of-the-art audio/ video facity. We rattle past the studio,
past the Docker's pub where the band often huddles in the
“cozy” (refuge for drinking mens' wives in unemancipated
days) to pull on jars of creamy Guinness stout.

Winter days tend to be mild here, and even as chilling
buffets of wind send the seagulls pinwheeling off course in
their glidepaths along the River Liffey, the scattered palm trees
rising out of the loamy grass along the roadway give Dublin’s
center a slightly giddy, tropical air. A typical day here brings
nothing more bloody than a rugby match. “No, there's no
bombs going off here,” says Bono, as we pass the Guinness
tankers being pumped full of Liverpool's stout ration at dock-
side. “But there may be some getting made here....”

THE HOME FRONT

The conflict in Northern Ireland 1s part of what goaded Bono
and his bandmates to call their new record War, but the con-
cept is not entirely military: “Sunday Bloody Sunday" is not so
much about the sabbath-day bloodlettings of 1920 (in Dublin)
and 1972 (in Londonderry) as it is about "the trench
we build within our hearts”; “New Year's Day" was inspired by
Poland's beleaguered Solidarity movement, and the accom-
panying video uses stock footage of fighting on the Russian
front in World War Il, but the cutalso evokes lovers’ separations,
"Surrender” deals with suicide in Manhattan. Bono wrote “A
Day Without Me” (on Boy, their debut) partly in reaction to the
news that Joy Division’s lan Curtis had taken his own life.
Since then, a school chum of Bono's, having survived electro-
convulsive therapy in a Dublin institution (Boy's “The Electric
Co.") has "had a go at himself with an electric saw. He told me
that there's only two ways out of the place—either over the
wall or justto cut his throat.” While visiting that friend during his
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recuperation, Bono was approached by a second acquain-
tance from his old school, who informed him the world was
going to end on April Fool's Day, 1983. “I'm going through the
wilderness now,” he said, “but I'm coming into my glory soon.
I've picked a good day for the end of the world.” Bono sum-
mons up the barest of grins. “You've got to laugh. But it's
disturbing, and | feel like there's a high level of mental ilinessin
this country. And | think there's a link between that and a kind
of spiritual unrest.”

This spiritual unrest is hardly alien to Bono himself. The
Bono who wrote an entire album as an excursion “into the
heart of a child” bid goodbye to an emotionally troubled boy-
hood only to make October by virtually speaking in tongues,
raging for days on end into the microphone inside an isolation
booth hastily erected of corrugated iron. "Having had my
notebook stolen in Seattle a few weeks before, | had no lyrics
written down. So | just tried to pul! out of myself what was really

“Bono sings
better when
e’s a bit
desperate. The
soul comes
through.”

going on in the songs. The things you are most deeply con-
cerned about, lying there in your subconscious, may come out
in tears, or temper, or an act of violence....”

Or,in Bono's case, in a coupie months of raking through his
own heart and mind and spilling the results onto tape. Steve
Lillywhite, the young producer who's worked on all three U2
albums, cleared a space for the singer; out of twenty-four
available tracks, he left eight open for Bono's resinous wail to
resound in. "Gloria” was sung partly in a monotone derived
from the recordings of Gregorian chants that U2 manager
Paul McGuinness had supplied; some lyrics poured out in
Latin, and when Bono dashed out of the studio for a Latin
dictionary in order to translate his own disgorgings, heraninto
a friend who'd studied Latin and hauled him back to translate.
The English words are a supplicating howl describing the
exact situation Bono found himselfin: 'l try—to sing this song/
| try to stand up/ But | can't find my feet....”

"William Butler Yeats,” says Bono, “'said that once there
was a period where he had nothing to say. Well, to say thatis in
itself a statement of truth about your situation, so say that. | had
this feeling of everything waiting on me, and | was just naked,
nothing to offer. So t went through this process of wrenching
what was inside myself outside of myself."

The song that now frightens him, Bono says, is *“Tomorrow."
He'd originally thought that the words, with their images of a
black car waiting by the side of the road and a dreaded knock
on the door, had to do with the killings in Northern Ireland. A
few months ago, he realized the song was about his mother's
death, which came when Bono was about thirteen. "' realized
that exactly what | was talking about was the morning of her
funeral, not wanting to go out to that waiting black carand be a
part of it. People sometimes say October is a religious record,
but | hate to be boxed in that way."”

Bono has by now transported us to Malahide Village, a
suburb just north of Dublin, where The Edge lives with his
family. Edge's real name is David Evans, and his father Garvin
moved the family from Wales to Ireland because that was
where his engineering business took him. As we pull up, Bono
does a fond impression of Garvin singing “if A Picture Paints A
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U2’s front line: basaist Adam Clayton, vocalist/hotblood Bono Vox and slash 'n’ drone specialist The Edge.

Thousand Words" at the wedding of drummer Larry Mullen's
father. Garvin Evans answers the door. "Why have ya still got
your suit on, Mr. Edge?" asks Bono, gesturing towards the
night sky. Mr. Edge. sharp-featured like his son, momentarily
tries to loak stern: “Somebady's gat to earn the crust.”

U2 has by now earned considerable crust, which they would
split an even four ways if they didn’t insist on pouring most of it
back into their own recording (thereby retaining creative con-
trol) and touring. Their second American tour campaign sup-
porting October was long, hard and costly. But they were
determined to find their U.S. audience, and it seemed radia
was not ready to help. So they brake one of theirrules and took
second billing to the J. Geils band (at Peter Wolf's personal
request) for the resultant exposure.

Even though they have had virtually no time off from their
1979 signing until Bono's honeymeon last August, the band
refuses to complain. They have a mission, and they are decid-
edly unified in their determination. “When peopile ask us what
our influences are,” says Bone, “we alwayssay, 'Each other.'"

CAMPAIGNING

My first look at U2 came in the fall of 1980, just after Boy's
release. Island Records’ publicist Neil Storey shanghaied me
from the arrivals gate at Heathrow Airport directly down to
Southamptan College, where we walked in on U2 a few min-
utes before a gig. All four band members were twenty-one or
younger: Larry Muilen, who organized the band by posting a
notice at Mt. Temple Comprehensive School after being
kicked out of the Artane Boys' (marching) Band for wearing
long hair; Adam Clayton, who Bono says, ‘couldr't even
dance” at the time he picked up the bass; The Edge, who had
quickly gaone from acoustic noodler to budding guitar hero
through a seemingly innate gift; and Bono Vox, born Paul
Hewson, with the slapdash good looks and unselfconscious
swagger to match his drive. "It had been a long time,” recalls
Dublin rock writer Bill Graham of an early U2 gig, “since I'd

seen a singer who went for an audience that way, all the time
watching their eyes.”

Their stage show was much too large in scope for that
low-ceilinged, underpopulated function room at Scuthampton
Coliege.The Edge's clarian calls on the treble strings, Larry's
martial ferocity and Bona's upthrust arm showed an expan-
sive, hotblooded streak that had been developed naturally in
what Bono called “a garage band,” as they went from being
utter novices to playing in open market squares to the soused
and skeptical local teenagers, to the kind of reputation that
enabled them—before they even had a contract—to fill Ire-
land's largest concert hall. They stood against the pretensions
of the new wave's ideologues, against the "gop™ onU.S. radio,
against the elitism of fashion bands like Visage.

They went a long way on Bono's tirelessness;, his fervor with
& mike in his hand. "When you think, ‘Oh, screw it, I'm not
gonna climb this mountain,’® says Adam, "he's the type of
person who'll hit you in the ass and get you going. It doesn't
make you a lot of friends, but it's a great ability te have.”

Bono gave The Edge his nickname, but he's a bit cryptic
about why. When he’s asked, he grasps Edge’s long, chiseled
jaw and turns it in profile. “The Edge.” Then, after a pause:
“Let's just say he's on the border between something and
nothing.”

At one point during the endless rounds of touring, Bono
thought he had sussed The Edge’s guitar style, and attempted
to demonstrate as much ata sound check: “I'd been watching.
I knew all the settings, knew his machines, the chord shapes,
put my fingers where he puts his, had the volume he has if at,
struck it the same way—and this blluuug came out of the
speakers. The road crew just burst out laughing, and the guitar
roadie came up and said, “You know, I've been watching him
for the past year and I've tried every day to make it sound like
he does. | can't do it.”

“Oh, gosh,” says The Edge in his disarmingly angelic way
when asked how he does it. I tend to do something with the
guitar sound, use certain effects to fatten it, rather than just
use it clean—though on War, it's cleaner than the previous two
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albums. | use the echo in a very concise way—I try to use the
repeats in time with the music. Mast guitar plyers would use
the full spectrum of the guitar to get across the power and
dynamics, but by using the echo | can get away without using
the bottom strings so much. | tend to use three-, maybe
four-note chords rather than the full six and to use the top
strings, the top end, which gives that distance between the
bass and the guitar, and gives me a bit more freedom.”
“We started out as non-musicians,” Bone points out. ' We

Bono Vox, “this horny, emotional guy who also needs Christianity.”

learned to play after the group was farmed. | mnean, we started
to write our own material because we couldn't play other
people’s. Adam couldn’t slap in time when he joined, Edge
could play sort of bad acoustic. Larry had his military drum-
ming, and | started singing ‘cause | couldn’t play guitar.”

Adam Clayton concurs. “in the past, when we went in the
studio, we simply didn't know our craft well enough. On War
you can hear more of the arrangements caming from a bass-
and-drum thing; the rhythm section's standing up. That means
Edge doesn't have to play as much. On the first two albums,
knowingly or not, he was covering up for a rhythm section that
wasn't quite mature. We're a much tougher band now.” During
a playback of War's "Surrender,” | catch Adam’s eye after
hearing a particularly canny bass run. He grins wickedly:
“Little something | picked up from Tina Weymauth." Like his
bandmates, Adam stoked his adolescent rack fantasies with
the likes of Talking Heads, Patti Smith and Television (The
Edge clearly carries a few,of Tom Verlaine's arrows in his
quiver). But Adam's not unmindful of the Stones: “l was just
listening to Bill Wyman last week, and he is all over the place
with his bass playing, but the one thing he never tampers with
is where he doesn't play, and that, | think, is the key ta the
Stones' sort of sloppy but rhythmic feel.”

When U2 first came on the scene, “atmasphere,” sooner
than rhythm, was their strong point. To fill in colors the three-
piece couldn't provide, Bono and The Edge sprinkled the Boy
tracks with glockenspiel, punctuating "l Will Follow"'s bridge
with the sound of breaking bottles and closing the track with a
knife jammed into whirring bicycle spokes. For October, Edge
taught himself piano, supplanting the glockenspiels, and
injected searing slide guitar on "Gloria,” "I Threw A Brick
Through AWindow" and elsewhere. (On War's "Surrender” he
plays a 1945 Epiphone lap steel guitar he tound in Nashville.)
For War, the band caved in the soaring cathedial they'd
created with Lillywhite, stripped down ta a kind of “club”
sound, and added violin (“Sunday Bloody Sunday" and
"Drowning Man™) from Stephen Wickham, whom Edge met at
a Dublin bus stop. Theyalsoimported la-la's from Kid Creole’s
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Coconuts and trumpet from Kenny Fradley. With the abandon-
ment of that big, atmospheric sound came agreaterdegree of
realism in the lyrics, although one cut, “Drowning Man,”
retains the “wide-screen” feel of the earlier LPs. While his
bandmates went on holiday, Edge doctored the song. In a
fashion similar to “bowing” a guitar, he set his electric piano at
zero volume, struck a chord, then turned it up, for a chiming,
modal sound that Bono finds “Gaelic.” Adam added a 6/8
bassline, and Larry, for the first time, played with brushes.
Something in the song's Celtic feeling set off one of Bono's
more forthright spiritual forays, and he allows as to how it may
be his notion of God speaking: “You know, ‘Take my hand, Il
be here if you can—I don’t want these famines to take place,
these car accidents, this world of chance, this is not how |
intended’'—but what comes out is also a love song.”

This proclamation arrives simultaneously with a hard left
across a narrow concrete bridge. "Bono," says Edge with the
air of one used to such notifications. “the windshield wipers?"
In fact, the wipers have been grinding away uselessly since a
shower ended fifteen minutes ago. “This is my road,” says
Bono, switching them off. “On the left there, that big house
belongs to Phil Lynott of Thin Lizzy. And,” he says, slowing
down a few yards further along to turn into the driveway of a
rather grand home, "it would appear on first notice that | have
as much money as Phil Lynott. But you'll notice I'm not stop-
ping at this house. Because | live in the stables.” We jounce a
few more yards to Bono's cottage on the beach, on the north
side of a peninsula known as Howth Head. Tidy, with two
windows glowing amber, it looks like a hard place to desert in
favor of playing Indianapolis. Inside, we're greeted by Bono's
wife Alli, an apple-cheeked dark Irish girl whose smile could
be put on a tourist poster to typify the wise, surpassing sweet-
ness of the island’s inhabitants.

The couple were married last August, and as we head for
Sutton Castle to eat dinner, they tell me about the raucous
reception they held there, during which, of course, the band
commandeered instruments from the hired help, climbed ona
table and assisted local folkie-turned-rocker Paul Brady in
playing “Tutti Frutti." Bono was carried about on his brother’s
shoulders and spent his wedding night in the Castle without
benefit of electricity (which the band's exertions had snuffed).
For U2, it was a celebration of more than ordinary signif-
icance—partly because it was their first work break since their
Island signing in 1979, and partly because Bono and Adam
sealed an unspoken pact. Since the late summer of 1981,
when the band came off the road to slam out the October
album, Adam had grown alienated—become, in his own
words, “a cynical, sometimés vicious drunk.” His problems
stemmed from a feeling of being sealed off from Bono, Edge
and Larry as those three grew more and more committed to
their heartfelt but rather private brand of Christianity. Bono had
been raised in the Church of England, a fairly austere—
Episcopalian—flock with little resemblance to the near-char-
ismatic worshippers he began to seek out as he entered his
twenties. The Edge had similar beliefs, and Larry—especially
after his mother’s sudden death in a road accident—likewise
became a committed Bible student. “it is what,” says Bono
emphatically, “gives me the strength to get up every day and
put forth a hundred percent of my energy.” October centered
on Christian topics. In the depths of this estrangement—at a
time when, as oneinsider says, “Adam may well have believed
he was about to be kicked out of the band”"—Bono asked
Adam to be his best man at the wedding.

Adam, along with band manager Paul McGuinness, now
supplies a hearty balance of sex, drink and rock 'n’ roll to the
abstemious U2. And although he skipped out on War's last
sessions, when Bono was putting “40"" (essentially a reading
of the Fortieth Psalm) on tape, he's entirely at home with the
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singer's commitment. "it's very easy to be cynical about it, to
knock it down. But it exists, for the public, on a heart level you
can't intellectualize about, and | think Bono the singer is such
an interesting person not because he stands on a street
corner with his Christianity but because of the conflict within
him between Christianity and the rock 'n’ roll—that's what |
find fascinating about him."”

It was Adam who stuck around in the control booth during
Bono's tortuous October sessions. "'l like to see Bono working
under pressure, ‘cause he's a great improviser, and | think he
sings notes, sings words much better when he's a bit desper-
ate. That's when the soul comes through.”

The soul of the twenty-two-year-old Bono Vox is a capa-
cious and contradictory quantity. He'll point out with some

reverence that the cover of Van Morrison's Veedon Fleece was .

shot on the steps of Sutton Castle, but he is a post-punk with
little reverence for rock's godfathers. He accepts the praises of
Townshend, Springsteen and Jackson Browne with none of the
usual, false-modest demurrers. He seems to regard the Clash
as politically modish carpetbaggers (“How come the Under-
tones, from the heart of the trouble spot in Derry, write pop
songs about their girlfriends, while the Clash, who come from
an art school in London, write about Derry?") and he loathes
“the whole elitist vibe" of London's fashion bands. “The whole
1976 ‘punk rock, man' ethic, what happened to it? The anti-star
ethic, the breaking down the barrier between stage and floor,
it's all out the window. They're actually saying in London, now,
‘Love is in fashion.” That's really wild."

One reason U2 glories in their trips to America is the open-
ness, the non-trendiness, of the crowds. A quick riffle through
press clippings from their last Florida sweep reveals Bono
tactfully disarming a noisy kid in Tampa ("Florida does not
suck. Who says Florida sucks? Are you from Florida, sir? Oh,
you're from New York; | see.”) and jumping onstage in a
Tallahassee club (after being mauled by overzealous girls at
that night's show in the county Civic Center) to sing “Wild
Thing" with a local band called the Slutboys. Precious Bono
isn't. He didn't hesitate to walk up to future Irish prime minister
Garret Fitzgerald in Heathrow Airport and befriend him (result-
ing in a Bono endorsement that was a front-page picture story
in the Dublin papers). But when we pick up a girl hitchhiking to
Bellfield College, from which Bono had once been suspended,
he can't bring himself to tell her he never went back because
he became a rock star.

Bono says a simple grace before we dine at Sutton Castle,
but it's clear that the wine does not taste like medicine to him,
and before long he is giving his stage-whispered account of
the Hewson family in Irish history proceeding backwards
through the famine of 1840 and adducing a rather dubious
blood tie to the ancient kings. Bono drops Robert Plant's name
in the dust as part of an episode in a bar near the Welsh border.
Plant was grabbing Adam'’s coat and ranting about how much
he loved U2, while Bono raptly concentrated instead on a docu-
ment ordering the execution of British monarch Charles |; atits
foot, one of the sixteen signatures was the name MacAodha,
the original Gaelic of Bono's family name, Hewson.

Bono's wife Alli looks on indulgently as he holds forth; he got
his nickname not directly from the Latin for “good voice,” but
from the brand name of a certain hearing aid sold in the British
Isles—such was the force and frequency of his palavering.
The arm-swinging, stutter-stepping onstage Bono is replaced
in conversation by archings of his eyebrow and sly grins, but
the energy always shows through. His marriage, says one
friend, made life easier for everyone close to him: “Here is this
horny, emotional guy who also needs to live as a Christian.”

Bono wrote Boy's “Out Of Control” immediately upon rising
from a troubled sleep on his eighteenth birthday: "l said, ‘Well,
here we are. I'm eighteen, and the two mostimportantthingsin
my life—being born and dying—are completely out of my
hands. What's the point?’ At that point in my life | had a lot of
anger and discontent when | couldn't find answers. It was
violent, but mentally violent." Thus October's “| Threw A Brick
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Through A Window" is a kind of screed against the singer's
inability to find meanings in his own life—but a brick is never
mentioned except in the song’s title.

From the perspective of the recently completed War, Bono
would seem to now believe that he has been a bit self-
indulgent: “On the first record, the lyrics were impression-
istic—and adolescent. On the second record, with a lot of
travel behind me and a lot of experience going through the
brain, | used more images—still refusing to tell the story line
but giving more signposts."”

ENGAGEMENT

With the band's increasing confidence, their songs, which
have always borne the simple publishing credit “"U2," become
more truly four-sided, and their favorite metaphor of a table
stabilized by four legs becomes truer. On "Seconds”
(which incorportes a chant from the documentary Soldier Girls)
‘Bono and The Edge sing together for the first time on record
(and Adam sings his first back-up vocal on “Surrender”). "Two
Hearts Beat As One,” Bono insists, is his try at writing a song
that might get covered by Barbra Streisand or Aretha Franklin.

War's clear single is "New Year's Day." It went straight into
England's top ten on release, and was U.S. FM radio’s most-
added song the week it appeared here. Edge’s guitar skitters
through the verses with a special urgency, Larry's drums
(recorded, to everyone's gross inconvenience, in the stone
central stairway at Windmill Lane Studios) refusetoletup,and
Bono gives one of his characteristically driven vocal turns. “|
think we've reached the point,” says Adam, “where we have
the skill to direct the playing on each song right towards the
feeling that caused the song to be written. We're trying to strip
away everything till we get to that cause.”

Much more than on the previous two albums, that cause is
to be found in a territory far afield of Bono's internal philosophi-
cal struggles—tumultuous as they may have been. It's clear
he wants to strike a few pacifist blows against war's various
engines—but that doesn't mean he's quit doing battle with
music he finds dishonest or irrelevant to the times: "War is
meant to be a slap in the face,” says Bono, "a slap in the
glossy, made-up-to-be-pretty face which is the music of most of
our contemporaries.” M

UTOOLS

The Edge uses a Fender Stratocaster or a Gibson
Explorer through a vintage Vox AC30 amp with a Memory
Man echo"which is a real budget echo, but it works really
well; it's functional and uncomplicated.” He likes “very
heavy" strings, ranging from .011 or .012 gauge up to .056.
"My explorer isn't one of the vintage '58s, it's more like a
‘76, but it's great in that it has a nice top end without that
extra raunch and distortion that a ot of players like inaLes
Paul; it's like a compromise between a Les Paul and a
Strat.” He admits to occasionally using a Les Paul in the
studio, as well as an Epiphone steel guitar he picked up at
Gruhn Guitars in Nashville. "It helps give an ‘American’
feel to ‘Surrender,’ on the new album. The Vox amps are
like the original Beatle amps, with the original box
speakers—little 12-inchers with a very gutsy middle
sound." The Edge is partial to Roland's Chorus 120 amps,
because of their “tough, clean sound.”

Bassist Adam Clayton favors a Fender Jazz bass played
through Ampeg amps, while Bono Vox opts for a Shure
SM-57 mike for the vocal chores.

Larry Mullen’s drum kit is @ Yamaha Studio series with
Zildjian cymbals. He notes, “For ‘Like A Song,' we wanted a
pastoral, Celtic feel, so | got hold of a bass drum and some
skins and used my hand instead of my foot."
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of art and artifice,

of the glamorous and
the grotesque, of the
alien and the earthy.

horns,
strident and clipped, bray in unison against the
dusk, paced by the cool crack of metallic per-
cussion. It sounds like the opening salvo of
“Choo Choo Ch’'Boogie,” the 1946 jump blues
hit by Louis Jordan, one of the founding fathers
of R&B. But the honkers and shouters out jam-
ming on this early winter evening in Manhattan

are just victims of traffic gridlock outside of a truckers' diner in
a lonely factory district near the Lincoln Tunnel. Behind the
beanery’s greasy windows, the wizened waitress tugs at her
hair net and slaps several more pairs of silverware against
formica as the horns subside and the hollering stops.

"“I'd like a bow! of that clear soup with the rice inthe bottom,”
says a willowy, blond-haired young man as he angles himself
into a snug back booth. His tone is meek, his manner demure.
The waitress’ mouth wrinkles in a maternal smile. The grin her
customer returns is disconcerting, jagged milky teeth flashed
with vampire grace. The sight is canceled so quickly one
shudders, wondering whether it was ever there at all, an
unwelcome glimpse at a secret best left intact. “Oh, yes,”" he
adds, gently recapturing the woman's crimped confidence,
“and I'll have one of your lovely chicken pot pies—and a glass
of milk.”

Turn and face the strange: thirty-six-year-old David Bowie,
dressed like a librarian in crisp blue shirt, sleeveless argyle
sweater and khaki slacks, his bleached hair schoolboy-short.
Savoring his lunch, he enthusiastically discusses the after-
math of the Superbowl, and is coddled by the frumpy counter-
lady—"Don't let your soup get cold, hon!”

When she drifts off, he blushes a waxy pink and says he's
been coming to this diner for almost ten years, dating back to
when he had an apartment in the West 20s during his days as
Ziggy Stardust. He adds that he had bet on the Miami Dolphins
even though he's a Redskins fan, and dropped ten dollars in
the process. Such admissions seem suspect. One tries to
envision the Magus of Glam-Rock wolfing down homey
roadhouse fare, his attention glued to some American football
on the tube, but memories of his spectral warpaint and sci-fi
drag demeanor make it difficult.

Predictably, it all later checks out: the management of the
lunch counter confirms that Bowie is indeed a semi-regular
customer of long standing; and the musicians onLet's Dance,

Ziggy Stardust, victim of hypersell anc¢ unwelcome entourages.



his first all-new LP in almost three years, explainthat they got
their boss hooked on the playoffs (and attempted to mold him
into a Jets fan) while recording this winter at New York's Power
Station stud:os.

It's always been an entertainingly strenuous chore separat-
ing the man from the image, and there have been so many
versions of the latter over the last decade that his predilection
for elaborate reinvention has long since surpassed mere cal-
culation or ritual seif-parody. If only by virtue of its crazy-quilt
staying power, the concept of David Bowie has achieved an
integrity all its own. Lon Chaney would have been envious.
Kafka might've been inspired to recast The Metamorphosis
along rock 'n’ roll lines. But not really. Art usually cele-
brates/imitates life, not artifice. Yet David Bowie has brought
artifice within striking distance of art.

There was a time when such goals were a good deal more
than Bowie, a.k.a. David Robert Jones of Brixton, South Lon-
don, could have dared hope for.

in the beginning, glitter rock and grotesque grandstanding
were not uppermost in his mind. Thinking back to before there
was the swishy blunt-cut Beau Brummel on the cover of the
1970 album The Man Who Sold The World or the Veronica
Lake look-alike of the 1971 Hunky Dory LP, recalling an era
pre-dating pop messiah-stud Ziggy Stardust, Dada dandy
Aladdin Sane and leering Aryan dilettante the Thin White
Duke, David Bowie makes a frank admission about the origins
of his exhibitionism: “As an adolescent, | was painfully shy,
withdrawn. | didn't really have the nerve to sing my songs
onstage and nobody else was doing them. | decided to do
them in disguise so that | didn't have to actually gothroughthe
humiliation of going onstage and being myseli. | continued
designing characters with their own complete personalities
and environments. | put them into interviews with me! Rather
than be me—which | thought must be incredibly boring to
anyone—I'd take Ziggy in, or Aladdin Sane or the Thin White
Duke. It was a very strange thing to do.”

And it nearly proved to be Bowie's undoing, as he suffered
through what was essentially the drugs-assisted unraveling of
a "hurt, broken mentality; a fractured person,” while living in
Los Angeles in the mid-1970s, the period of his greatest com-
mercial success. David saysthereisa history of mentalillness
in his family—close relations prone to sudden unexplained
disappearances, aunts and cousins who have been hospital-
ized after being found wandering in the streets. He is still
haunted by the tragic passage of his stepbrother, Terry, who
when in his early twenties returned from service in the Royal
Air Force greatly disturbed. David, who was sixteen years old
atthe time, watched as the ultra-intelligentbrother slowly shut
out the world, eventually declining to talk. Vanishing for a few
years, Terry turned up in a mental ward and has spent consid-
erabie time in institutions since then.

In the aftermath of his own L.A.-aggravated mental traumas,
Bowie resettled in Berlin in 1977, renting a spartan apartment
over an auto parts shop and collaborating on two raw, highly
impressionistic electronic albums (Low, Heroes) with Brian
Eno while he convalesced. "Slowly gaining control over me
again,” as he puts it, he moved on to Switzerland in 1979,
where he and Eno completed their trilogy with Lodger, a tribute
to human restlessness in ail its forms. In 1980, Bowie dipped
back into his nightmares again with Scary Monsters(And
Super Creeps), but this time he appeared to rule the shadow
creatures rather than the other way round.

He bowed out of music fora spellin order to act, debuting on
Broadway as The Elephant Man and on television in Bertolt
Brecht's Baal. He also landed leading roles in two soon to be
released movies. Merry Christmas, Mr. Lawrence, directed by
Nagisa Oshima (creator of the controversial 1976 erotic fitm,
In The Realm of the Senses), is a study of captives and captors
in a Japanese PO.W. campindavain 1942, with Bowie castas
a tough-willed Lieutenant-Colonel who refusesto break under
torture. The Hunger has Bowie playing opposite Catherine

Cinematic sin: Bowie in the title role of Just A Glgolo.
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and risk are a strong element
in life and I've had a lot of
them myself. But I would add
relationships to that.”

Deneuve; she is animmortal siren who needs human blood to
survive, and he is her lover of nearly three hundred years, who
is abruptly—and rapidly—aging.

Now an extended hiatus from recording has been ended
with Let's Dance, a buoyantly commercial effort that heralds
Bowie's signing (for a reported seventeen and a half million)
with EMI, a long-term deal that presumably will also allow
David to exploit his new company's extensive video and fiim
involvements. In spirit, the new record is a distillation of the
R&B craze that swept England in the early 1960s, golden
years of exceptional black music that captivated David Jones
and his Brixton mates. In content, Let's Dance, which was
co-produced by Chic's Nile Rodgers, owed a debt to Louis
Jordan and a host of other jump blues giants, but the Asbury
Jukes horn section and the hard Texas blues riffing of Stevie
Ray Vaughn combined with its other components to forge an
original party-funk cum big bass drum sound greater than the
sum of its influences.

“To tell you the truth, | was not very familiar with David's
music when he asked me to play on the sessions,” admits the
twenty-eight-year-old Vaughn, an Austin-based virtuoso
whose blues group, Double Trouble, is known as one of the
city's best. His 1959 Stratocaster burns with “a passion
straight out of T-Bone Walker; Bowie apparently has damn
good taste in guitarists,” says veteran R&B producer Jerry
Wexler, who arranged the Double Trouble gig at the 1981
Montreux Jazz Festival, where Vaughn and Bowie first met.

"David and | talked for hours and hours about our music,
about funky Texas blues and its roots—| was amazed at how
interested he was," says Vaughn (whose brother Jimmy is one
of the Fabulous Thunderbirds). At Montreux, he said some-
thing about being in touch and then tracked me down in
California, months and months later, calling at 4:30 in the
morning. It was get-up-and-make-sense-quick time! That's
sort of the way in which the album came together, actually. It
was the most fun I've had in my life. David works quickly
because he knows exactly what he wants.”

And what Bowie wanted was a sleek, stylish record that
rocked with a soul swagger; one that rekindled the joy of R&B
which had long ago helped pull a timid Brixton boy out of
himself. Peter Meaden, the renowned British mod who discov-
ered the Who and defined the natty, R&B-cum-amphetamines
lifestyle of the trig London teens of the early 60s, once offered
a terse description of the mod's nocturnal mission: “Becoming
neat, sharp and cool; an all-white Soho negro of the night.”
That line fits Let's Dance and this year's David Bowie to a ‘T’
The title track, “Modern Love," and "Ricochet” are incendiary
ballroom raveups, and the new version of Bowie and Giorgio
Moroder's “Putting Out The Fire™ (from the soundtrack of the
1982 film Cat People) is a sensual sizzler.

David Jones and David Bowie have finally merged, organi-
cally, admirably. But the old artifice dies hard. As with virtually
all interviews Bowie has granted throughout his career, this
one lasted exactly one hour—to the minute (he never even
had to check his watch).

He flew into the diner with a flourish, whipping off his bulky
tan raincoat and offering a hale and hearty handshake. “Let's
make this as formless as possible!” he exulted. He lit a
cigarette, handling it as if it were a conductor's baton. The
wispy smoke and the steam from his piping hot lunch swirled
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around his pale face, the skin so transiucent it seemed you
could see the blood coursing underneath. The thin lips and
pointy, vaguely vulpine teeth punctuated various jests and
pronouncements with their secret smile. He was in jocund
spirits; he seemed at ease. And when he'd talked enough, he
withdrew with a strategic suddenness that was masterful inits
deft execution.
Without a doubt, David Bowie is once again in control.

Even hardy party-er Keith Richards (shown with Tina Turner) was
floored by Bowie's ability to stay up for days on end.

MUSICIAN: Let's Dance has a /ot of interesting early R&B
shadings, bits of Bill Doggett, Earl Bostic, James Brown and a
helping of Louis Jordan.

BOWIE: Yeah, you can probably say that. What happened
was that over the last year or so, as I've been doing filming,
going to places like the South Pacific, | took tapes to listen to,
not really knowing if there’d be much local radio, or indeed
what the music was like over there anyway. | realized that in
what I'd picked out, I'd gone back twenty or more years to stuff
that meant a lot to me when | first started playing saxophone;
there was a lot of Johnny Otis, Red Prysock, that organic rock
'n’ roll orchestra sound. So | think there's a degree of those
other influences on the new LP. It certainly doesn't sound
anything like a revivai record.

MUSICIAN: When you got together with Nile Rodgers, your
co-producer, was it casual at first, the two of you just playing
records for each other socially?

BOWIE: That's really what happened, because | had met him
a few months ago in a club in New York, just after I'd come
back from doing the Merry Christmas, Mr. Lawrence movie
with Nagisa Oshima. We started talking about old blues and
rhythm & blues stuff and found we'd both had the same artists

JOHN BELLISSIMO/RETNA



as strong influences. | guess that triggered me off thinking it
might be fun working with him. | admired some of his work in
the areas of his bass sounds and drum ideas; he was very
instrumental in pulling those sections together or: the album. |
felt that with the kind of European influences I've had, it might
be interesting to see what could result from our working
together.

MUSICIAN: How do you hear the musical textures on the
new LP?

BOWIE: | like the horns—but they're not an overly predomi-
nant feature on every track. It's kind of a mixed bag, really.
And—not for any elitist reason—(laughter) there are no syn-
thesizers on it. | really wanted that same positive optimistic
rock 'n’ roll big band saund that wasvery inspiring for me back
when. it's got a hard cut, very high on treble—it sears through.
MUSICIAN: You assembled an entirely new group of musi-
cians for the record. How did you select the personnel?
BOWIE: The guitarist, Stevie Ray Vaughn, denotes where |
was coming from in terms of putting the band together.
(drawls) He's from Austin, Texas! Plays in a blues band down
thar!

|

When | saw him a year or so ago at the Montreux Jazz
Festival, his trio was the support act for somebody like Muddy
Waters. Stevie is just dynamite—he thinks Jimmy Page is a
modernist! Stevie's back there with Albert King. He's the wiz
kid.

Also, | wanted to have a little relief from the guys that |
usually work with. | wanted to try people that I'd never worked
with before, so that | couldn't predict how they were going to
play. They didn't have much idea of how | worked in the studio.
And as | hadn't recoraed in two years, it seemed perfectly
natural 'rouncd about now to try new people. Nile picked up
most of the rest of the band for me: Omar Hakim from Weather
Report; Carmine Rojas from Nona Hendryx's band. Stevieand
Nile played guitars, and that was the nucleus.

MUSICIAN: Surprisingly, you don't play anything on the
album. Not even sax.

BOWIE: | dor't play a damned thing. This was a singer’s
album.

MUSICIAN: Since the new music marks a return to your very
beginnings in rock 'n’ roll, both career-wise and in terms of
your earliest exposure to certain acts, let's talk about your
background. You were a well-known nightcrawler as a teen-
ager, haunting the West End pubs. Is it true that your father
owned a wreslling club?

BOWIE: Yeah, at one time. It's part of my family mythology.
His father died and left him a lot of money, so he put it into a
traveiing theater troupe, which lost most of the money. What
was leit he put into a London club for wrestlers in Soho, a
nightclub that was gangster and wrestler-oriented. | don't
know how he got involved in that! Then he went into the army
and when he came out he started working as a P.R. man for a
charity organization (Dr. Bernados' Children’s Home), and
stayed there for the rest of his life. He met my mother when she
was working as an usherette in a cinema.
MUSICIAN: Were your parents much in evidence as a kid?
BOWIE: My father died when | was about twenty years old. He
was instrumental throughout all my teenage life; as | got older |
got more and more support from him. My father bought me my
first saxophone. | was not particularly close to my mother, but
I've gotten closer to her over the years. | think the recognition
of the frailty of age makes one more sympathetic to the earlier
strains of any child-parent relationship. The problems are
never ultimately on one side or the other—it's a shared
responsibility and you get more mature about it
MUSICIAN: /s that your mother in the Scary Monsters video?
BOWIE: (Grinning) Ne, that's just a mother figure. She's a
well-known British actress. That was an inevitable question,
and people in London ask her the same thing.
MUSICIAN: Tell me about adolescence, your early teens.
BOWIE: | had the usual desire to break ties with home and
parents, the general anger of youth. | have a half brother and a
half sister, neither of whom I've ever been particularly close to,
because they've never lived at home. | was brought up osten-
sibly as an only child, and they putin these lightweight appear-
ances. | lost contact with my stepsister Annette when | was
twelve—that was the last time | saw her. She was quite a lot
older than me and went to Egypt to get married. We've none of
us heard a word from her since, and we've tried to trace her.
I was living up in Brixton until | was eleven years old, and that
was enough to be very affected by it. It left great, strong
images in my mind. Because the music that was first happen-
ing in my early teens was happening in Brixton, it was the
place one continually had a relationship with. All the ska and
bluebeat clubs were in Brixton, so one gravitated back there.
Also it was one of the few places that played James Brown
records, other than two French clubs in town, La Poubelle and
Le Kilt. A friend of mine, Jeff McCormack, who ended up as
Warren Peace in the Diamond Dogs band, had the big ska
record collection, and it just wasn't worth competing with him,
so | went straight into buying Chuck Berry, Little Richard and
the blues stuff.
MUSICIAN: Were white teenagers welcome at the "she-
beens," as the West Indian clubs in Britain are known?
BOWIE: At that time it was cool. If you expressed an interest
in the music and got off on what was happening in the clubs, it
was a lot easier, | guess, than it is these days. Aithough | don't
know; | haven'tbeentothose clubs in years. I've hardly beenin
London in a social, living way for so long that it's almost an
alien city to me now—which is unfortunate in some respects,
but you lose some and gain some.
MUSICIAN: At the start of your career you spent a lot of time
around the legendary Marquee Club on Wardour Street in
London, which had weekly R&B nights featuring twin bills like
Sonny Boy Williamson and the Yardbirds. What was that
scene like in the early 1960s?
BOWIE: | got friendly with the owners; for me there were no
rules at the door so | used to creep in and watch what was
happening. The Marquee, the Scene, Eel Pie Island in Twick-
enham, they were all a circuit. At the time—sixteen years old,
for me—when | was frequently in those places it was during
the era of the first batch of mods. There were two batches of
mods in England, the first lot being in 1962-63. The initial crop
called themselves modernists, which reduced itself down to
the mods. That was excessively peacocky. These weren't the
anorak (quilted, gabardine raincoat) mods that turned up later
on motor scooters. The scooter thing wasn't quite as big with
the early mods at that time; it was still trains.
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But the first mods wore very expensive suits; very, very
dapper. And makeup was an important part of it: lipstick, blush,
eyeshadow and out-and-out pancake powder—not Clearasil.
It was very dandified, and they were the James Brown-lovers.
Elitist. Pills always played an important part; everything was
fast.

You weren't supposed to like bands like the Rolling Stones,
and especially the Action, the Who and all that crowd who
came along later—these were the anorak boys in the later
60s—because they weren't real mods. | did—secretly. But |
feit sad the former fashion had died out.

| dressed the archetype: mohair suits, two-tone suits; the
shoes were highpointers; Billy Eckstine shirts with big roll
collars. You either had a pinned collar or button-down or roll
collar.

MUSICIAN: How would you eam the money to dress up?

BOWIE: (Snickering, with a wink) You earned the money
somehow or other, wheeling and dealing. Also, a popular thing
was to go down the back of Carnaby Street late at night and
raid the dustbins. Because in those days if anything showed

the slightest sign of deterioration, or a button was missing, or
there was the leastthing wrong with it, they usedto throw it out,
$0 you could pick up the most dynamite things down there!
This was just as the street was becoming popular. Indeed,
there were only about four shops along there that sold clothes
of that nature, so it wasn't a tourist thing at that time.

Also, you could get some good suits made in Shepherd's
Bush. There were good tailors there that would knock up a suit
quickly and inexpensively, out of material (big grin) which you
didn't ask how they could get so cheaply. So you'd get
dressed, go 'round to the Marquee Club and just get looney
and listen to rhythm & blues. Fundamentally it was a rhythm
and blues period, which had just hit the underground in a big
way.

I wasn't a hundred percent into performing music atthe time
of the mods, but I'd been playing saxophone since about
thirteen years old, off and on. The things I'd considered doing
once 1 left school were either to continue being a painter, start
working in an advertising agency or be a musician if | could
possibly get that good.

Bowie’s painful shyness forced him to create separate, complete personalities to carry his message for him.
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was very, very dapper:
Makeup and pills played
an important part. It was
dandified, elitist and fast.”

MUSICIAN: Entrepreneur Kenneth Pitt had seen you at the
Marquee Club around the time you were eighteen and led the
band called David Jones & the Lower Third. What kind of
group was the Lower Third?

BOWIE: | guess it wanted to be a rhythm & blues band. We did
a lot of stuff by John Lee Hooker, and we tried to adapt his stuff
to the big beat—never terribly successfully. But that was the
thing; everybody was picking a blues artist as their own.
Somebody had Muddy Waters, somebody had Sonny Boy
Williamson. Ours was Hooker.

It also was the first band where I'd started writing songs. |
think the first song | ever wrote—there might be others but this
is the only one that sticks out—was called "Can’t Help Think-
ing About Me.” (breaks up laughing) That's anilluminating little
piece, isn't it? It was about leaving home and moving up to
London. “The London Boys" was another one about being a
mod. It was an anti-pill song; | wasn't particularly pro the
thing—after a bit.

MUSICIAN: Wasn't there a point in your late teens that you
were into Buddhism for a while?

BOWIE: I've always been a great fan of diversification,eh? At
one period | had the whole /ot going. | was a Buddhist mime
songwriter and part-time sax player, or it became like that. |
just couldn’t see the wood for the trees. | was trying everything.
I mean, my whole life is made up of experimentation, curiosity
and anything that seemed at all appealing.

MUSICIAN: Was that around the time that you hooked up
with Lindsay Kemp’s Underground Mime troupe?

BOWIE: (Nodding as he gulps down chicken pie) Lindsay
was the man who | ended up studying with, and working for,
and living the most degenerate kind of life with It was all
wonderful, incredible. It's a great experience living with this
sort of rancid Cocteau-ish theater group in these bizarre
rooms that were decorated and handpainted with elaborate
things. The whole thing was so excessively French, with Left
Bank existentialism, reading Genet and listening to R&B. The
perfect bohemian life.

MUSICIAN: Pitt got you your first recording contract in 1967,
didn’'t he? You were signed to Decca for an album, The World
Of David Bowie, in an era when most deals with new artists
were for singles.

BOWIE: | did an album thatended up sounding like a baroque
Tony Newley, more than anything else. They were little
vignette songs. | guess it was around the time that | was
learning to formulate songs out of observed points of viewand
story lines, trying the bit of standing back and looking on at
things. They were very narrative, odd things about child abus-
ers and dykes. That was all Lindsay's influence—that the
everyday is not as interesting as the curiosities of life, and that
they can eventually bring you back to the everyday again.
MUSICIAN: Had you read any Isherwood at that point in your
lite?

BOWIE: | think I'd read everything by the time | was eighteen
or nineteen that | would yet read again, from Kerouac to
Isherwood to Kafka to Marcel Duchamp. They had all passed
through my life at some time or other. On the second pass | just
honed in on a very few of them and sifted and filtered the stuff
that was, for me, affectation rather than something that actu-
ally meant something. And indeed, that’s what | still do.

MUSICIAN: When “Space Oddity” hit in England m 1969,
weren't you suddenly faced with a weird juxtaposition in live
performance—something the later Bowie might have con-
jured up—where you'd be doing Dylanesque shows in front of
pissed-off skinheads?

BOWIE: It was odd. | was not prepared for that at ail It was,
unfortunately, a very good song that possibly | wrote a bit too
early, because | hadn’tanything else as substantial atthe time.
What | was involved in to a lesser or greater extent at that point
was what were known in England as the “ArtsLabs.” Theidea
was to encourage peoplelocally to congregate at this meeting
house in Beckenham and become involved in all aspects of
arts in society. To come and watch strange performances by
longhaired, strange people. They started out with aitruistic
aims. We'd all contribute to the funding, but those things were
always broke, owing money left, right and center. You'd hire
Bunuel films like Un Chien Andalou for people to see and not
be able to pay for the rental. Then you'd have poets who'd
come down from Cumberland in their transit vans toread, and
SO on.

In the midst of all this, I'd written this little thing about Major
Tom and gotten it recorded, and | was told | hada concert tour
if | wanted it! | thought, haughtily, “I'l go out and sing my
songs!” not knowing what audiences were like in those days.
Sure enough, it was the revival of the mod thing which had
since turned into skinheads. They couldn't abide me. (laugh-
ter) No! No way! The whole spitting, cigarette-flicking abuse
thing by audiences started long before the punks of 1977 inmy
own frame of reference.

MUSICIAN: During 1969, you aiso made a little-known film
which I've never seen, called The Virgin Soldiers. Was that
your first?

BOWIE: Actually I'm in it for about twenty seconds as an
extra. | don'tknow how itdeveloped into a thing I've done asan
actor. I've never seen The Virgin Soldiers either so I'm not sure
I'm actually even in it still. | know that | was thrown over a barin
it. That was a film put together by a guy in Londcn named Ned
Sherrin who was one of the leading satirists of the time and
worked on things like That Was The Week That Was.

My first true film appearance was years earlier in a movie
called Theimage, an underground black & white avant garde-
type thing done by some guy. He wanted to make a film about
a painter doing a portrait of a guy in his teens, and the portrait
comes to life and, in fact, turns out to be the ccrpse of some
bioke. | can't really remember all the plot, if indeed ithad a plot,
but it was a fourteen-minute short and it was awful.
MUSICIAN: What was the first film acting you've done that
you felt was worth a damn?

BOWIE: | suppose The Man Who Fell to Earth. | was more
than optimistic about it, and then | really thought it was a great
movie. | couldn’t but think that, because everything that Nick
Roeg had cone up to that point | thought was great. Ancd | think
it's even better now than | did then. | think it's surely taken on
other qualities over time and is a most intriguing science
fiction movie—especially in relation to a lot of the stuff that's
out at the moment.

MUSICIAN: The uncut version is the best.

BOWIE: Quite definitely. That's the only version we knew
about in Europe. | was fleoted when it came out over here and
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was a cleansing for me,

a world of relief. My
music had become darkly,
nibilistically obsessed.”

had twenty minutes cut out of it—hacked out of it. It brought
the thing to its knees; a bad thing to do to Nick’'s movie. But the
best thing about it is that it did achieve critical acclaim at the
time. It's still often playing places.

MUSICIAN: /'ve always wondered how long it took to apply
the slimly body makeup for your role in The Man.

BOWIE: That was a good four or five hours, much like The
Hunger, which was another four or five hours. The skin of my
character in The Man Who Fell to £arth was some concoction,
a spermatozoon of an alien nature that was obscene and
weird-looking. | think it was put together with the whites of
eggs, food coloring and flour. Nick does revolting stuff that
creates such challenging vignettes! Nick's love scenes must
be some of the most perverse ever filmed. There's a quality to
them that is so cruel. There's something about Nick's films
which is awfully worrying but | think the magnetism of his
movies is the wariness and worry they create.

Incidentally, they kept putting the release of The Hunger
back because they were trying to get the rating changed.
These Hollywood pecple, they got themselves in trouble with
some sex scenes, which they were probably stupid to putinin
the first place.

MUSICIAN: Do you feel, in retrospect, that Tony DeFries and
his MainMan organization were helpful in your rapid rise to
notoriety as Ziggy Stardust?

BOWIE: No. | think he oversold me. Looking back on it, | think
he did a lot of things far too early and tried to overkill with
everything.

MUSICIAN: / recall the infamously lavish and indulgent 1972
press junket, when hordes were flown over to London from
New York to catch the debut of your Ziggy stage show.
BOWIE: insane. The most ridiculously crass thing to happen.
There was too much happening at once. The attitude of more
is better, | quickly learned, is just the wrong thing to do in music.
If you think your work matters, and if you want some kind of
understanding between the audience and the work, then you
can't throw it away like that. All those things came to be the
friction between Tony and me near the end. | wanted to
approach the thing from a much lower profile than all this
hyperkill.

MUSICIAN: You've said that the Ziggy character over-
whelmed your personality for a while, drove you to the brink.
Did you feel like you were getting out of touch with your own
craft and losing control of your performing identity?
BOWIE: No. That was the thing! | was getting more in touch
with it near the end, and that's why | wanted the whole Main-
Man thing away from me. It was circusy. | was never much of
an entourage person—I hated all of that. It's a relief for all
these years I've not been MainManned to be on my own, and
to not have a constant stream of people following me around
to the point where, when | sat down, fifteen other people sat
down. It was unbearable.

| think Tony saw himself as a Svengali type, but | think !
would have done okay anyway. Now, | look back on it with
amusement more than anything else. Everybody was always
going to get their teeth done or something, brand new people
appearing in the office, having changed their appearance
completely from the day before, and so forth.

MUSICIAN: When you said in July of 1973 that you had
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“rocked your roll” and were going to retire, did you actually feel
that way?

BOWIE: Absolutely. (smiling) | do every time. Only living at
that moment and thinking of that moment, and being too young
to recognize anything else, it never occurred to me that there
were periods when you just got tired of what you were doing
and possibly took a rest. So for me it was conclusive: “It's all
gone wrong; | don't like what I'm doing; I'm bored; therefore, I'll
always be bored; therefore, I'll retire now—that's what I'll do!
It's gone! The spark’s finished!”

Nowadays, if things start getting on top of me, | just step
back for a few months. | would never be so foolish again. It's
very important to sort out the star trip. The idea of fame was an
obsession—until it happened. Since those years, it's been a
redefinition of why | wanted to make music in the first place.
That’s the continual thing | go back to when I'm feeling a little
confused about what I'm doing or why I'm doing anything.
MUSICIAN: Was the stark 1978 Station To Station album and
tour the result of a re-ignited interest in the German Expres-
sionism of the early twentieth century and the output of people
like film director Georg Wilhelm Pabst, or was it merely a result
of mounting disinterest in theatrical overkill?

BOWIE: The reasons for doing the show and record were
many-faceted. The overriding need for me was to develop
more of a European influence, having immersed myself so
thoroughly in American culture. As | was personally going
through a very bad time, | thought | had to get out of America
and get back to Europe. So it came out of that.
MUSICIAN: You're referring to your notorious wig-out period,
after leaving Mainman and making The Man Who Fell to Earth,
while living in a house in Los Angeles around 1976-77?
BOWIE: That's right. That was the wipeout period. | was
totally washed up emotionally and psychically, completely
screwed up. | was fed up hallucinating twenty-four hours a
day.

MUSICIAN: What's the story on that incident Cameron
Crowe wrote about in 1976, in which you interrupted your
interview with him to pull down a window shade, which had a
Star and the word “Aum’” drawn on it, and light a black candle,
claiming you'd just seen a body fall from the sky?

BOWIE: (Cackling laugh) That used to happen all the time. |
was one of those guys that you see on the streets who sud-
denly stops and says, "They're coming! They're coming!”
Every day of my life back then | was capable of staying up
indefinitely. My chemistry must have been superhuman. I'd
stay up for seven or eight days on the trot!

MUSICIAN: Keith Richards would blush.

BOWIE: (Moans) Ohhh, the Stones would be absolutely
floored by it. They'd see me a few days later and find out that |
hadn’t been to bed! It was unreal, absolutely unreal. Of course,
every day that you stayed up longer—and there's things that
you have to do to stay up that long—the impending tiredness
and fatigue produces that hallucinogenic state quite naturally.
(chuckle, wink) Well, half-naturally. By the end of the week my
whole life would be transformed into this bizarre nihilistic
fantasy world of oncoming doom, mythological characters
and imminent totalitarianism. Quite the worst.

I was living in L.A. with Egyptian decor. It was one of those
rent-a-house places but it appealed to me because | had this
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more-than-passing interest in Egyptology, mysticism, the
cabala, all this stuff that is inherently misleading in life, a
hodge-podge whose crux I've forgotten. But at the time it
seemed transparently obvious what the answer to life was. So
the house occupied a ritualistic position in my 'ife.
MUSICIAN: /t's amazing the things David Bowie can get
himself in and out of.

BOWIE: Pulling myself back out of that was not quick, it was a
good two- to three-year process. There was a flashback
effect. | must have put myself through the most bizarre physi-
cal ordeal, apart from anything else. For the first two or three
years afterward, while | was living in Berlin, | would have days
where things were moving in the room—and this was when |
was totally straight. It took the first two years in Berlin to really
cleanse my system. Especially psychically and emotionally. !
really had to find myself again.

MUSICIAN: Did you get any psychiatric counseling?
BOWIE: I've always had an immature attitude toward mental
health detectors. There was a stigma attached to the whole
thing which ! felt was inhuman and just didn't want to become

involved in. Also, | had a slight impression that | might goto a
hospital and not get out again. | felt that imbalanced at the
time. This was late in 1976. Fortunately, | was able to pull out of
it with the help of two or three friends who either came to Berlin
with me or were in Berlin. | realized how close | was to either
completely screwing myself up or just not being around
anymore.
MUSICIAN: /s there something in your personality that
craves change for its own sake, an obsessive side where the
performer overtakes the non-performer?
BOWIE: Well, | think it's more because of the success of the
early few years in the 70s. I'd always had the naturalinstinctto
be curious about life \n all its forms—the arts, whatever. But |
had an increasirgtendency notto recognize the future. Every-
thing became more and more just living’from day to day. Then
this parallel thing happened, where as | came out of that last
bad period, | grew more aware of my son's life and therespon-
sibilities | have toward my son.

I guess it's aging, getting oider, but | now have a very direct
link with the future. My son, just because cf his presence,

Bowie’s Berlin escape from the trappings of L.A. superstardom also liberated his musical sensitivity.










keeps telling me there is a tomorrow, there is a future, and that
there's no point in screwing up today; because every day that
you screw up is going to have an effect, karma-wise, on the
future. One just adjusts.

Without reservation, | think it's very important for youth to
have anger and an awareness of now-ness. | think all those
things are part and parcel of being young. But I think that's just
a passing grace, and then you shift to another viewpoint in life
that's tempered by experiences, and the future becomes very
important. But you need all the rest, that vortex of mess and
misbehavior, to then straighten up and see where the future
can go.

MUSICIAN: How old is Zowie now?

BOWIE: He's eleven years old. He lives with me. | have com-
plete responsibility for him. I'm a single parent with a son, and
more than anything else over the last five years, that fact has
honed my outlook generally, and will continue to change my
approach to music and whatever else | do.

MUSICIAN: How did your loosely collaborative relationship
with Brian Eno on the Low, Heroes and Lodger records
evolve?

BOWIE: Well, it's 1977, and we're now in Berlin, my first year
there. I'm throwing away everything in terms of what I'd done
before in music, and | don't give a hang if | never make another
record that has any appeal to it whatsoever.

| phone up Brian, who's somebody I've long been excited by

in terms of his approach to music, little areas of which I'd
touched on in terms of William Burroughs-inspired cut-ups—
and disorienting ways of putting instruments and things
together. | knew that Eno had a different approachto the studio
than I'd ever had before, and | felt that this was the time to work
with him—especially if | was going to start examining what |
want to do and if | ever wanted to go back to America or
England again. | thought: let's see why | like his music.
Brian recognized my own desperation for wanting to under-
stand if | should go any further with music or not. It's wonder-
fully easy to produce a workshop atmosphere when there's
nothing to lose, and nothing to gainby resting on your laureis. |
didn't care if RCA sued me; just didn't care. And, indeed, they
were very dissatisfied with what we produced for those three
albums.
MUSICIAN: Let’s speak of Low, for instance.
BOWIE: Terribly important album for me personally. And the
position we adopted on Low colored what was to happen in
English music for some time. What Eno and | achieved was
something that would be filled out and fleshed out over the
years that followed in terms of ambience and drum sounds.
That "smash’ drum sound, that depressive, gorilla effect set
down the studio drum fever fad for the next few years. It was
something | wish we'd never created, having had to live
through four years of it with other English bands, until it started
changing into the “clap” sound we've got now.

Dancing with Nile Rodgers

BY NELSON GEORGE

"Because of the nature of the business, people are not that keen on
intermingling between blacks and whtes. They don't expect that a
black producer can go in and do an artist of the caliber of a David
Bowie."

Nile Rodgers. exceptional guitarist, co-producer of the influential
funk-disco minimalist band Chic, brarnd new solo artist with Adven-
tures In The Land Of The Good Groove album just released and
aficionado of Thai cuisine, is talking with considerable enthusiasm
about producing (of all people) David Bowie. "David could have had
any producer—white or black —he wanted. He could have gone with
Quincy Jones and a more sure-fire chance at a hit. Buthe called me
up, and for that | feel very honored "

The musical marriage of the chameleonlike Bowie and funk-
master Rodgers on Let’s Dance is one of the more unexpected
collaborations of recent years and also one of the fastest. From the
late December night that Bowie telephened Rodgers and later met in
Rodgers' Manhattan apartment. to the album'’s final mix, the entire
project took all of five weeks, only three of which were spent actually
cutting and mixing the record at New York's Power Station.

“This is the fastest |'ve ever worked in my life,” says Rodgersinan
amazed tone. "We went in from about ten a.m. to the early evening
for six days a week and worked. Before recording here we spent
three days cutting demos ot his songs. so when we actually got into
the studio, we knew exactly what we wanted.

"Bowie said he likes to work this way and | plan to do the same for
the rest of my career,” enthuses Nile. “It's just the most energetic

way to make records. The musicians were really pumped up
because of the fast pace, and as a result we got some great
performances.”

Rodgers was well equipped to arrange Let's Dance's 50s R&B
bounce, flush with big, brassy horns: “It was throughjazz and arrang-
ing that I originally got into music. | studied orchestration books, big
bands, harmony...| mean, I've got a library on orchestrationathome
that's up to the ceiling. That's what | really love. | wrote the arrange-
ments based on the demos. When they were played against the
tracks. David and | would make some alterations, but nothing very
radical. We really heard the music the same way and didn't have a
major disagreement over any musical point, as happened when we
produced Diana Ross.”

Austin-based white bluesman Stevie Ray Vaughn (“He's got that
bluesy Buddy Guy guitar thing down cold") was signed by Bowie
even before Rodgers was contacted. Rodgers selected the rest of
the musicians, trying for a mix of young blood and New York studio
veterans. Weather Report drummer Omar Hakim pliays onthe bulk of
the album with Chic's Tony Thompson appearing on three songs.
Carmine Rojas, bassist for Nona Hendryx's Propaganda, handles all
the bottom-end chores except one cut where Chic’s Bernard
Edwards sits in Percussionist Sammy Figueroa and keyboardist
Rob Sabito, both Chic regulars, round out the rhythm section.
Rodgers' horn charts were performed by members of Chic's regular
section as well as members of the Asbury Jukes.

Rodgers was quite impressed with Bowie's musical knowledge.
"Uniike some of the groups I've worked with in the past, where
Bernard and | had to be in charge in the studio. David has a deep
understanding of music. He knows a lot more than he gets credit for.
We spent time discussing chords, notes and different approachesto
music. At one point David was so enthusiastic about capturing that
rock ‘'n’ roll flavor that he wanted to cut everything live —rhythm,
horns and vocals That's how open he was to doing the unusual.”

Nile has two personal favorites, “Modern Love™ and the title cut.
“‘Modern Love' is an old-fashioned barrelhouse rocker with a real
pounding Little Richard-type piano, while ontop it has a very sophis-
ticated jazz horn sound.” He feels “everybody is gonna think | wrote
‘Let's Dance’ because it has that Chic feel with Bernard playing a
real walking bass: the bass line is. in fact, very much like the one in
‘Good Times.' But what is unique about the song. and about David's
music in general, 1s that he doesn't feel he has to be harnessed by
any boundaries, sothe horns are soloing all over the place and doing
John Coltrane-type runs.

"] remember David and | had a talk about our philosophies of
making music and he said he was never afraid to change, because
he never liked to fimit himself to appealing to a certain class or
audience. David says he has always felt the freedom to be flexible
and to do as he wished, even if it didn’t sell. I think this album reflects
that freedom.”
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You see, there was no longer an interest by myself, and

certainly not with Brian, in writing anything that had anything to
do with narrative, other than in setting up atmosphere com-
pletely for atmosphere's sake. That music can be used as
atmosphere, and listened to in many different contexts.
MUSICIAN: What sort of anatmosphere were you attempting
to create aurally, musically?
BOWIE: For me, a world of relief, a world that | would like to be
in. It glowed with a pure spirituality that hadn’t been present in
my music for some time. Mine had in fact almost become
darkly obsessed. There was a degree of the Lower Elements
that it occurred to me had been in recent previous songs and
in the structures of the music.

There was a cleansing for me in Low. | find it has a clean

feeling as an album. That album, more than any of the others
we did, was responsible for my cleaning up musically, and my
driving for more positive turns of phrase, if you will, in my
music. Except for a slight relapse in Scary Monsters.
MUSICIAN: On Heroes, songs like the title track and “Joe
The Lion” sounded like fierce, flush-the-pipes music. Yet the
free-form Low sound had now been codified into more com-
prehensible song structures.
BOWIE: The content of the album, which was the looking at
the street life in Berlin, had a lot to do with the feeling of “Joe
The Lion” and "Heroes.” It's like the street life in New York but
without the emphasis on consumerism. Politically, it's a lot
more radical in its expression; everybody has a very definite
political view, either far right or far left. That kind of friction
produces a wonderful...they say zeitgeist. There is a zeitgeist
of the future, there is a feeling of social responsibility that's
overpowering. There's not the kind of lush, decadent thing
that's thrown about concerning Berlin—that's entirely wrong.
There's a young population there and the middle-aged and the
tamily people have moved out into West Germany because
there's no industry left.

So the people who are in Berlin are older stoics whohave no

intention of ever moving; or students, because there’s still a
great emphasis on education in Berlin. Because of that,
there’s a serious quality to the people, aresistance to silliness.
They want change to come about positively for the people.

MUSICIAN: Observers sometimes tend to interpret the Ger-
man people too directly through their art and music. They see
the harshness and rigidity of some of their celebrated painters,
for instance, and believe that's how those artists see the world,
rather than recognizing that, in fact, these are anticipatory
images, ones the artists are creating to alert people to impend-
ing realities that can be warded off.

BOWIE: Yes, there's very little nihilism in German art. The
Expressionists cared. Even the later Expressionists like Otto
Dix and George Grosz, the satirists; they possibly didn't have
the same tender feelings toward life, but they damned well
knew what was going on in Germany and they tried to point it
out with the very aggressive little portraits they did of the worst
sides of Berlin life, which was a small lite. That worst side
occupied the Kurfurstendamm and that was it.

Undivided Berlin was eight times bigger than Paris, and
people here talk about one or two streets that took on national
prominence in the late 1930s, as if Berlin were the seat of
some great decadent cabaret life. That's absolutely not true.

These days most Berliners are people who want good,
strong family ties and a good strong social fabric where people
care for each other. That's why | was drawn to that city after
Los Angeles, which is the antithesis of that. Berlin was my
clinic; it brought me back in touch with people. it got me back
on the streets; not the streets where everything's cold and
there’re drugs, but streets where there were young, intelligent
people trying to get along, and who were interested in more
than how much money they were going to make a week on
salary. Berliners are interested in how art means something on
the streets, not just in the galleries. They wonder how a paint-
ing can help them in their lives.
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aading a more even,
un.broken professional
sound.
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The SDE-2000 gives you the fea-

Incomparable Specifications

SDE-2000 Digital Delay
Specifications

+4 dBm (+29 dBm max)
—20 dBm (+5 dBm max)

input impedance 56 kf)

input Level

Aunique Modulation section on Output Level +4 dBm (+18 dBm max) /6001 load
tures and performance you the SDE-2000 provides two wave- —20 dBm (—8 dBm max)/10kS2 load
demand in a digital delay, plus fanms where other digital delays e T —— e e Smm—
the quality and innovation you'd  only hava one.The standard sine- Outputimpedance  100€1/ +4 dBmposition
expect from Roland. Roland wave is used tor doubling and 65041/ 20 dBm position Mixed
developed the SDE-2000to sat-  flanging effects while the triangle | ~ 550Q)/ -20dBm position Delay
isfy the high signal quality stan- wave is used tor the popular : Delay Time 0to 640 mS in1mS steps

dards of sound engineers, and

also offer unique operatingfea-  features include a highly variable Delay Accuracy ~ +05%
tures for dramatically enhanced mput sgnsmvny Feedback seqtlon Frequency Response 10 Hz fo 100 kHz (Direct)
performance. with a single repeat mode, mixed

Delay times can be set at will
from 0 to 640 mS, selected by two

switches which automatically Single Delay, Modulation and Sigpol to Noise 90 dB (Direct)

vary the delay times either up or Repeat Hold. __Ratio (IHFA) 80 dB (Delay) e —
down in 1mS increments. A X2 Dynamic Range Greater than 12 dB (Direct)

switch enables any selected (IHFA) Greater than 90 dB (Delay)

delay time to be doubled {up to
640 m§) for quick access.

The SDE-2000 contains a large

capacity memory system (16k Dimensions 19" (W) X 1.8" (H) X 14" (D)
byte RAM) and a high resolution = = ~det
(12 bit) A/D converter to provide Rrice 31150.00

both low noise operation and
high fidelity sound-with full
bandwidth.

chorus effect.Other operating

and Direct signa: outputs and
remote jacks for control of Delay,

[ Roland

10 Hz to 16 kHz (Delay 0 to 320 mS)
10 Hz to 7.2 kHz (Delay 0 to 640 mS)

Harmonic Distortion  Less than 0.05% (Direct)

Less than 0.2% (Delay)

Incomparable Quality
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One of the most underrated quitar sidemen
of the day, the other Lee is a master of rock
country, blues and rockabilty. After backing
stars iike Emmylou, Clapton and Edmunds,
Albert Lee /s coming out of Hiding.
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ALLEN MANZAREK
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New Orleans R&B recalls
epic sounds and sessions

serious popster join
forces to remake
Carmina Butana
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San Francisco's
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‘Wall of Mud.”

P E R C v

CYMBALIC
LOGIC
A complete course in

= ] cymbals from alloys

bell v:urves, overtones
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Flexible digital drums
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t happens all
the time. Some
well-meaning rock
fan comes up to gui-
tarist Albert Lee and
starts telling him
he's a great player.
“And man, just loved
your old band, Ten
Years After. Still play-
ing ‘Going Home'?"
An awkward silence
from Lee follows —
then the ever-polite
Englishman gentle
corrects the misin-
formed fellow. "1 just
have to say, 'Sorry,
wrong one.'” But in-
side, Albert Lee will
be hurting. "It got to
be a real drag
at one point,
‘cause it was happening a lot," he admits.
Albert Lee has good reason to be
bothered. Many consider him to be a far
superior guitarist to Alvin Lee, the man
he is often confused with, and point to
his meticulous playing behind Emmylou
Harris and, for the past three years, Eric
Clapton, as evidence of his incredible
chops.

During Eric Clapton’s recent tour of
America. it was Lee, not Clapton, who
seemed D epitomize the spirit of rock 'n’
roll, as he bounced around the stage,
smiling and laughing, rocking out on gui-
tar for one song, piano the next, and
generally carrying on like a man truly in
love with his vocation. Clapton, though
he played and sang well, was somber
and reserved, delivering none of Lee's
high energy mania. In fact, a high
moment of the night came when Clapton
announced, “"We'd like to feature little
Albert now. He's got a song called
‘Sweet Little Lisa.'” Then Lee, who
stands about five-feet-five and has a
head of long, curly brown hair and an
impish grin that seems permanently
stamped on his face, ran up to the mi-
crophone and lit into the rockabilly
raveup with the intensity of Fourth of July
fireworks.

Though he's currently working out on
blues and rock numbers as a member of
Clapton's band, Lee is one of the pre-
mier country-rock pickers of the 80s.
Rock classicist Dave Edmunds called
on Lee to play the breathtaking country
licks that ricochet through Edmunds’
own version of “Sweet Little Lisa.” And
no less an authority on the guitar than
Jeff Beck has called Lee, "my favorite
country picker of all.”

The forty-year-old guitarist earned
that kind of notoriety during a three-year
stint (beginning in 1976) as guitar-
ist/mandalinist in Emmylou Harris' Hot
Band. It was Lee who played the solo
that gave Luxury Liner's title track much
of its fire; Lee who spun a solo sweet as
a piece of homemade apple pie through
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*| Ain't Living Long Like This" on Harris'
Quarter Moon In A Ten Cent Town.

This transplanted Englishman, who
has made his home in Los Angeles
since 1974, is more than just a stellar
sideman. He's recorded two albums of
his own: Hiding (A&M) and the recent
Albert Lee (Polydor). Produced by Rod-
ney Crowell, the new album shows off
Lee's talents as player and singer.
Rather than the guitar showcases one
might expect from a lick-crazy guitarist,
both of Lee's albums focus on songs,
not solos. I tend to want good songs,”
says Lee, worn jeans and a blue sweat-
shirt clashing with the plush Victorian
decor of his room at the Clift Hotel in San
Francisco. “And maybe it's not such a
good idea. Obviously a lot of people
expect me to do a guitar album. But |
didn’t approach them as guitar albums. |
like good songs, interesting songs.”

This emphasis on songs makes per-
fect sense, actually, for Leeis the kind of
guitarist who bases his licks on the mel-
ody of the song he's playing. He has a
knack for coming up with both solos and
fills that become integral to the basic
structure of the song. The diminutive
guitarist says his magic licks are acom-
bination of expert technique and inspira-
tion. “Well, | tend to play off the top of my
head. | just usually charge straight
ahead and see what happens. | really
get the feel of what | want to play when |
listen to the rest of the band. I'm a real
fanatic for locking into drums and bass. |
really get off on what they're playing and
my style is dictated by that. I'll tend to do
lead and rhythm things that lock around
what they're doing.

“I've always been attracted to rhyth-
mic playing, | was a big fan of Buddy
Holly's playing. And when | really got into
country-rock, that seemed like a natural
way to play, kind of a rhythm/lead like
Jerry Reed does. But not until | actually
play the solo do | have any idea of what
I'm going to do and what is going to feel
comfortable.

“I suppose | have a technique that
tends to run away with itself,” he con-
tinues. "l can get around pretty well on
the guitar and maybe | tend not to struc-
ture things as well as | should. The tech-
nique will take over. | try to keep a
balance between the two, to make it
sound musical and constructed and still
utilize my technique. But sometimes the
technique will just take over. And that
can be good. It will lift something out of
the ordinary, the kind of thing like my
solo on ‘Luxury Liner.' That song wasn't
planned as a guitar vehicle. We went in
and recorded it and on one of the takes
we just did a long guitar playout and
said, 'Well boy, that's great, let's leave
that in.""

Lee has an enviable collection of gui-
tars, over twenty of them. But he only
uses a few with any regularity. Onstage,
he alternates between a copy of a vin-
tage Telecaster custom made by Santa

Barbara-based guitar maker Phil
Kubicki (a Tele which has three pickups,
allowing Lee to get a Strat sound when
he wants it), and a brand new Vintage
Series Fender Telecaster “I've been
playing a Tele since '63 and | really like
the way it feels. | like the way the Tele
sits on your chest when you play. And a
Strat doesn't do that. If you go to a Strat,
it kind of slopes away.” What does Lee
think of the new Fender Telecaster? “I
had my apprehensions,” he says, echo-
ing the fears of many a guitarist. "Butit's
turned out really well. | think it's remark-
able guitar. It's a lot like the old guitars.”

Lee also has two original Telecasters,
a’52 and a '53. He keeps one in England
and one in the U.S. and uses them
exclusively for session work. "l really do
like the old Teles,” he says. “Both of
these have been knocked about and
probably need refretting. But | just love
the sound.” He uses Ernie Ball strings,
usually regular gauge Slinkies (a .042 or
.046 on the bottom to a .010 on top). For
the old Telecasters (“the frets are down
to nothing”) he uses light gauge Slinkies
(.038 on the bottom to an .008 on top).

Most intriguing, perhaps, are three
Telecaster copies which feature Par-
sons/White B-Benders. The B-Bender,
invented by former Byrds Gene Parsons
and the late Clarence White, does what
the name indicates: it raises the B string
so that one can play chords and get
steel guitar effects at the same time.
One can hear Lee put the B-Bender to
good use on the spectacular solo that is
the highlight of Dave Edmunds’ version
of “Sweet Little Lisa,” and on Emmylou
Harris’ “(You Never Can Tell) C'est La
Vie." "On ‘Sweet Little Lisa' playing
chords while you bend a note would be
impossible without it,” says Lee.

Though he collects Everly Brothers
acoustic guitars, Lee usually plays a
fourteen-year-old Martin 00028 strung
with a light gauge set of Ernie Ball Earth-
wood strings in the studio. His mandolin
work, which is all over the Emmylou Har-
ris records he played on, was performed
on a Gibson F-2 belonging to Harris'
husband/producer Brian Ahern. Albert
himself owns a Gibson electric man-
dolin from the 50s as well as a Fender
4-string.

As for amps, he puts his Telecasters
through two Music Man 130 heads with
two cabinets, each containing two
Electro-Voice twelves. The only special
effect Lee has used regularly is an
Ibanez 405 unit featuring chorus and
delay, but by the time you read this he
will have switched to a Lexicon 42 digital
delay. "l just want a real quality delay
that will play back up to two seconds.
You hit the note and it will come back
two seconds later. | was doingthatonan
Echoplex, set the timing and then play
along with it. The Echoplex was really
good for that and was easy to set. But
unfortunately they are incredibly noisy,
because it's tape. Incredible snowstorm




there—sounds like a fish and chips
shop.”

On “Country Boy," which appears on
Hiding, one can hear just what Albert
Lee can do with a little delay. “The delay
effect that | use is pretty complicated
and tricky to do. You set the repeat to
play back ata beatand a half later. When
you play a run, you play four beats to the
bar and twice as many notes will come
back: the notes you're playing and the
repeat. And the repeat will fall between
the notes that you're actually playing.
You can play really intricate runs like
that. But it's a whole different mind trip,
and physically it's hard to do. To be able
to concentrate on just playing those four
beats to the bar and hear eight coming
back at you. You have to set the repeat
mechanism to the tempo of the band.
You can't do it before you start the song
because the band might speed up or
slow down and then it's a mess. So right
before you get into your solo you set the
delay so it comes back in time as close
as you can get it, then go into your solo.

A lot of really good players have listened
to things I've done and said, ‘How the
hell are you playing that?' They didn't
understand that | was playing it with a
repeat. Like the solo at the end of ‘Coun-
try Boy,' for instance. People think I'm
actually picking all that, but I'm not.
When you get really good at it, you can
play double-stopping—play two notes at
once—and you'll have a whole Les Paul
section coming back at you. I've done
that on ‘Sister's Coming Home' (on Har-
ris Blue Kentucky Gurl LP). That has a
real neat effect, a cascading sound, but
it's in time."

Born in Herefordshire in 1943, Lee
and his family moved to London follow-
ing the war. It was the American rock 'n’
roll that he heard on the radio and at
local youth clubs, where kids would
bring American 78s that determined the
course his life would take. "Buddy Holly,
Gene Vincent, Elvis Presley, Jerry Lee
Lewis—I| was just blown away by these
records. They just had such a dramatic
effect on me,” he says enthustastically.

Albert

A stellar rock/covmtryybliies
guitar sideman steps into the light.

BY MICHAEL GOLDBERG

"“Things like Jerry Lee's ‘Breathless' and
Little Richa-d’'s 'Ready Teddy’—I still get
excited by them now. And for guitar
playing, ‘Race With The Devil' by Gene
Vincent. Listen to that now and it just
blows you out of your seat.”

Though he took classical piano les-
sons as a kid, he never practiced,
spending his time pounding out crude
versions of Jerry Lee Lewis and Littie
Richard tunes. Then the skiffle craze hit
England, and Lee, like just about every
other teenager in Britain, had to play the
guitar. His passion for that instrument
eventually led to gigs at local bars. "I
never thought about a career in music,”
he says. “l just got caught upin playing. |
never even thought about it profession-
ally. That's probably why I've never gone
off onthattangent.i've always wantedto
play, put the music first, and never, ever
thought about forming a supergroup and
becoming a star. | just went from band to
band thinking this band would be good
to play in."

Continued on page 82




ALLEN TOUSSAINT'S
STYLISH SIMPLICITY

The Gentleman King of Gumbo Soul

PAUL NATKIN/PHOTO RESERVE

BY DAVID FRICKE

Toussaint's pivotal piano position in studio bands led to his superb production skills.

llen Toussaint settles back into a
Acushy swivel chair behind the

mixing desk at Sea-Saint Studios
in New Orleans like a king on his rightful
throne. He is dressedin a sharp,immac-
ulately pressed dark blue suit with a
massive jeweled gold pendant hanging
around his neck conveying a kind cf hip
majesty, the glassy stone in this super-
Olympic-sized medal radiantevenin the
studio’s shadowy mood lighting. Athick,
perfectly manicured black mustache
curls over the corners of his engaging
smile as he speaks in a slow, deliberate,
almost embarrassed whisper. Taking a
short break during a recording session
to accomodate a visiting inteviewer,
Allen Toussaint looks and acts like the
successful gentleman producer—until
you look down at his feet. He's wearing
sandals.

That combination of stylish pride and
earthy simplicity in his dress also accu-
rately describes Toussaint’s music, not
to mention that of his home town. As a
songwriter, arranger, producer, and
infrequently recorded solo artist, forty-
five-year-old Allen Toussaint has
created, refined and disseminated a
sound that epitomizes the gaudy energy
of deep New Orleans soul; Toussaint
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tortifies and reasserts the native snap of
the Delta blues, Dixieland jump and the
“second line" parades while draping his
songs and singers in a subtle gloss that
heightens the hooks without compro-
mising their heart. The list of hometown
talent he put on the charts—Ernie K-
Doe, Jessie Hill, rma Thomas, Lee Dor-
sey, the Meters, Dr. John, to name a
few—is almost equalled by the outsiders
who have come knocking on his door for
their share of the medicine—Labelle,
Joe Cocker, Paul McCartney, the Band
and Boz Scaggs.

But for the most part, the secrets of his
success have stayed that way. The
Allen Toussaint story is big enough to fill
a book, from his apprenticeship as a
session man and arranger in Cosimo
Matassa's funky French Quarter studio
in the late 50s and early 60s through his
early Minit hits, the top forty impact of
Labelle’s “Lady Marmalade” in 1974
and the persistent accusations that he
and business partner Marshall Sehorn
got rich at the expense of the local
artists they recorded (the "rip-off” is a
famifiar New Orleans music scenario).
Indeed, Toussaint’'s career up to the
opening of Sea-Saint Studios in 1973
already takes up a good chunk of Eng-
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lishman John Broven's indispensable
history of Crescent City soul, Rhythm
and Blues in New Orleans (Pelican Pub-
lishing, Gretna, Louisiana).

Toussaint, however, is a very private
man, although gracious and eloquent
when finally cornered with a tape
recorder. And when you ask him how a
self-taught piano player with no formal
musical education became the king of a
music scene already packed with royal
talent, he answers as if it were the easi-
est thing in the world....

The Sessions

“In growing up, | tried to learn every
song | ever heard, any kind,” Toussaint
recalls, "l thought all musicians knew all
the songs they heard, that they learned
them all. If someone wanted to hear
something in a club, you'd better piay it.
And this was before | got into clubs—I
was only eight or nine years old.

“So | wouldn't learn just the piano part.
I'd learn everybody'’s part of the record,
plus the words, even when they
breathed during a vocal. Ray Charles
had a way of breathing that was so good.
If you did the tune, you had to make the
breath just where he did. So | copied
everything | heard, exactly as it was. In
fact, | got some of my early gigs because
if they needed someone to play like Fats
Domino, they'd call me.”

In memorizing the licks off of records,
Toussaint—who actually started out on
trumpet and trombone in high school but
became, as he once said, "married to
the piano”—developed an interest, or
rather a passion, for musical structure
that eventually became instinct. His best
records are models of pointillist melody
and economical arrangement, like Ernie
K-Doe's 1961 number one smash
"Mother-In-Law"” with its simple whiney
barroom chorus, Benny Speliman’s
classic baritone echo and spare but
sassy horn interjections. Toussaint’s
earliest solo recording, a 1958 piano
album on RCA called The Wild Sound Of
New Orleans By Tousan, not only dis-
plays his debt to the gumbo keyboard
cookin' of Professor Longhair but also
shows his knack for incorporating the
nimble syncopation and hearty flour-
ishes of New Orleans boogie piano into
snappy, propulsive performances. As
the crucial pianist on many vintage New
Orleans sessions, he brought that same
knack into the studio and turned it into
producing.

“In the early days, the way the session
went was the singer came over to the
piano player and sang the song while
the piano man played the changes.
Then the horn men came over and got
the changes, went back and played their
standard licks. Then the bass player got
the changes and so on. Being a pianist, |



was doing that early on, basically direct-
ing the session, although it wasn't called
being a producer then. | was just the
piano player on the session.

"“Pre-production? As far as we were
concerned as writers and musicians, we
rehearsed at home. I'd write songsin the
living room. Lee Dorsey, Ernie K-Doe,
Aaron Neville and Irma Thomas would
be there. I'd write a song for Irma, teach
it to her, then she'd go into another room
and work on it. Meanwhile, I'd write
another one ‘or Lee and Aaron. When
Irma came back to go over her song
again, she'd sing it and whoever else
was around would do background
vocals.

“"Then we'd go into the studio and the
mikes would be set up and we’'d have
our thing all worked out. That would also
be the first tme | saw the musicians.
There were no scores—I| mightjusthave
a few changes written out. Actually, fora
while | was called Daddy Few Notes.
Like the horn part in ‘Mother-In-Law’
was only halt a dozen notes.”

In Broven's book, Mac Rebennack (a
New Orleans studio fixture known to the
rock world as Dr. John) describes a typi-
cal session at Cosimo’s studio, outlining
what could euphemistically be called
“The Cosimo Sound™: “Strong drums,
heavy bass, light piano, heavy guitar and
light horn sound and strong vocal lead.”
The controls were set and usually
stayed that way until the end of the ses-
sion. And Rebennack adds, “If the piano
were mixed too low at the beginning it
would stay mixed low until the end of the
session, unless the producer came and
changed it."

“That's a pretty accurate description
—roughly,” Toussaint e€oncurs. "Of
course, it was according to who was
singing for everything else to be in that
order. However, the bass being upright, it
wasn't always as loud as it should have
been. If it was a piano date, if the pianist
was the star, the producer would turn up
the piano and it would stay there. There
wasn't a lot of juggling asound.

“As | became more of a producer, |
lost my freedom as a pianist. | used to
have a great time play:ng the piano
because it was someone else's job to sit
back and critique things | still play on
everything. But there was a time when
my sessions were about the piano. But
it's not about the piano now. It's about
other things ”

The Sound
Telling the stories behind some of his
biggest hits, Allen Toussaint sometimes
acts as if he merely pulled his best
arrangements and hottest rhythms right
out of thin air. Indeed, In the case of
Labelle’s “Lady Marmalade,” a marvel
of 70s urban R&B glitz stoked by classic
continued on page 82
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Breakthroughs from the Super Garage
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BY MICHAEL GOLDBERG

Swinging swine Ron Magle and Scott Mathews relentlessly searching for boss new

scunds to overiay.

lang! Clang! It is after midnight and

inthe Pen, a San Francisco record-

ing stucio, Scott Mathewsis usinga
carpenter’'s hammer ‘o smash out a
rhythm on a rented set of vibes. Tape is
ralling to capture the sourd of denting
metal. Obviously, this is nof yaur typical
apprcach :o playing vines, or to making
a record, but then things are rever nor-
mal when Mathews or his partner in
sonic sabotage. Ron Nagle, are
imvolved. In this instance, the two record
producers need a dissonant, metallic
percussive effect to emphasize the
emotionel breakdown of a love affair as
described in a song they're working on,
“Zero House,” which will appear on
John Hiztt’s next album.

“This is boss,” gloats Nagle. a balding
but dapper fellow. as Mathews enters
the contiol booth to hear the playback.
“Where efse can we use this combo?”

“More major breaktnroughs,” laughs
Mathews, peering through dark glasses.

This lighthearted and creative attitude
i0 recorcing is definitely Nagle and
Mathews' style. Earlier in the evening,
Mathews had been pounding an old
Yamaha synthesizer—the battered
Durophane, they call it—as if it were a

set of bongos, to acd some “Afro-ctap”
to the track.

Then there are the dog stories. When
this dynamic duo ware working on the
soundtrack to the film Cat People, they
wanted certain sound effects, and,
well... "It was a hot afternoon and we
needed a hot breath sound,” explains
Mathews, twenty-eight, who is wearing
an Abbey Road Studios swea'shirt. “A
quick hot breath sound and my dag, Ray
Charles, was available so we took her
out and put her in the car, rolled up the
windows.. "

"Now this isn't for thie S.P.C.A.," Nagle
interrupts, “but | hzve to say, | believe
that one of us was in the car. Sa it wasn't
like the dog was going thrcugh this
alone.”

“"Wasn't she pieheated for abeut ten
minutes?” asks Mathews.

“Maybe there was a preheat,” admits
Nagle, forty-four. “We just 100k our
cassette recorder and stuck it in front of
her and got her breathing, panting, and
then put it through a harmonizer about
twenty-four times. Frontwards, back-
wards. . We got a great track. We use
our animals a lot. We call it pet rock.”

Nagk and Mathews, whohave a thing

continued on page 110
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rom straight ahead to straight
Feighths, cymbals are so much a
part of drumming, it's hard to
imagine keeping time on anything else.
In recent years they've become just as
important in adding color to music as
they are in sustaining the time and feel.
The fact is that a drummer’s styie and
sound are so dependent on cymbals
that even if he or she plays a gig on
someone else’'s drums he or she is likely
ta take along his own set of cymbals.
Today there are cymbals to fit any
musical situation and bank account.
While Camber, NuVader and CE lean
toward the economy market and Ufip,
Avanti and Tosco offer interesting alter-
natives, most drummers prefer to play
on their Zildjians, Paistes or Sabians. But
the explosion of cymbals and sounds
available may have temporarily caught

Cymbal Components

And their effect on sound and performance

| Bell l

Weight Taper

Profile \
Size

NOTE: all terms are relative; everything
being equal, a smaller cymbal will be
higher in pltch than a larger one.
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BY DAVID LEVINE

throw a stick at!”

As music and the drummer’s situation
ghange, the cymbal makers translate
drummer's needs and their own
W' into the appropriate technical

differences betweeil e rreri-ite-line
cymbal producers is the way they
accomplish this.

Zildjian and Sabian (which was
recently formed due to business dis-
agreements within the Zildjian family)
share a common heritage, making their
formulas and philosophies quite similar.
Both believe that since every cymbal is
a hand-made musical instrument, no
two will ever be exactly alike, although
the cymbals all come from the same
ingredients. “The Zildjian alloy is ideal
for cymbals because it can be shaped
and tempered to produce a limitless
number of cymbal sounds,” says Lennie
DiMuzio, of the Zildjian Company. In
Zildjian and Sabian cymbals, variation of
sound is created by the inherent versa-
tility of the metal.

Paiste, on the other hand, has found
that alteration in the metal formula,

bali
A comprehensive guide 1o
choosing the right cymioals

the crummer between beats. As one
industry source put it, “There are more
cymbals on the market than you can

atong with
controls sou

by hammering,
on. Paiste cym-
and predictable.
jjiian or Sabian 22-
er from cymbal

metrically opposed, are equally valid
contemporary drumming.

In selecting cymbals, the most
obvious suggestion is also the most
overlooked. "In order to successfully
select a cymbal, you must have some
idea of the type of cymbal sound you're
looking for” wrote jazz drummer Roy
Burns in his 1963 book, Selection, Use
and Care cf Cymbals (Henry Adler-
Belwin Mills). Do some listening and
some research before visiting the drum
shcp and don't be afraid to ask for help
once you get there. Know what you're
looking for.

Find a store that has a good assort-
ment of cymbals and will accomodate
your cymbal-testing style. Take your
own sticks (type and weight do have an
effect on cymbal sound), take your old
cymbals (as a point of reference) and
take a friena (so you can listen to the
cymbals from out front).

Size Weight Profile Bell Taper

small large thin thick thin thick small large even gradual
Pitch high tow low high ilow high
Volume soft loud soft loud soft  loud
Durability less more less more more  less
Response/Decay short long quick slow slow fast slow fast
Ring/Clarity ringy dry  wet clean explosive
Tone dark bright dark bright lessOTmoreOT
Terms —
Size - overall diameter OT —overfones Bell —centes cup
Weight - thickness Profile —shape Taper —change in thickness from center to edge




“Use your imaginatio
the cymbal will soun
band,” advises Paist
“"Know the type of ny

"A medium-tt
se of its overto

‘the store but it may
e band. Make sure that
dl has enough sound to prol
with all the noise going on around it. A
cymbal with fewer overtones isn’t going
to get past your bass drum.”

Try the cymbals out on a set of drums,
period. That's how you'll be using them.
How does the crash cymbal sound with
the kick drum? Does the backbeat on
the snare make it through the high-hats?
Does straight four on the bass drum
wash out the ride cymba ? Remember,
too, that stands (especially high-hat
stands)—can greatiy affect a cymbal's
sound. Use your own or similar ones
whenever possible.

Felt washers and rubber sleeves are
small but importart parts. Use them.
Also use wing-screws to keep the cym-
bals on the stands but don't choke the
cymbal by overtightening them. The
Cymbal Spring, made by Aquarian
Accessories. is recommended.

In addition to using your own sticks,
use others, too. You rever know when,
for whatever reason, you're going to
switch sticks. Play the cymbal in differ-
ent areas at different volumes to hear
how consistent anc responsive it is. A
soft, yarn- or cord-wrapped mallet can
also be useful. Hit the cymbal just once
at the edge with a soft stick to hear the
“undertone” and play an even roll

towards the middle to bring out
“overtones.” That will give your ears a
lct more information than just crash ng
cymbal after cymbal.

How much to spend on cymbals is
anather decision to be made. Bill Ziid-
jian of Sabian, Ltd., offers this advice
“Ever since | was young I've heard that
you should get the best cymbals you
can and stick with them. Of course, in
the old days a drummer wouldn't weat
out his cymbals ancd then have to
replace them. Still, a better quality cym-
bal should sound better and last longer
under any playing conditions. "

Picking the right set of cymbals may
be one of the biggest challenges a
drummer will ever face. The cymbals
must not only sound good individually
and collectively, but they must balarce
with the drums. The set should contain
enough unity to support the character of
the music yet enough variety to reflect
the creativity of the drummer The rde
and high-hats should compiement each
other, whether providing changing
colors within a rock tune or locking
together to define the time n a jazz set-
ting. Crashes and special effecis cym-
bals should continue the tomal and color
ranges of the rest of the set but still have
enough contrast to stand out.

The Paiste cymbal catalog suggests,
“'n general, do not select cymbals that
are too close to each atherin character
and sound. Select a set tha: contains
contrasting sounds. Thic makes for a

ANDY FREEBERG

g C<UnNg cymbal set.”

“| think your cymbals shouid be difter-
ent but compatible,” explains Ettleson.
“Obviously you con't want one cymbal
that will make another one sound bad;
they must all sound good together. But
different situatiors within a song come
up, let's say a change of key or a change
of instrument, and ycu want to have a
different color that will work with that.
You don't want a set of cymbals that all
sound the same. I'd look for a contrast.”

DiMuzio agrees: “You don't want all
your cymbals to sound inthe same pitch
range. There should be a variety of
pitches that cover the entire spectium,
but a good blend of sounds is important
in a cymbal set-up and drummers
should keep this in mind when shop-
ping.”” Simply put. your cymbals
shouldn’t all sound the same. but they
should all sound good together.

A major consideration in choasing
cymbals is the style of music you'll be
playing. Rock, which is highly amplified,
requires larger and heavier cymbals
because they are louder and more dur-
able. Jazz, which is generally acoustic,
calls for smaller. thinner cymbals that
are darker and quieter. The context of
the music shoud be the determining
factor in the color, tonality and strength
of the cymbal set.

“There's a lot of marketing going on
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that says this is a ‘'rock’ cymbal and this
is a ‘jazz’ cymbal,” Bill Zildjian says, "'but
| don’t think that there's a rock cymbal
sound versus a jazz cymbal sound.
Keep in mind the volume of the band in
relation to the drum set. If you're playing
in a softer band, small, thinner cymbals
are good. In a moderate setting, get the
cymbals you like the best. For louder
groups, you'll have to get bigger, heavier
cymbals.”

Some drummers have a variety of
cymbals to choose from; others have
just one good-sounding, all-around set.
Some players find the cymbals they like
and then stick with them; others con-
stantly look for new sounds. Whatever
the case, cymbals are a very personal,
almost spiritual part of a drummer’s kit.

"It all comes back to the player,” Len-
nie DiMuzio declares. “The cymbal itself
can only do so much. If youtake another
player and put him on Jo Jones' or Steve
Gadd's cymbals, he still won't sound like
Jo Jones or Steve Gadd. It's the nature
of cymbals to allow a drummer to use his
imagination, creativity and skill to
express his individuality. Cymbals
should be matched to the music you
want to play, but beyond that, it's a very
personal decision.”

Ride Cymbals

Ride cymbals characteristically have
a clear, dry, cutting sound. “A good ride
cymbal never reaches its full vibration
when played with the tip of the stick,”
according to Roy Burns' book. To
achieve this effect, ride cymbals have a
well-defined bell, a low profile, very even
(untapered) thickness and are medium
to heavy in weight. Rides range in size
from sixteen to twenty-four inches.

In choosing a ride cymbal, play the
bell, face and edge with the tip and
shoulder of the drum stick. Play single
strokes as well as sixteenths and a fast
jazz pattern. Keep in mindthe directional
quality of cymbals; the reason that jazz
drummers used to keep their ride cym-
bals very high and tilted was so that they
could get a drier, pingier sound out of
their thinner K. Zildjians. (K.'s are a
thinner, darker, more authentically Tur-
kish sounding relative of the Avedis Zild-
jian cymbals, presently being produced
by A. Zildjian Company.)

The ride cymbal that Peter Erskine
used for his work with Weather Report
was a distinctive sounding 22-inch A.
Zildjian deep ride. "That cymbal really
did stick out,” Peter said recently. *What
| was looking for was a low-pitched cym-
bal that would give me more of a jazz
quality but still be able to cut through the
electronics. At the sametime | was |ook-
ing for a cymbal that would define the
time really well.” Peter is currently riding
on a 20-inch K. Zildjian. Here are some
other well-known drummers’ rides:

Louie Bellson — 20-inch A. Zildjian ping,
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18-inch A. Zildjian ping with three rivets
Phil Collins — 22-inch Sabian sizzle, 22-
inch Sabian ping
Stewart Copeland — 22-inch Paiste rude
Mick Fleetwood — 22-inch Paiste 2002
Steve Gadd — 18-inch K. Zildjian
Kenney Jones — two 18-inch Sabian
medium
Jeff Porcaro — 20-inch Paiste 602
Larry Tolfree (Joe Jackson band) — 20-
inch Sabian HH heavy
Tony Williams — 18-inch, 20-inch K. Zild-
jian (also used as crashes)

High-hats

The most important cymbal is the one
you'll be keeping time on. For most
drummers that's the ride cymbal.
Drummers who play a lot of rock may put
more emphasis on their high-hats.
Earth, Wind & Fire's Fred White is one of
those drummers who does most of his
time-keeping on the high-hats. Con-
stantly using his foot, hands or both,
Fred likes a bright, clean, high-pitched
sound. “For the playing I've done with
Earth, Wind & Fire, | used a 14-inch A.
Zildjian brilliant heavy on the bottom and
a medium to thin old K. Zildjian on top
(similar in sound to Zildjian New Beats).
The heavy bottom cymbal has a heavy
sound that's real hip for keeping time
with the foot. The thinner, but darker top
cymbal balances out the sound and
gives me a nice feel when played with
sticks.” he says.

High-hats are a combination of a
medium to heavy bottom cymbal and a
medium thin to medium top, usually thir-
teen to fifteen inches in diameter. "High-
hats,” as defined in the Zildjian Cymbal
Glossary, "are matched on the basis of
the blend of tone they make together, not
necessarily by exact diameters or
weights.”

“Since high-hat matching is an art in
itself, I've found that it's best to go with
the factory matching,” comments Steve
Ettleson.

In order to get a clean "chick” sound
when played with the foot, there should
be a greater difference between the
weights of the two cymbals. For an even
sound when played with sticks, however,
the cymbals can be closer in weight.
High-hats must have a good bite to them
with both stick and foot playing.

When trying out high-hats, play the
cymbals with the foot to hear the “chick”
and use sticks to play jazz, disco and
funk patterns. Play with the cymbals
closed, half open and while opening and
closing them.

Stewart Copeland — 13-inch Paiste 602

Steve Gadd — 13-inch K. Zildjian

Jo Jones — 15-inch A. Zildjian light

Kenney Jones — 14-inch Sabian flat

Russ Kunkel — 15-inch Paiste 2002
sound edge, 14-inch Paiste rude (sec-
ond set)

Simon Phillips — 14-inch A. Zildjian

quick beat

Jeff Porcaro — 14-inch Paiste 602 heavy
with four pair of rivets in bottom

Jerry Speiser (Men at Work) — 14-inch
Sabian AA

Larry Tolfree — 14-inch Sabian regular

Crash Cymbals

Crash cymbals come in almost any
size from ten to twenty-four inches and
they run from paper-thin to medium-
heavy in weight. Crash cymbals are
noted for their explosive accentuation in
all types of music. To select a crash,
strike it with a glancing blow at the edge
with the shoulder of a drum stick.

“Today, drummers are getting more
proficient, more sensitive to the music,
SO we're seeing a trend toward smaller,
lighter cymbals,” says Zildjian's DiMu-
zio. "Along with that, miking technology
is getting better in live situations so that
drummers don't need the volume of big
cymbals. Also, now that studio recording
is more important than ever, drummers
are seeking the fast response and quick
decay that lighter cymbals give them.”

Jeff Porcaro’s crash cymbals are a
16-inch Paiste 602 thin and an 18-inch
Paiste 602 medium in the studio, and
19-inch, 20-inch and 21-inch Paiste
2002s for Toto's concerts. | prefer a
long-sounding cymbal with a full sus-
tain,” he says. "Since | use my recording
cymbals in a lot of different situations, |
try to find a magic cymbal with a lot of
different characteristics in it. | don't like
anything that's too clanky or clashy. My
18-inch has a mellowness when | crash
it softly and a brightness when | really hit
it going into a chorus.”

Carmine Appice — 18-inch, 20-inch
Zildjian Amir

Stewart Copeland — 12-inch Paiste 602
paper-thin, 14-inch Paiste rude, 16-
inch Paiste 602 thin

Steve Gadd — 16-inch K. Zildjian

Dave Garabaldi — 20-inch Paiste sound
creation short crash, 18-inch Paiste
2002, 18-inch Paiste rude

Kenney Jones — 16-inch,
Sabian rock

Buddy Rich — 18-inch A. Zildjian thin,
18-inch A. Zildjian medium-thin

Steve Smith — 17-inch, 19-inch A. Zild-
jian rock, 17-inch A. Zildjian medium

Jerry Speiser — 16-inch Sabian HH, 16-
inch, 17-inch, 18-inch Sabian AA

Larry Tolfree — 16-inch, 18-inch Sa-
bian HH

17-inch

Special Effects
By altering one or more of the compo-
nents, a "special effects” cymbal is
created. Each alteration has a pro-
nounced effect on the cymbal’s sound.
A crash ride has an exaggerated
taper. Flat-top rides have a very low pro-
file, no taper and no bell. Dark and deep
rides are heavy with high profiles, large
continued on page 82




Four leading drummers, fiour different styles.
Four more reasons for playing Yamaha System Drums.

Steve Gadd

Because {'ve always been
very concerned with the
quality of sound in a drum,
I use the Recording Custom
Series drums, with these
beautiful all-birch shells
and a black piano finish
They give me a very con-
trolled resonance with a lot
of tone. They let me relax
with the music. so I can
adjust my touch to any vot-
ume requirements. Yamaha
drums are very sensitive.
and there's always a reserve
of sqund.

I've always tended to go
for simple equipment like
the Taur Series snare
drum with eight lugs. be-
cause it’s easier for me to
get the sound. Same thing
goes for my hardware. which
is why I like the 7 Series
hardware. I don’t require
reallv heavy leg bracing so
the l'ghtweight stands ase
just tine; very quiet. toa.

Rockv White

With some drums, there
isn't too much you can do
to alter the sound. Some
will give vou a real deep
thud. and others are rea:
bright. With Yamala. [ can
get both snunds, they te just
very versatile. Mostly 1 like
a deep round sound with
tight definition, since my
concept is that a drum is a
melodic instrument like
anything else. I can hear
dram pitcies. and Yamaha
lets e achieve that without
a lot of constant re-iuning.

4s far as their hardware,
the smare drum stand and
boam stands are very well
thought-out. They feel like
thev were designed by a
drummer. and they're not
limited at all. The 9 Series
snare drum stand’s ball tilt-
er is fantastic: you can get
the perfect angle for your
plaving posture. And the
boom stend tilter can double
as two stands because it
doesn’t have a lorg handle.
So the boomn slides tight in-
side the rest of the stand if
vou don't need it. Ail in all,
Yamaha is the perfect set
of drums for tone quality,
sound. and ease of set-up.

Cozy Powell

I'd been playing the same
set of drunus for ten years
when I met up with the
Yamaha people during a
tour of Japan with Rainbow.
I told then that if they
could come up with a kit
that was stronger. louder
and imore playable than
what [ had. I'd play it. So
they came up with this
incredible heavy rock kit
with eight ply bircls shells.
heavy-duty machined hoops
and a pair of 26" bass
drums that are like bloodv
cannons. And since I'm a
very heavyv player who
needs a lot of volume,
Yamahas are perfect for me.
And the sound just takes
off —the projection is fan-
tastic so I can get a lot of
volume without straining.

There isn't an electric
guitarist in the world who
can intimidate me. and I've
played with the loulest.
Yamaha drums just cut
through better. like a good
stiletto. They have the fat-
test. warmest. most power-
ful sound of any kit I've
played and they can really
take it. ['or my style.
Yamaha is the perfect all-
around rock kit.

Peter Erskine

Yamaha makes profes-
sional equipment with the
professional player in mind
They're just amazing-
sounding drums. and the
fact that their shells are per-
fectly in-round has a lot to
do with it. The head-to-hoeop
alignment s consistent; the
nylon bushing inside the
lugs are quiet and stahle so
Yamahas tune real easv and
stay in tune. toa. [ have a
5'2" spare and i*’s good as
anything out there. It speaks
fast, with a really brilliant
sound and a lot of power.
When vou hit it hard, the
drum just pops And the
throw-off mechanism is
quick and agile. with good
snare adjustment —it’s a
basic design that works.

And Yamaha hardware is
rea'lv ingenious, every bit
as good as the drums. I like
the 7 Series haraware be-
cause it's light and strong.
especially the bass drum
pedal, which has a fast, nat
ural feel \What can I say?
Everything in the Yamaha
drums system is so well
designed. you want for noth-
ing. Once you hoox up with
them. vou'll stay with them.

Yamaha Musical Preducts - A Division of Yamaha Internatinnal Corporation * Box 7271, Grand Rapids, Mi 49510
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RAY MANZAREK &
PHILIP GLASS

An Electronic Update of “Carmina Burana”

BY STAN SOOCHER

ROBIN HOLLAND

Dynamic duo: classical troublemaker Philip Glass and pop-punk catalyst (and ex-Door)

Ray Manzarek.

hilip Glass and | have come to the
Psame point from different direc-

tions,” declares Ray Manzarek, his
eyes smoldering with calm but unmis-
takable determination behind his trade-
mark glasses, during a break in
recording sessions at Greene Street
Studios in Manhattan’s artsy SoHo sec-
tion. “He's trying to make serious music
more accessible to the public. I'm trying
to make popular music more serious.
What | did with the Doors was the Doors.
What I'm doing with X is X. But you don't
know Ray Manzarek—and that's what
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you're going to find out.”

Shame on you if you don’t know Man-
zarek as the keyboard player with the
group that refuses to die, the Doors; his
mixture of chamber jazz subtlety and
Jerry Lee Lewis passion was the perfect
foil for Jim Morrison's boogie shaman
vocal presence. You should also know
Philip Glass as the young 60s firebrand
who shook up the serious music world
with his potent fusion of short repetitive
melodies with the kaleidoscopic contra-
puntal rhythms of Indian music. Man-
zarek studied classical music as a child

Lo SR R T R e

and Glass has since produced two
albums by art-punk hopefuls Polyrock
as well as recorded the epic futurist
opera Einstein On The Beach. But not
even a close listening to these cross-
over efforts would present any clues that
Manzarek and Glass wouldjoin forces to
tackle German composer Carf Orff's
neo-archaic early 30s cantata, Carmina
Burana.

“Over the last twelve years, Kurtand |
have developed our own style of over-
dubbing,” explains Glass, referring to
Kurt Munkasci, engineer and co-producer
for Carmina Burana. "We overdub part
upon part to create a big orchestral
sound, which is just the opposite of the
standard approach to classical music
recording, in which the orchestra re-
cords almost everything at once.

"When we recorded Einstein On The
Beach, for example, the players were
never in the room together at the same
time. | wrote Glassworks, my return to
lyricism, to be recorded piece by piece
so that no one involved in the sessions
knew what the work sounded like until
they heard the final mix. Here, we've
taken the techniques we used on those
records and applied them to what Ray
wanted to do with Orff's music.”

Manzarek insists he's recorded a
faithful rendition of Orff's original text.
Still, his basic piano tracks were cut with
the rock-heavy bass and drums of Doug
Hodges and Larry Anderson from the
Los Angeles band the Fents. The elec-
tric guitar of Ted Hall and electronic key-
boards like the ARP 2600, Fender
Rhodes and Prophet 5 commandeered
by Glass conductor Michael Reisman
and Adam Holzman, son of Elektra Rec-
ords founder Jac Holzman, were added
later. Moreover, Manzarek and Glass
have provided new arrangements for
Carmina's numerous sections.

Manzarek first met Glass after a demo
tape of Manzarek's interpretation of Car-
mina Burana landed on the desk of
Nancy Jeffries in RCA's pop division.
Jeffries turned the tape over to her hus-
band Munkasci, who then played it for
Glass. When Glass and Munkasci went
to Los Angeles to work on the sound-
track to the film Koyaanisqatsi, they
decided to pay Manzarek a visit.

"They came over and we talked about
God and existence, life and death and
Car! Orft and Carmina Burana,” Man-
zarek recalls. "Philip and Kurt said
they'd like to produce the album and we
shook hands on it. Then an item about
us appeared in the Los Angeles Times
and | got a call from David Anderie, the
head of A&R at A&M Records. He had
produced the original demo | did and he
and A&M president Jerry Moss offered
us a deal to do the album.”
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Manzarek then worked out rough
arrangements at home on his blond
Sauter baby grand piano. The lyrics to
Carmina Burana are bawdy chants in
Latin about love, drinking and religion.
“They were written by renegade Bavar-
ian monks in the thirteenth century,” Ray
notes. “Orff was intrigued by the words
and he set them to music for a chorus
and a symphony orchestra. But the
piece is nearly one hour-long. So we had
to edit it down due to the dynamic range
of rock instrumentation which shortens
the length of time that can be utilized on
a vinyl disc.”

The basic tracks were recorded in
Los Angeles at A&M Studios which, like
Green Street Studios, sports a 24-track
Trident console and MCI tape machines.
Manzarek played a nine-foot Steinway
placed in its own booth with the top open
and a pair of Neumann SM69 micro-
phones angled overhead. Hodges'
Fender bass was recorded both direct
and through an amplifier also placedina
booth while Anderson’s Gretsch drums,
Ludwig snare and Zildjian cymbais were
set up in a large live room. At Ray's
request, a separate mono piano track
was recorded because, he claims, “You
sometimes lose the left hand on a stereo
piano and get only the right hand. But
here the stereo piano came out great—
big, fat and full.”

Most of the vocals were recorded at
Greene Street Studios with ten singers
gathered in a semi-circle. The men
stood on one side and the womenon the
other. Each side was taped through a
Neumann SM69 microphone and all the
singers recorded their parts twice.

The heavy technological studio input
occurred during the mix, however, when
the music was run through small
Yamaha NS-10 speakers rather than
studio monitors. Neve stereo limiters
were applied to the tracks as wete Lex-
icon 224X and EMT 251 digital reverb
units. Then the tracks were automati-
cally panned from left to right with an
Audio Design pan scan triggered by a
built-in oscillator or even a snare drum.

The recording techniques used in this
new version of Carmina Burana may
seem a bit daring for the tradifionally
pristine world of classical music, but,
Manzarek declares, “! don't see classi-
cal music as a hermetic school of
thought anymore. That's what Philip
Glass is all about. He’s spent the last
seventeen years breaking down those
barriers.”

“When | began to amplify my music in
the 60s,” Glass replies, “I had to go to
the Fillmore East to hear how big a band
could sound. That's where | learned
about electronics because no ane on
my side of the street knew anything
about it." ™
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DRUMULATOR

A Digital Drummer Does It All

BY J.C. COSTA

The remarkable Drumulator: high-tech flex-
ibliity, realism and variety for under a grand.

digital drum computer with the

accent on “enhanced programma-
bility” with affordability ($995.00 sug-
gested retail list price in the U.S.), hasn't
even hit the music stores as of this writ-
ing but it's already creating a legitimate
ripple of excitement among musicians
and industry insiders. E-Mu Systems
inc., the company that gave you the
Emulator (an ultra-high-tech digital syn-
thesizer capable of re-creating virtually
any sound from a violin to selected barn-
yard fowl), now offers real drum sounds
recorded digitally with seemingly limit-
less control over every musical parame-
ter that goes into the creation of a
rhythm track.

To start with, you get real drum (bass
drum, snare, rim, high-tom, mid-tom and
low-tom) and percussion (clave, cow-
bell, elaps, open and closed high-hat
and ride cymbal) sounds recorded by
drummers Chris Peterson and Bill
Gibson—the latter plays with Huey
Lewis & the News—during an intensive
developmental period of digital record-
ing that lasted a month and a half. From
here, the Drumulator's rather unique
programmable mixing capability allows
the user to store and recall a totally dif-
ferent mix of elements for each rhythm
track. This even extends into the area of
“programmable dynamics™ wherein
normal and accented versions of every
sound offered by the Drumulator are
independently programmable for drums,
cymbals, etc., within each rhythm track.

So what does all of this technical pala-
ver mean to you? It means some scari-

The Drumulator, a sophisticated new

fyingly authentic drum tracks that you
can create to use as accompaniment for
rehearsal or practicing, songwriting, ref-
erence demos, jamming and live per-
formance. In fact, the Drumulator offers
added flexibility for concert situations by
letting the musician isolate or “identify”
specific sections within a song to be
repeated until cued otherwise by press-
ing a footswitch, which in turn allows for
varying the length of songs, solo sec-
tions or repeating choruses depending
on the nature of the individual perfor-
mance. If you want to try more exotic
rhythm concoctions, the Drumulator
can also be hooked up to external drum
synthesizer pads, taped tracks or
sequencers.

Of course, E-Mu Systems would be
the last ones to claim that their Drumula-
tor was ever intended to replace areal-
life, “blood, sweat and beers” drummer.
Although company spokesman Marco
Alpert acknowledges the increasing
popularity of digital drum devices like
the Drumulator and the industry pioneer
LinnDrum machine for live performance
(especially with techno-pop whiz kids
from both sides of the big puddie), he still
describes his company's drum comput-
er as a “tool to assist musicians who
don't play drums.” Addressing the inev-
itable comparison of the Drumulator to
the more expensive LinnDrum unit
(approximately $2,995), Alpert puts the
issue in perspective: “We really haven't
cheapened the Linn. We just set out to
accomplish similar objectives in a very
different way.” By that, Alpert is referring
to the fact that the Linn machine is a
more hardware-oriented device while
the Drumulator is “software-intensive.”
Having learned valuable lessons from
Roger Linn's trail-blazing efforts, E-Mu
Systems put more emphasis on sophis-
ticated software during the develop-
mental stages so that they could keep
the costs to the consumer down.

And as far as the buzz going around
the music industry is concerned, a lead-
ing New York retailer has already called
the Drumulator “the best value in the
music industry today” and one ace ses-
sion drummer who heard it being
demoed on 48th Street's Music Row
said that “It was so good, it scared the
hell out of me." ¥
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ELECTRO-HARMONIX
SOUNDS BEST!!

MINISYNTHESIZER—Portable
Solo Keyboard Synthesizer
LPB-1 & LPB-2 Power Boosters
SWITCHBLADE—"A-B” Selector
FREQUENCY ANALYZER
MUFF FUZZ—Distortion w/Edge!
BIG MUFF Pi-Distortion, Sweet
Sustain used by Jimi Hendrix
GRAPHIC FUZZ—Distortion with
6-Band Graphic EQ

HOT TUBES—Vacuum-tube
Overdrive Simulator

DOCTOR Q—Envelope Follower
BASSBALLS—Twin Dynamic
Envelope Follower for Bass
SOUL PREACHER—Sustainer/
Compressor w/Treble Boost
SMALL CLONE—Chorus Effect
SMALL STONE—Phase Shifter
ELECTRIC MISTRESS—Flanger
DELUXE ELECTRIC MISTRESS
—Flanger used by Pink Floyd
SUPER SPACE DRUM—with
Modulation Capabilities—used by
The Clash!

CLAP TRACK—Hand Clapping
CRASH PAD—Pink Noise
Sweeps

GOLDEN THROAT VOICE BOX
DRM-15/DRM-32 Rhythm Units
with 15 and 32 Beats respectively,
programmed by the hottest,
funkiest Motown and NYC R&B
musicians!

MEMORY MAN Stereo/Chorus/
Echo with Ambitron exciter
DELUXE MEMORY MAN—Echo
with Chorus/Vibrato
MICROSYNTHESIZER—for
Guitar—Outselling ALL other
brands of Guitar Synthesizers
combined!!!

BASS MICROSYNTHESIZER—
Designed specifically for Bass

16 SECOND DIGITAL DELAY—
Infinite Recording Tracks with
Ability to Play Music Backwards

L J
ON SALE NOW
AT LEADING MUSIC STORES
THROUGHOUT THE WORLD!
®
ELECTRO-HARMONIX
27 W. 23rd St. New York NY 10010
(212) 7411770
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Cymbals from pg. 76
bells and extra hammering. Earth and
rude cymbals are extra heavy and unfin-
ished. Swishes, pangs and China-types
have distinctive bells and profiles.
Splash cymbals are very small and thin.
Test a special effects cymbal as you
would test a ride or a crash, depending
on the cymbal and its intended usage.
The swish cymbal that Billy Cobham
used with the Mahavishnu Orchestra
created quite a stir in cymbal circles. It
was an A. Zildjian 22-inch medium-thin
swish without rivets, which he used
upside-down for better projection. To
this day, his trademark is the upside-
down swish cymbal (or Chinese cym-
bal), which he uses for rides and
crashes because of their explosive
sound. He is currently deploying 18-inch
and 20-inch A. Zildjian high China boys.

Terry Bozzio — 18-inch, 20-inch Paiste
sound creation dark China type with
a 14-inch Paiste 404 top high-hatineach

Phil Collins — 22-inch, 24-inch Sabian
flat Chinese

Stewart Copeland — two 8-inch Paiste
2002 splashes

Peter Erskine — 16-inch A. Zildjian swish

Mel Lewis — 22-inch A. Zildjian swish
knocker

Jerry Speiser — 10-inch Sabian HH splash

Albert Lee from pg. 71

Lee’s first professional break came as
one of 60s English R&B belter Chris Far-
lowe's Thunderbirds, playing gritty
blues-rock in the Animals-Stones vein.
But he really found his groove in a
straight British country band called
Country Fever, a logical extension of his
original love for Buck Owens records.
“They were close to country-rock,” he
explains. “it was that Fender sound.
Owens kind of took it in that direction.”
(James Burton was also a major
influence.)

Country Fever, however, never found
an audience, nor did Lee's next band,
Head Hands & Feet, a sorely underrated
country-rock pub unit along the lines of
Brinsley Schwarz. Since then, Lee has
been playing sessions full-time. In addi-
tion to his better-known work with Clap-
ton, Harris and Edmunds, Lee has
appeared on records behind singers
and players as diverse as Jackson
Browne, Herbie Mann, Shirley Bassey,
Richard Harris, Don Everly and Willie
Nelson. And as one might expect, the
sessions he plays are not allto his liking.

"l do get calls from people who just
want a guitar player. They go down the
list and say, 'Oh, Albert Lee, he's a good
player. Let’'s use him.' They don't really
know what | do. I'd rather do a session
where people want some Albert Lee
licks, rather than get me in there and
say, ‘Have you got a slide? Can you do
some George Harrison...." Well, it's not
really what I'm good at.”

Still, once he's in the studio, he gives it
all he's got. "If you're there, you can’t
say, ‘Sorry, I'm going.’ It's a challenge. |
like to think of myself as a professional. It
isn't always the best of situations,
though. I'd rather have a good old
country-rock session where | can really
do what | do best.”

One of Lee's most memorable studio
dates was with a 1973 London superstar
session band backing Jerry Lee Lewis.
“He'd walk into the studio and it was like
the King was walking in. it was like Elvis
was walking in. Everyone was in total
awe of him. He sings and plays and it
was a one-man band. And you fallin as
best you can. It wasn't really arranged
that much. It was a rock 'n’ roll session.
He'd learn a song and we'd run through
it twice. If we had to do it three times it
was really hard work. He didn't like to do
any more than two takes.”

In 1973, Lee came to Los Angeles to
work with the rejuvenated Crickets and
soon understood that America was
where he belonged. "I started hanging
out in L.A. and grew to love it over here.
Because of the music, really. | do love
England, but for me, the atmosphere
there has never been conducive to play-
ing rock 'n’ roll and country music. | just
love America for that reason. It just
breathes music. And it is American
music.”

With his two solo albums, as well as
moments in the spotlight playing solos
and singing when he tours with Clapton,
Albert Lee's profile is considerably
higher now. He seems to think the days
of being confused with that other Lee
are just about over. “I did some
research, actually. I'm not sure about
Peggy Lee, but most of the other Leesin
this business have changed their name
from something else. And my real name
is Albert Lee. Arthur Lee and Brenda Lee
changed their names from something
else. And Alvin, of course, did. That got
to be a drag, getting confused with
someone and it wasn’'t even his real
name!" M

Toussaint from pg. 73

New Orleans soul fire, he claims that's
exactly where the arrangement came
from.

“‘Lady Marmalade’ to me is 'go in
style,’” he says, humming the saucy
rhythm that captured the red-light rom-
ance of the French Quarter's sexual
commerce. "That's all there is. And any-
thing else is sweetening and spice. The
chorus, that horn flourish at the end, that
is there because it's supposed to be.
Patti (Labelle) and the girls were so
dynamic the musicians played that way.
| arranged the song for the same reason.
Some things come so automatic.”

Toussaint unwittingly hits on an accu-
rate description of his own talent as a
producer and arranger when he pays

continued on page 118




Full Bandwidth
Digital Delay...
Naturally!

The EFFECTRON " series s the only low cost, full
bandw.dtr, high performance line aof digital dslay pro-
cesscrs. A real technological breakthrougn Layma:ched
by anyonel!! ’

At last—vou can afford high quality, natural sounding
dig tal delay. T

Vis't your Icca%[ cealer and check it out!

Listen and compare . . .
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Pearl has introduced the Sound
Choice series consisting of a
Chorus Ensemble, Analog Delay
and Phaser. The Chorus Ensem-
ble (CE-22) features dual-
programmability with stereo
output, user-variable chorus rates
and delayed vibrato. This delayed
vibrato may be varied in rate,
depth and delay time. The Analog
Delay (AD-33) is a complete
electronic delay device providing
stereo output, a wide range of
time variation effects such as
delay, echo, reverberation and
voice doubling. The Phaser (PH-
44) provides maximum control of
phasing effects from peak to dip
locations. Slow and fast phasing
and rotating speaker effects are
featured by the PH-44. Pearl
Intl., P.O. Box 111240, 408 Harding
Industrial Dr, Nashville, TN

Yamaha Tour Series drums fea-

iure shells of birch laminated with
Philippine mahogany. Designed to
meet all performance require-
ments from the road to the record-
ng studio, Tour Series drums are
available in a variety of kit con-
figurations with four finish options:
black, white, red and natural wood,
and are for drummers in all styles
of music. Yamaha, Box 7271,
Grand Rapids, M| 49510. (616)
942-9223.

37211. (615) 833-4477.

The Ibanez Roadstar |l series
combines simplicity of design
with the features and detailed
craftsmanship found on today's
best custom guitars and basses.
The “vintage fee!l" was obtained
with the preferred scale length
and neck design along with the
lightweight, great-sustaining
alder wood construction. The ser-
ies also features state-of-the-art
hardware including advanced
machine heads and string
guides, "Dead End" strap posts,
“Sure-Grip II" control knobs and
the revolutionary "Hard Rocker-
Pro" vibrato bridge system.
Hoshino (USA) Inc., P.O. Box 886,
Bensalem, PA 19020. (215) 638-
8670.

|

Fender unveils the Studio Lead
and Stage Lead guitar amplifiers,
adding significant new capabilities
to the world's best-selling ampli-
fier line. Designed with a new 3-
band active equalizer for the lead
channel that can produce a
whole new range of sounds, the
Studio Lead and Stage Lead also
feature separate volume, gain and
master controls for the lead chan-
nel preamp. This allows anything
from a clean soundto outrageous
gain and sustain, regardiess of
playing level. Other features in-
clude foot-switchable reverb
which is active on both channels,
preamp out and power amp in
jacks for effects patching and front
panel LEDs to indicate which
channel is active.

The Studio Lead offers 50
watts and a single 12-inch heavy-
duty speaker for $449.00 (sug-
gested retail). The identically-sized
Stage Lead develops 100 watts
for $449.00, and is also available
with two 12-inch speakers in a
slightly larger cabinet at a sug-
gested price of $549.00. Fender,
1300 East Valencia Drive, Fuller-
ton, CA 92634. (714) 879-8080.

Ovation's new Elite model brings
much of the Adamas technology
within the reach of many more
players with a truly innovative in-
strument. With a solid spruce top
reinforced with birch veneer in
the upper bout for added brilliance
in the highs, the Elite utilizes an
Adamas-derived brace pattern
known as Quintad Il and the
unique and distinctive Adamas
sound hole configuration. Wood
bindings and purflings are used
throughout and a combination of
woods in the epaulets continues
the theme. Elite has a five-piece
neck (two mahogany and three
maple layers) and a 22-fret fin-
gerboard made from black wal-
nut impregnated with a resin
which increases strength by
almu:t fifty percent, and features
inlayed wooden position mark-
ers. Machine keys are 24K gold-
plated Ovation Schallers. Ova-
tion, Box 4, Bloomfield, CT 06002
(203) 243-1711

%

Loft introduces a new concept,
“personal test equipment.” The
Loftech TS-1 Audio Test Set com-
bines a low distortion oscillator, a
frequency counter and a dB meter
in a self-contained unit. The fre-
quency counter auto-matically
ranges between Hz and kHz and
the dB meter will read from -50 to
+24 dB without ranging. Instru-
ment interconnections are made
internally via normalling jacks to
reduce the number of cables
required and simplify making
measurements.

This combination of three test
instruments in one unit is not only
done at an economical price
($299.00) but also provides ease
of use for making accurate, reliable
measurements. An 87-page
book is supplied with the TS-1
that describes basic audio mea-
surement and troubleshooting
techniques. Loft, 91 EIm Street,
Manchester, CT 06040. (203)
649-1199.

S—

Korg breaks the Poly-61, the first
fully-programmable polyphonic
synthesizer priced under $1,500
to offer the full sound of two oscil-
lators per voice. Poly-61's two
DCO oscillators per voice (12
DCO oscillators total) can be pro-
grammed for detuning to produce
fat, natural chorusing effects, and
for paratlel intervals, which allows
the user to create up to 12-note
chords. Other features include:
64 program memory with full edit
and program move capabilities;
high-speed tape interface with
inter-active display; versatile arpeg-
giator with memory fatch mode.

The digital access control sys-
tem (DAC) has large easy-to-
read 6-digit digital display and the
user can quickly and accurately
view and update parameters, per-
manently store changes or re-
store them to earlier values. The
Poly-61's Chord Memory/Unison
and Hold key assign modes pro-
vide exciting parallel harmonies
and powerful monophonic bass
and soloing sounds as well as full
6-note polyphonic playing. Korg,
89 Frost Street, Westbury, NY
11590. (516) 333-9100

©

Altec Lansing announced re-
cently the introduction of six new
high performance loudspeakers
for the professional musician.
The new pro sound entries con-
sist of two distinct loudspeaker
families—the extended range
(ER) series musical instrument
loudspeakers and the 3000 series
sound reinforcement line, design-
ed to meet or exceed standards
for high power handling, sound
quality and near-indestructible
mechanical construction.

The ER series 10- and 12-inch
models are designed primarily as
guitar, piano and vocal PAdrivers.
The new 3000 series sound rein-
forcement loudspeakers for use
in full-range PA applications
include the 12-inch, 15-inch and
18-inch. Power handling for these
extremely efficient speakers
ranges from 500 to 600 watts (con-
tinuous program). Structurally-
reinforced die cast frames sup-
port powerful ferrite magnet
structures, with super-high-tem-
perature voice coils. Altec Lans-
ing, 1515 South Manchester
Avenue, Anaheim, CA 92803.
(714) 774-2900.

@
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ORTABLE. POWERFUL. PROFESSIONAL.

AFTER THE FIRST SET, YOU'LL WONDER
OW YOU GQT BY WITHOUT IT.

If you're like-most working musicians,
here’'s an odd assortment of semi-
professional:sound gear that takes up a
ot of your space. lLike an old familiar
ong. you face the frustration of
nadequate sound and the anxiety of

ondering whether.or not your gear will
et you through the night.

Intfroducing a new tune.

HE TOA MX106™ SELF-POWERED

IXING SYSTEM.

Portable, compact, pawerful and
oaded wifth professional performance
ond features, the MX1061is engineered
olhelp turn the typical, marginal PA.
nto a first-rate sound system. The
ugged MX106 moves around easily,
bets up quickly and delivers recording
tudio sound quality.

VERYTHING YOU NEED STARTS WITH
HE INPUTS.

Six inputs accept either balanced or

nbalanced sources: low or high
mpedance mics, guitars keyboards,
Hrum machines—you name it. On each
nput you get three band eq.. a trim

ontrol and peak reading detection

incuitry. Goodbye overloading and
Histortion.

b

AN INTEGRAL POWER AMPLIFIER.

The irternal power amip is rated at
3OO watts into 2 ochms! ft's short-circuit
and overload protected. And a
specially designed rolled aluminum
heatsink guarantees excellent heat
dissipation for maximum system
raliability. Our AutoComp ™ feature
keeps cperating headnoom at an
optimum level, protecting speaker
systems from damcging sguare waves.
MASTER CONTROL.

The MX106 has a full one-octave
graphic equalizerwith.a bypass switch.
There's two auxiliary inputs with pan and
l=vel centrol, and fluorescent bar graph
meters. There's evemn a built-in electronic
Anaiog eche unit instead of the
conventional reverb.

We've provided a complete patch-
bay for the interface of peripheral
electronics and our exclusive BUSS-
LINK™ lets.you easily increase mixing
capacity.

SOUNDS GREAT, BUT HOW MUCH?

For $§719.00" you can't buy a more
powerful and compact proefessional
sourd pcxckoge

st tack e

Add to this the specs. that engineers
like to talk about.
MX106 SPECS:

MIXER

Freq Resp. - Q| - 3dB, 30OHz—- 20kHz
THD <QOIO5% [(+4dBm @ 1kHz)

E.N. (Noise) - 130dBmM (20Hz- 20kHz)

POWER AMP

Freq Resp. -~ Q. —1dB. S8Hz- 40kHz

THD: <Ol1% (200 mW to 200
Waits RMS, 20Hz - 20kHz)
Typ. below, D.05%

300 'Watts {2 ohms)
200 Watts (4 ohms)
120 Watts (8 ohms)

Ask for a demo at your nearest dealer
orct:ontoc? us direct for full technica!
data

TOA Professional Sound! &

- Communications
ABO Corlfon Court South San Francisco,
California 94080 (415) 538-2538
In Comada: 10712-181 Street, EGmonton,
Alberta T5S 1K8 (403) 489551

Rated Power (RMS):

.
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David Bowie

Let's Dance (EMI-America)

Let's Dance
is David Bow-
ie's nod to his
musical fath-
ers, and a wink
to all of his
musical prog-
eny includ-
ing those cos-
tumed deni-
zens of the nightworld who have carried
forth his prophetic vision of sexual ambi-
guity, androgyny and dramatic self-
caricature onto the dancefloors of the
1980s. But he speaks to them, not so
much as a fellow traveler, but as a
middle-aged survivor who relates the
perspective of one who has come
through all the distortion into the daylight
of identity. Journeying amidst the carnal,
opium-scented, red-light districts of
“Criminal World™ (the album’s moody
centerpiece, penned by Peter Godwin,
Duncan Browne and Sean Lyons),
Bowie intones avuncular counsel in his
groggy tenor; in a criminal world, where
“the boys are like baby-faced girls” (anc
vice versa), he proposes to “hold a can-
dle to your high-life disguise,” confiding.
knowingly, "I guess | recognize your
destination/ | think | see beneath your
makeup/ What you want is a sort of
separation.” Bowie's alternative is a
cosmopolitan realism, tempered by the
darkness of modern times; animated by
dreams that refuse to fade; finding
expression and release when you “put
on your red shoes and dance the
blues...under this serious moonfight.”

. Inteaming with co-producer /guitarist
Nile Rodgers (of Chic) and his crack
regiment of urban electric commandos,
Bowie is seeking to pull off the oft-
attempted synthesis of black roots anc
white fruits (no pun intended); to break
down the artificial barriers between
American pop musics; to acknowledge
the common thread of inspiration run-
ning through American dance music
from the big bands of the 30s and 40s,
the R&B and rock of the 50s and 60s and
the electric haze of the 70s and 86s (like
the way the title tune leapfrogs from the
Béatles' "Twist And Shout” Ah-Ahh-

86

Ahhh-AAHHHHS, to a polyurethaned
“Good Times" riff, through some World
Saxophone Quartet-like free sax blow-
ing, to echoes of spinning ballroom
lights, B.B. King dirt-floor get-downs,
synthesizer shrapnel and Third-World
percussive assaults). And unlike the
insutferably pretentious, jaded Chris
Stein (those whom the gods would seek
to destroy, they first give number one
singles) and his Revion Howdy Doody
Cebbie Harry (who together made Koo
Koo sound like ten slick rhythm tracksin
search of a personality), Bowie brings
something to the party, acting as a cata-
lyst to elicit some different strokes from
Rodgers (who was beginning to sound a
tad freeze-dried on the last two Chic
outings, but here contributes mightily to
the clear, open, shimmering sound). In a
sense, Bowie, the chameleon, is both
soul thief and soul champion, but in fil-
tering borrowed and new through his
personal imagery, he stamps it as his
own, while offering a smile and a pat on
the Fead to the Talking Heads, the Cars
and the synth-pop new romantics, as if to
say “Cute, but remember kids, | invented
this stuff.”

All of which would be useless to EMI-
America (at $17.5 million for his new
contract) if he didn’t sell some records,
but like McCartney on Tug of War, Bowie
has marshalled his broadest, punchiest
pop vision in years. “Modern Love,"
“Shake It" and “Let's Dance™ comprise
the dance tracks, the former sounding
far all the world like Little Stevie & the
Disciples of Soul, with Bowie feverish
and ambivalent over a modified Motown
beat, with a clever hook that renounces
the surface charm and complacency of
modern love (“Get Me To The Church
On Time"). “"Without You" and “China
Girl” are the standout ballads, the latter
a husky, tongue-in-cheek, Suzy Wong
travelogue penned with Iggy Pop ("l feel
a tragic like I'm Marlon Brando”), to
whom the vocal is clearly indebted, the
former an oriental-flavored kiss, spiced
with trailing keyboard blips and keening
doo wop falsetto accents (thanks to the
Simms brothers and David Spinner).
And for the wild cards we have the
menacing “Cat People” and the equally
ominous “Ricochet,” the “Heroes™ of

Let's Dance, a tale of urban breakdown
ard despair, where "“in the secret, fearful
places, they see their lives unraveling
before them...and who can bear to be
forgotten.” Still even as violence
ricochets around us, Bowie assures us
that “it's not the end of the world,” as the
band churns away over Rodger’s adap-
tation of Coltrane’'s "My Favorite
Things™ (you heard right), amidst a hail
of horns and tasty guitar leads.

That Bowie is able to translate all of
this offbeat, arcane information through
the power of his ambition and outreach
into images that reach out (not look
down) to the average listener, while
creating a sparkling new sonic fabric, is
testament to his genius. Let’s Dance is
totally engrossing, and may just be the
future of pop music. Let's hope so, any-
way. — Chip Stern

Lou Reed
Legendary Hearts (RCA)
The Velvet Un-
derground is
long gone, but
no matter:
here’s another
Lou Reed solo
album, and |
can already
hear the critics
honing their
raves from coast to reverent coast.
Uncle Lou, you see, having done so very
much right at the outset of his quirky
career, can never do wrong in the eyes
of his claque. Unfortunately, this critical
fawning has had the reverse of the
desired effect on Reed's admittedly diffi-
cult artistic situation. On his own, he's
never made an album as purely winning
as, say, Loaded, and everybody knows
it. So when the usual cries of “Lou's
masterpiece" greeted the release of last
year's The Blue Mask, real record buy-
ers yawned—they'd been burned one
time too many by the master’s coterie.
| hope that Legendary Hearts
escapes this fate, but I'm not about to
bet on it. Hearts is a warmer and more
seductive album, but at this pointintime,
I can't quite see where it fits into the
commercial scheme of things. Its
insights are casual, seemingly off-the-




cuff, and its tunes are executed with
what any self-respecting Velvets fan
must consider unnecessary restraint.
The band tracks lack fire and abandon
—and believe me, guitarist Robert
Quine, bassist Fernando Saunders and
drummer Fred Maher could be a wild
and fiery band.

The songs themselves, though, are
striking, and—given Reed's rehabili-
tated latter-day image as a lawn-loving
suburbanite—often rather disturbing.
Has anyone ever penned a more chill-
ingly muted description of domestic dis-
array than: “The last shot sure killed
me/ Pour another drink/ Let's drink to
the last shot/ And the blood on the
dishes in the sink”? In “Botteming Out,"
blurred visions of “my child bride” crowd
his head as he drunkenly cracks up his
motorcycle; and in “Home Of The
Brave,” the album’'s most remarkable
track, he seems sunk in a bittersweet
despair that's reminiscent of (but much
deeper than) the Loaded classic, “Oh!
Sweet Nuthin'”:

Here’'s to Frankie in some bar in
picturesque Brooklyn Heights

In picturesque Brooklyn Heights

And here’s to a friend who jumped in
front of a train

At seven o’clock one night

And another friend who thinks that
he lacks worth

Has disappeared from sight

Somewhere in the Home of the
Brave

Reed's lyrical artistry—sa simple, so
deceptively complex—demands careful
and sympathetic attention from a lis-
tener; but with few exceptions (the
emphatic whomp of "Don't Talk To Me
About Work," for instance), the low-key
musical format of Legendary Hearts is
likely to set the uninitiated mind wander-
ing. To say that Uncle Lou deserves a lot
better is to restate, once again, the
obvious. Next time out he really should
crank it up—and, who knows, maybe
cash in at long last. — Kurt Loder

New Order

1981-1982 EP (Factory)

“Blue Monday"/“The Beach” 12-inch

(Factory)

Power Corruption And Lies (Factory)
With all due
respect to
their late sing-
er lan Curtis,

. the worst thing
that ever hap-
pened to New
Order was Joy
Division. The
brutally honest,

physically liberating kick inside of Joy

Division's introspective punk-thump

romanticism graduated prematurely into

smokey myth with Curtis’ tragic suicide
in 1979, a myth blown so out of propor-
tion to Joy Division's original ambitions




that it still dogs the three members sur-
viving as New Order.

That myth may never go away (then
again, neither will the magnificent "Love
Will Tear Us Apan,” surely Joy Division's
finest moment). But this triptych of new
releases should go a long way in estab-
lishing New Order as more than just an
extension of Curtis’ long dark shadow.
The 1981-1982 EP—which collects
scattered singles and extended club
mixes—and the "Blue Monday"” 12-inch
certainly confirm the underground con-
tention that New Order are England’s
most musically eloquent, heroically
urgent post-punk dance band. Compare
the candy corn of new teen dreams
Duran Duran and A Flock of Seagulls
with the harsh propulsion of “Every-
thing's Gone Green” and "Tempta-
tion"'s Gothic disco on 7987-1982, the

icy abstract ping of synthesizers and
electronic percussion interlocking with
the severely compressed, locomotive
clap of Steve Morris’ drums.

“Blue Monday" and its long dub inver-
sion "The Beach' consolidate the
experimental gestures of the EPinto one
monster track, the cathedral echoes of
Joy Division deftly integrated with hard
funk reality. Peter Hook's heavily
flanged bass maneuvers with almost
gaseous ease through the intricate
maze of vigorous overlapping rhythms,
artfully deployed electronic percussion
accenting the double-team drive of Mor-
ris’ synth-drum programming and real
kit crack. The singing (most likely by gui-
tarist Bernard Albrecht) has a nervous
meditative quality only slightly removed
from lan Curtis’ declamatory passion,
like a prayer on the verge of scream,

WIRELESS SYSTEM RECEIVER

NADY {“D

TX

MORE WIRELESS
FOR LESS!

wireless system soadvanced in per-

High performance and low price is
what you get with the new revolu-
tionary Nady 49 wireless system.
Now, for the first time, the very
latest in wireless technology is
easily affordable for any musician.
Featuring our newly developed spe-
cial receiver filtering circuit, the
new Nady 49 system is the only 49
mHz system which allows 3 sepa-
rate instruments simultaneously
the many advantages of wireless
freedom on the same stage. The
Nady 49 combines this exclusive
new patent-pending filtering tech-
nique and the world famous patent-
ed “Nady lo-noise” technology with
expert manufacturing to offer you a

i

NOW!Under $200

affordable. You'll want your whole

49R

PWR

formance, at a price so unbelievably

band to be wireless!

Sleek new product design features
two multi-color 10-LED displays
allowing convenient operation sta-
tus at a glance. A retractable at-
tached antenna adds to the Nady
49’s portability.

With virtually all the major touring
acts in the world from the Rolling
Stones to DEVO already using Nady
wireless systems, you can now also
go wireless with the best at a price
you can afford. Get more wireless
for less from the wireless experts.
Get Nady Now!!

AD!

SYSTEMS

INC

NADY SYSTEMS, INC.

1145 65N Street
Oakland, CA 94608

The wireless innovators.
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braced by the dramatic keyboard
atmospheres of Gillian Gilbert (the
band's only non-JD member).

On the companion album Power Cor-
ruption And Lies, New Order expand
that rhythmic animation with a confi-
dence and epic longing missing from
last year's hesitant Movement. Not as
instrumentally dense as "Blue Monday,”
both "Age Of Consent” and "The Vil-
lage" radiate celebratory energy in their
uncluttered gallop while the neo-
Oriental scratch guitar of "Ultravio-
lence” heightens its black tribal pump.
Even "We All Stand,” a slow gray, rather
jazzy reverie, packs an emphatic per-
cussive kick, Hook's dominant bass and
Morris’ impatient drum crashes flanked
by echoey guitar interjections and wist-
ful piano flourishes.

New Order still rely on the instrumen-
tal language of Joy Division but have
learned to say a lot more with it. These
records prove they are now very much
their own band. The news that they have
just cut new tracks with "Planet Rock"”
producers Arthur Baker and John Robie
indicates New Order have a long new
life ahead of them. — David Fricke

Weather Report
Procession (Columbia)

This sounds
just like a
Weather Re-
port album. It's
nice, but I hes-
itate to praise
it (though |1
think | hear
real growth) or
damn it (even
if they seem to be rope-a-doping) be-
cause it's such an Oriental snack...
aural sushi, that while it delights the pal-
ate, it leaves one strangely hungry. This
in spite of a new, improved rhythm sec-
tion, great production values (a sound
quality that begins to excuse the brevity
of playing time on each side) and new
wrinkles in the Zawinul/Shorter dialogue.

The rhythm section of drummer Omar
Hakim, bassist Victor Bailey and percus-
sionist Jose Rossy is considerably funk-
ier and more attentive than the virtuosic
flamethrowers they replaced. | certainly
prefer Hakim's more colorful speed-bag
work to Erskine's dry, big band chops-
manship, and while retaining great love
in my heart of hearts for the demented
innovator Pastorius (after Brite Size Life
and his first solo album, I'm pretty toler-
ant), Bailey's meaty, gut-string-like
sound encourages interaction rather
than precluding it. Zawinul's "Two
Lines” is a particularly satisfying exam-
ple of the new Weather Report. Zawinul
seems to have left his Fender Rhodes at
home, and the absence of electric piano
leaves a big sonic hole, which forces
Shorter to sketch out the chords in more
detail on his tenor. Scampering over an




Although much has been
accomplished in the way of amplification
for electric and electromic instruments,
mext to nothing has been available for
amplifying the beautiful. sonic properties of
the acoustic or acoustic-electric guitar. At
Peaveyr, we decided to tackle and solve this
difficult area of amplitication and we
proudly introduce the Austin™ 400
acoustic-efectric system.

Many guitarists “switch off™ between
regular and acoustic-electric guitars during,
their performanees. We have combined the
“kest of hoth werlds” in the new Austin™
dual ¢hannel amp:

The Austin's™ “acoustic” ¢hannel
features irputs to accommedate all types of

ue to our constant. effortis for improvement
features and specifications listed herein are
subject to change without notice.

acoustic guitan pickups or transducers. a
me EQ patch. a pre gain control with a
pull switdh for added brightness and a post
gain control for setting the overall volume
level. The equalization section chnsists of
active low, Paramid™. shift, high and
presenge controls which have been
matched to the characteristics of acoustic
guitars,

The “electric” channel of the Austin™
400 fedtures a hight gain input, pre géin
with pull bright. Saturation™ and post gain
controls and our renowned EQ circuitry
wonsisting of low. mid and high controls
with our unique “thick” circuitny and an
active aesence cortrol. The gombination of
these controds in the electric channel

PEAVEY ELECTRONICS COXPORATION
Meridian. M$ 34301
© 1083, Piinted in (LS4

711 A Street ;

-
allows, a multitude of tonal textures to be
achieved. ... .from warm tube like
sounds.....to ¢lean rhythar tomalities.....to
scorching rock sourds. all with infinitely
variable and cantrollable Tevels of overload
and smoeoth harmonic textures.

For the acoustic guitar purist, we have
emploved the preamp., equalization. power
and other features of the Austin's™ acoustic
channel into a single channel amplifier
called the Rene™ 400. To obtain further
information on the Austin™ 400, Remo™
4000 or other new amps incour City™ Series
lime. see vaur Authorized Peavey Dezler or
contact Peavey Eledronics Corporation,

711 A Street. Meridian, MS 39301
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a-go-go inflected swing-funk, Zaw-
inul's synthesizer responses to Shorter
are less orchestral, more to the point,
and the metrically free (well freer),
vocal-inflected unison-counterpoint
they conjur as an out theme hints at a
new kind of melodic interplay.
Elsewhere, "The Well” is a lovely suc-
cessor to the folklorish spatial electronic
balladry of “Mysterious Traveller,” and
Zawinul's use of Yamaha touch (and
velocity) sensitive synthesizers (GSt
and CE20) encourages a new leanness
and melodic directness on his par
(more like Japanese rice-paper paint-
ings than his cast-of-thousands sonic
murals); on “Where The Moon Goes"

the Manhattan Transfer add a nice vocal
touch to a nondescript tale of globetrot-
ting mysticism; and Hakim shows good
composing chop on his own “Molasses
Pan" with its counter-punching beat
(Weather Report usually hears their
rhythm section as little more than a
straight blur of sound), Rossy's wily
accents, a reticent Zawinul solo and a
plangent Shorter one. The opening “Pro-
cession” and “Plaza Real,” though
pretty, tend to meander to no particular
purpose, though Zawinul's synthesizers
are notable for their humanity.

In short, | have no problem listening to
this album. | also have no problem not
listening. Live, Weather Report's music

Introducing 8 new

affordable musi-
cians’ instrument speaker systems
— from Gauss.

High quality Gauss at an
affordable price? Right! Through
creative engineering design, the 4
systems here are actually 8. This
innovative math makes it possible
for us to price all these cost effec-
tively. The product hasn't changed. 3
Each still has the same superior
power handling, efficiency, and
5-year speaker warranty. Plus, all
8 have parallel phone jacks and 8
Ohm nominal impedance.

Hearing the product and the
price will make you a believer in our
math. Hear Gauss at your nearest
dealer — the price is right.

5120

90

5110 Double 10”
Rhythm or Lead Guitar
with open back. 300 Watts RMS.
OR: Mid-high element to use
with Bass. Infinite baffle closed
back

@ Cetec Gauss

9130 Glenoaks Boulevard
Sun Valley, CA 91352
(213) 875-1900

Telex: 194989

1&2 §120 12" Rhythm or Lead
Guitar with open back.
150 Watts RMS. OR: Mid-high element

fo use with Bass. Infinite baffle
closed back.

5180

5180 18" Bass reflex Bass

5110 .
Guitar Bottom. 200 Watts RMS.

5181 18" Slot-loaded horn
Bass Guitar Bottom
400 Watts RMS

5110/5180 Low/Mid-high Bass
Guitar System

5110/5181 Low/Mid-high
Bass Guitar System

In Canada:

Omnimedia

9653 Cote De Liesse
Dorval, Quebec HIP 1A3
(514) 636-9971

demands involvement, but on vinyl it
wavers between foregound and back-
ground, so I'm still waiting for that great
recorded statement. Oh, well, pass the
soy sauce. — Chip Stern

Nick Lowe

The Abominable Showman (Columbia)
The Abomin-
able Showman
is the most
lifeless album
| that Nick Lowe
has ever made.
! mean, when
you toss off a
tune called
“"We Want Ac-
tion,” it reafly ought to motorvate a bit,
not just roll off your turntable and go to
sleep on the living room floor. With one
exception, the material here is limp, aim-
less and unfocused, and the production
gooey enough to send your ears into
insulin shock.

What's gone wrong with everybody's
favorite loon-rock lad? “Raging Eyes”
promises at least a moderate rockabilly
thrill, but it just dribbles away. “Wish You
Were Here" is faceless radio pop—
imagine! “Man Of A Fool” is bad pop-
gospel, straight out of the late 60s, and
"Cool Reaction” is yet another pseudo-
reggae wheeze on the already over-
stocked market. The appalling drippiness
of "How Do You Talk To An Angel” defies
description, and even "Saint Beneath
The Paint,” which starts out as a classic,
Rockpile-style raver, never comes close
to taking off. (And while we're atit,enough
with the puns already: “Time Wounds All
Heels"” might be good for a chuckle were
the song it adorns not so witless and
flabby. First things first, Nicko.)

One can only hope that this total lack
of inspiration (even abetted by the likes
of Martin Belmont and Paul Carrack) is
only temporary. The one track that bol-
sters that hope is “Tanque-Rae,” a
delightful and blistering-hot jungle-drum
blowout that puts everything else on the
album deep in the shade. It'd make a
great single—but what a cruel joke to
play on those who, hearing it and being
seduced by its singular spirit, made the
mistake of actually buying the otherwise
enervated album of which it is the sole
redeeming feature. — Kurt Loder

Dewey Redman
The Struggle Continues (ECM)
Redman'’s lat-
I estis a micro-
I a distinct ele-
ment in his
vast stylistic spectrum. Investigating the

cosm of the
saxophonist/
most readily apparent spectral band on

composer’'s
musical world
in that every
tune radiates




Why the Beyer M 300 could be a better choice
than the vocal mic you were going to buy.

What criteria guafify
a microphone as an industry
“tradition”?*

Microphones like the Shure
SM58 have been described as
indusrry “traditions™” based on
a variety of reasons including
durability and a practical ball-end
design. Bur now there are new
vocal mics offering many of these
standard features in addition to
updated design approaches with
certain advantages implicit in the
newer technology.

The new Beyer M 300 is designed
to deliver consistent performance
under the most adverse road condi-
tions. And because it represents
new criteria in microphone
design, you may notice that the
M 300 can also give you increased
sensitivity and a crisp. articulate
sound that can enhance your
voice’s distinctive personality.

The heart of any microphone
is the element that transduces
acoustic energy into electrical
impulses. Unlike some other
microphones, each Beyer mic has
its own custom-designed element
(field-replaceable in the M 300)
to optimize the microphone’s
performance.

The Dynamic Decision

*Extracted fiom competitive promotianal literature or advertising.
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*Documentation supporting specific cemparative claims avarlable upon request

Does a rising midrtange peak
necessarily make
a mic sound better?

The Audio-Technica ATM41
hasa“gently rising curve™ in the
midrange ‘or increased clarity.

And although this can eliminate a
“muddy” sound, Beyer believes
you should decide if it adds up ta

a betzer sound.

With the new Beyer M 300,
we’ve combined definition in
the upper midrange for greater
clarity with full-bodied response
throughout the frequency range.
The M 300 represents-our design
philosophy that a good sound means
a well-balanced sound and no single
charactenstic isachieved at the
expense of overall frequency
response.

At Beyer Dynamic's ultra-madern
manufacturing facility in West
Germany, we hand-build virtually
all of our microphones in the most
evolved state of tine German
engineering. For the first time, the
new Beyer M 300 offers you Beyer
excellence at anaffordable price.

How can a vocal mic claim
to have the “today” sound?

With today’s constantly
evolving technology, we don’r
doubt that newer entries into the
vocal mic market such as the
Electro-Voice PL8O represent
updated thinking in design and
manufacturing. But when some-
one claims to have designed a
microphone based on the “complex
frequency components of the
human voice’s waveforms,”* we
must ask: Whose human voice?
And when someone tells you their
mic has the “today” sound, we must
also ask: What is the “rodav” sound?

At Bever Dynamic, we believe
thar you are the best judge of
what is the optimum mic for your
voiceand your sound. In fact, we
encourage yon to audition a variety
of competitive mics before making
a final decision.

Trying a Beyer means you
care enough to bypass the easy
choice for the kind of mic that will
distinguish your vocals in live sound
and recording situatians. The Beyer
M 300 comes equipped witha
high-quality cable with Neutrik
XLR connecior.

beyerdynamic)}))

Beyer Dynamic,Inc.5-05 Burns Avenue, Hicksville, New York 11801 (516)935-8000




A professional, affordable.;_:_"'
wireless mic system. o

“go

quamy system for only
$4 7 5 pro net.

N ?he SMX-1 wireless system comes
_complete with microphone with built-in
transmitter, receiver and battery. Check
it out—you’ll be amazed at
the sound quality

and ease of
operation.
$
: # SMX-1 wireless mic system,
% Comes compiate with mic complete .. .... $475 pronet

{transmitter contained withinj,
faoaiver, 1.5¢ battery
® 200G toot range
* Excaptional sound quality! No
figh end ioss due to cabie

TR 1020M wireless diversity mic
system, as above, with diversity
receiver, extra antenna on stand,
200 foot antenna cable

$895 pro net

SAMS©oN’

Y24 Fuiton Ave., Hempstead, NY 11550
(516) 489-2203

in Canada: Great West Imports, Ltd.

m under U8, Paient No 4,215, 413 3331 Jacombs Rd., Richmond, B.C. V6V 126

FROM VORTEC OF COURSE. 12 IN,, 2 OUT. XLR’S AND 14" JACK
PLUGS, LINE OR MIKE. STATE OF THE ART SOLID STATE. COM.

PLETELY PORTABLE. INCLUDES HARD DUTY
TRAVEL CASE. SUGGESTED LIST $749.00 AT YOUR
DEALERS NOW. FROM VORTEC OF COURSE.

A DIVISION OF GLI/INTEGRATED SOUND SYSTEMS
Praseapitham 29-50 Northern Bivd,, L1.C., N.Y., 11101 (212) 729-8400
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the opening number, “Thren,” Redman
quickly dispenses with the abstract
blues of his Ornette Coleman nexus to
allow other musical spectres of his con-
ception to float free. Coltrane permeates
the lush ballad “Life Is,” while the tough
tenor tradition scorches “Turn Over
Baby" like the blazing Texas sun Red-
man grew up under. Essentially a
reworking of a myriad of standards,
“Joie De Vivre"” finds Redman romping
through a conspicuously traditional
medium groove, only to grind gears on
the boisterous “Combinations.” Although
Joe Henderson's might seem like one of
the more difficult tenor styles to assimi-
late, Redman’s uptempo whirlwinds and
upper register vocalizations could have
been grafted from Henderson's classic
album Tetragon. No saxophonist's circle
of influences is complete without Bird,
and Redman's appropriately chosen
vehicle is "Dewey Square.”

This is the kind of tour de force album
tenor players used to demonstrate their
breadth of stylistic wisdom in the mid-
60s... ECM's first Blue Note release?
One of the finest, most experienced, yet
frequently overlooked tenorists, Red-
man handles the challenge admirably.
While his own playingisn't as inspired as
it's been with Coleman and with Old and
New Dreams, it's a step above his
recent efforts for Galaxy. And pianist
Charles Eubanks, the young and excep-
tionally promising bassist Mark Helias,
and Mr. Master Drummer Ed Blackwell
are delightful throughout. The Struggle
Continues isn't the kind of revolutionary
art that's going to change your life, but it
is the kind of thoroughly sincere and
masterful music that makes life easier.
— Cliff Tinder

Buddy Holly
For The First Time Anywhere (MCA)
Nine of these
ten tunes were
recorded by
Buddy Holly at
Norman Petty's
Clovis, New
Mexico studio
in 1956 as
demos in an
attempt to
garner a new record deal after his com-
mercial demise with Decca Records.
Holly himself produced with Petty engi-
neering and the Crickets backing him
up. The sound was sparse, unornamented
and spontaneous—a complete about-
face from the Nashville sessions for his
first record, where Buddy was more or
less forced into the mold of a conven-
tional country crooner.

While in New Mexico, Holly recorded
a tune called "That'll Be The Day," and
the rest is history. But theirony is that the
bulk of material cut at the same time
went unreleased until after Buddy's
death, when Petty took the masters and

BUDDY HOLILY
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: _ For every drummer who
wishes his inputs were as great as his output...
the Drummer’s Mixer from Shure.

Drummers now have the freedom to mike their drums
any way they want, without worrying about taking up too
many channels on the main board. With the M268 from
Shure, vou can plug in up to eight microphones, mix them
any way vou want, and use only one channel of your band’s
PA. And you'l get the same great sourid as if your micro-
phones were plugged directly mto the main board.

Bestof all the%\%%s includes several design features that
will be especially appreciated by drummers. The mixer has
four microphoneinstrument channels. Each features an
XLR:type connector and a 14" phone jack to handle eithcr
low or high impedance microphones and

provided to eliminate the need for a separate power
supply for condenser microphones.

Whats more, theres never a problem with distortion
since active gain controls handle even the hottest sounds
from your microphones without overloading.

And, for easy expansion as your drum kit grows, each
unit also features a mix bus so an additional M268 Mixer
can be connected for even more inputs.

The Drummers Mixer from Shure—all the inputs your
playing ever needs.

For more information on the Drumimer’s

instruments. All of the connectors can be » Mixer, call or write Shure Brothers Inc., 222
used simultaneously. praviding a total of SH“ Hartrey Ave., Evanston, IL 60204. (312)
eight inputs. Phantom (simplex) power is 866-2553.

THE SOUND OF THE PROFESSIONALS... WORLDWIDE
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Three years (36 issues), reqular price $39.00. Now only
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Two years (24 issues), regular price $32.00. Now only

$22.00 (92¢ per issue).
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Garfield Electronics

UOLT10R CLICK

The Doctor Click Rhythm Controlier makes it possible for the first time to synchronize the world of
sequencer. drum machine, synthesizer composition with any one of the systems on the market or com-
binations of the systems on the market. Furthermore, the Doctor Click will cause sequencers, drum
machines and synthesizers to play in time with a human drummer. It will also read click tracks and sync
codes. The internal metronome provides both beats per minute and frames per beat calibrations.

THE DOCTOR CLICK RHYTHM CONTROLLER BREAKS THE BRAND BARRIER

SEQUENCERS DRUM MACHINES SYNTHESIZERS*
DSX Bass Line TB303 Linn LM-1 CR5000 Prophet 5 Modular Moog Juno 6
Prophet 10 CSQ600 LinnDrum CR8000 Prophet 10 OBX Juno 60
Polysequencer SH101 DMX CR68B Prophet 600 OBXa Polysix
Pro One Emulator Drumulator CR78 Prophet T8  OBS8 Poly 61
Model 800 Fairlight TR808 KPR-77 Minimoog JpP4 Voyetra-8

Microcomposer MC4 Synclavier Drumatics TR606 Memorymoog JP8

*(VCA, VCF, VCO. Gate, Trigger or Arpeggiator as provided on each unit.)

“TORTOR o
- @ P
Measures 220 @ "Il 2.0 0 Warranty is one year.
\llzz“gh:(léls p’:):xln/:is PRI a‘'s_as ~s Lele Call or write for location
i ‘ o 6 5 ‘ o of your nearest dealer
[ | I | | a
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ONE DOCTOR CLICK CONTAINS ALL OF THESE PROBLEM SOLVING DEVICES

4 Fixed Clock Outputs

2 Variable Clok Outputs

2 Metronomes

2 FSK Sync Code Decoders
(Covers Linn. Oberheim. Roland)

2 Rhythm Envelopes
Pulse Counter

Pulse Shaper

Gate Output

Headphone/Speaker Output
Roland 5 Pin DIN Sync Ouiput
External Clock Input
Footswitch Controls

The brand to brand problems of timebase. voltage level and polarity
are solved by the Doctor Click's diverse output capability.

done with virtually any sequencer. drum machine or synthesizer.
The ability of the Doctar Click to read live tracks allows sequencers.

The ability of the Doctar Click to connect to many units at once
coupled with its footswitch control capability makes it ideal for multi-
ple sequencer. drum machine. synthesizer live applications.

Since the Doctor Click metronome produces beats per minute and
frames per beat calibrations it is always convenient to get just the tem-
po you need. [t is even possibse to get fractional ternpos such as 1182
beats per minute.

The Doctor Click's two independent rhythm actuated envelopes allow
VCF. VCA anc¢ VCO parameters of synthesizers to be modulated in 32
rhythm values ranging from four measure cycle to 64th note triplet with
variable attack. decay. sustain and amount. This eliminates the prob
lem of rhythmic drift when using a conventional LFO.

The ability of the Doctor Click to transform metronome click tracks
into timebase clocks allows frames per beat music film work to be

drum rachines and synthesizers to play in sync with the varying tem-
pos of a human drunimer or a built click track.

The ability of the Doctor Click to accept external clocking or either of
the types of FSK sync to tape codes allows sequencers. drum
machines and synthesizers to be synced to any existing track.

The pulse shaper circuit turns a pulse from an instrument inio a trig-
ger waveform allowing synthesizers to sync to a drum fill.

The headphone output allows click tracks in muitiples of the tempo to
be generated and is capable of driving a speaker.

The pulse counter can be used to program sequencers in higher
timebases. quickly combining greater rhythmic resolution with step
programming accuracy.

The step programming switch can be used to step program se-
quencers that normally do not have this capability.

Used on tracks by Brian Banks, Tony Basil, John Berkman, Michael Boddicker, Suzanne Ciani, Joe Conlan, Chris Cross, Jim
Cypherd, Paul Delph, Barry DeVorzon, Don Feider, Paul Fox, Albhy Galuten, Lou Garisto, Herbie Hancock, Johnny Harris,
James Horner, Thelma Houston, Michael Jackson, Quincy Jones, Jeffrey Kawalek, Johnny Mandel, Mar.hattan Transfer,
Paul Marcus, Jason Miles, NBC Movie of the Week, Randy Newman, Joel Peskin, Greg Phillingaines, Phil Ramone, Lee
Ritenour, Mike Sembello, Mark Shifman, John Steinhoff, Ian Underwood, Universal Paramount, Donna Washington, Pia

Zadora.
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GARFIELD ELECTRONICS P.O.B. 1941, BURBANK., CA 91507 (213) 840-8939
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sweetened them with overdubbed steel
guitars.

Comparing the unadulterated takes
on For The First Time Anywhere with the
doctored Petty versions, which can be

that is as up-to-date as the latest stray
cat strut. Thanks to Steve Hoffman, who
unearthed these rare masters, a whole
new generation can now bop to Buddy
Holly’s pioneering genius. — Roy Trakin

found on MCA's 6-record The Complete
Buddy Holly, one can hear the subtle
difference between rockabilly and coun-
try. The former is looser, with a more
ragged instrumentation. All the spaces
aren't filled with sound, either. So even
though Buddy Holly's performance
doesn't change, the new versions come
across fresher, more vibrant, more real.
The one completely brand-new track,
“That's My Desire,” recorded at New
York's Bell Sound Studios, is a quaver-
ing, if conventional, ballad. Still, it's a kick
to hear Buddy Holly skiffling to Chuck
Berry's “Brown Eyed Handsome Man”
or “Bo Diddley” with a hiccupping pace

Pete Townshend
Scoop (Atco)

Scoopisquite
a promising
title for a
double al-
bum’s worth
of demos, par-
ticularly when
the demos in
question repre-
sent the work
of Pete Townshend for the Who. It's like
seeing the Workings of History Unveiled,
or somesuch, and nobody knows this

Long Live The King!
The King Retumns...

KING CRIMSON EGKC |
IN THE COQURT OF THE CRIMSON KING

Editions E.G. and JEM Records are pleased to announce
the re-issue of the complete KING CRIMSON catalogue.
All records are half-speed mastered and packaged in their original jackets

KING CRIMSON EGKC2 KING CRIMSON EGKC3 KING CRIMSON EGKC4 KING CRIMSON EGKC6

IN THE WAKE OF LIZARD ISLANDS LARKS' TONGUES IN ASPIC
POSEIDON

KING CRIMSON ECKC7 KING CRIMSON EGKC8

KING CRIMSON ECKC 1Q
A YOUNG PERSON'S GUIDE

KING CRIMSON  EGKC9
STARLESS AND BIBLE RED USA
BLACK

TO KING CRIMSON
12 record set with booklet}

Also available on cassette. *(11.98 list)

KING CRIMSON the brainchild of ROBERT FRIPP and the group that
features the musical beginnings of GREG LAKE of Emerson, Lake and
Palmer, and IAN McDONALD of Foreigner, BOZ of Bad Company, BILL

BRUFORD of Yes, and JOHN WETTON of Asia

jem On Editions E.G. Records and Cassettes. “/6
1eCOros Marketed by”ﬂl Records Inc  South Piainheld NJ 07080 Reseda Ca 91335
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better than Townshend himself. “Uh, this
is a valuable Pete Townshend record-
ing,” the artist himself states at the
beginning of the album, adding, “with
traffic noises in the back. It's a collec-
tor's item, so it must be treasured.”
Because of the traffic noises, perhaps?
Whatever the reason, it is a touching,
perhaps too earnest acoustic treatment
of “So Sad About Us,” which probably
would be treasured had not Townshend
interrupted it two thirds of the way
through with a flashy, happily shallow
instrumental called "Brrr.” History's one
thing, lads, he seems to say, but let’s not
get too maudlin, shall we?

As it turns out, this first edition of Pete
Townshend's musical diaries is as coy
as anything he's ever released or writ-
ten. In his liner notes (which, by the way,
are almost worth the cost of the albums
themselves), Townshend says flatly, |
have hundreds of such demos, this isn't
meant to be a definitive collection, justa
scoop.” In other words, he knows what
the title implies, but he'll be damned if
he's going to paint himself into that
corner completely. So by his own
excuse, he gets a chance to offer the
general public an opportunity to mull
over the pre-Who version of such clas-
sics as “Behind Blue Eyes,” "Magic
Bus," "Bargain,” "Squeeze Box" and
“Love Reign QO'er Me,” as well as an
assortment of experiments and songs
that didn’t seem to fit elsewhere.

Yet even then, Townshend manages
to be revealing, despite not being
entirely open about himself and his
work. The demos of the famous songs, for
example, make clear justhow much the
Who relied upon Townshend's original
arrangements, and in sodoing show that
Keith Moon was essentially the only
band member whose input was truly dis-
tinctive. If that suggests something
about the current Who lineup, check out
“Cache Cache,” and note how Towns-
hend deftly shifts gears between the
double-timed verse and slow chorus,
neatly avoiding an awkward start/stop
treatment of the /t's Hard version. Keep-
ing that in mind, then read through his
liner notes on the song. Andfor a final bit
of myth-mashing, see if the lyrics to
“Popular” remind you of any recent Who
album title cut. As Townshend writes, “|
later removed the ‘Popular’ chorus,
replaced it with ‘It's Hard,' and managed
to sell another song!” Considering that
the original chorus went, “| don't really
care who you are/ | just want to be
popular,” it's not hard to grasp Towns-
hend's view of the Who's current artistic
function.

If Scoop seems jaundiced in its pre-
sentations of Pete Townshend, Who Song-
smith, it, at the same time, offers a
refreshing perspective on Pete Towns-
hend, Individual. One of the reasons
many of these songs had remained
unreleased was that they lacked suit-
able context—they didn't work as Who
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The sweet sound
of success.

Congratulations, Miles, cn
your 1983 Grammy! “We Want
Miles" is an excellent choice
far Best Jazz Instrumental
Performance — Solo.

And, evidently, the
Martin Committe2
trumpet is an
excellent cheice
‘or Miles Davis.

freehand

In a fundamentdlly rew technique,
two hands play independently and
simulicneously, lightly tapping and
holding strings against frets.

Melody, bass and chords all happen
together as on keyboard, but with
expression and sustain as on guitar,
or with percussiori as on druims.

THE STICK"

¢ An instraction book, “Free Honds', with photes, lllustration, and
tablature is avadlable for S15.

o Cassettes of Emmets music are now availakie for $7.

« "Stick” T-shins can be purchased for $7.50 (when ordering the above
items add S1.00 to cover shipping and handing. In omea add
H%% sales toox).

o Custorm vamrations of The Stick tuning or design can be made
o order.

¢ The independent Zhanded playing method is patented US
ent No. 4 142 436. Other pasents ori The Shck include US. Pat. Nos
833751 and 3 86€ 880, and foreign patents granted and pending.
« Precision workmanship and ngid tempered geel trussing mnsire
extremely close sfring to fret action for light finger control. The
instrument is guaranteed and repairs are rrnedicre.

« For our brochure and purchesing information ocall or write
Emmett Chapmaon at:

Stick Enterprises, Inc. O 8320 Yucca Tradl
Los Angeles, CA 90046 Phone 213/656-6878

songs, or as Pete Townshend solo proj-
ects, or whatever. But by providing this
excuse for himself, Townshend has
moved a step closer to realizing just how
the various roles he has been locked
into have restricted his musical identity.
While their demo status exempts them
from the responsibility of turning .into
hits, the fact that “Goin’ Fishin’,” “Dirty
Water,” “Circles” and "You're So
Clever” stand up to their better-known
brethren ought to encourage Towns-
hend to strike out in those directions
some more. And when he does, that's
when we'll likely get the real scoop. —
J.D. Considine

The Ramones
Subterranean Jungle
(Sire/Warner Bros.)

After seven
years and a
like number
of albums,
you'd think
people would
have under-
stood the Ra-
mones aren't
« just a novelty
act. Forest Hills’ Finest may celebrate
the transient pleasures of the trash
esthetic, but they're more than a one-
joke band. Subterranean Jungle offers
further proof of what many of us have
known all along—dese bruddas are part
of a timeless tradition in Noo Yawk pop
that reaches back past the street-wise
Velvets to Spector’s innocent girlgroups,
Dion's proud ethnicity and the doo-wop
gangs snapping their fingers and har-
monizing on street corners.

Today, finger-popping’s been replaced
by martial drums and the pitched vocals
have become a wall of buzzsaw guitars,
but Joey Ramone’s nasal plaint gives
the Ramones away as incurable ramon-
tics. Bubble-gum producer Ritchie
(Joan Jett) Cordell and co-producer/
engineer Glen Kolotking have organized
the group’s monolithic sound into a
whip-crackling series of non-stop
hooks—not only on sure-fire covers like
“Little Bit O’ Soul” and “Time Has Come
Today,” but on Dee Dee's yoooth
anthems, “Outsider” and “Somebody
Like Me,” as well as Joey's love laments,
“My-My Kind Of A Girl" and “What'd Ya
Do?" After that, it doesn’t even matter
whether Johnny Ramone was respons-
ible for the irresistible guitar runs which
always seem to break through at exactly
the right time.

Subterranean Jungle is the missing
link between heavy metal and “Sugar
Sugar.” With lyrics you can shout in the
shower like “I'm just a guy who likes to
get drunk/ I'm just a guy who likes to
dress punk,” the Ramones have grown
up. They've graduated from lobotomy to
psychotherapy. If the world had pro-
gressed at the same rate, we'd all be a
lot better off. — Roy Trakin
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Ask him to play som.ethin‘g besides Ludwig,
and Myron Grombacher gets nervous.

Pat Benatar's Band live is full-contact
rock, and Myron Grombéacher throws a
lot of the punches. He doesn't play
arums, he attac<s them. And thie assault
comes from every engle — behing,
Leside, In frant of, and on top of his kit

Bu: you don't need to see Myron
to apprec ate his pawer, speed, and
finesse. it comes through just as strong
In the studho. “Get Nervous," Benatar's
latest, is proof

Get nerveus is also scmething
Myran Grombacher would de if you

as«ed himi to play drums he couldn’s
depend cn That's why on stage and
in the stuaio, Myrar plays Ludwig six-
ply shell drums and Ludwig heads
That big Ludwig sound has become
Synonymaus with rock & roli,” he says.

‘It a classic sound, like a Stratocaster

or B3. When you're trying to express
yourself musically, you need to feet
you're being voiced correcty. When |
sit behind my Ludwig kit, | know | can
make my coint. Anc Ludwigs cantake a

level of punishment that is unbelievabie”

Cerisistency. Response. Durability.
And, most mportant, the Ludwig
soundk These are the reasons Myron
Grombachertrusts his music to Ludwig,
They're the same reasons many other
great drummers in rock playludwig.

They're the same reasong you should
piay Ludwig.

lvDwigp

LUDW!G INDUSTRIES, INC.
A SELMER COMPANY
1728 North Damen Avenue, Chicago, IL 60647
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* Before you buy a Guitar, Amp, Mixer, Speaker
or P.A. System, get the 80 page CARVIN Color
Catalog! See top greups like Pat Benatar,
Roy Clark, Heart, Jetterson Starship, Mar-
shall Tucker, and Frank Zappa play CARVIN
because it's the best!

« Compare Carvin's exceptional values. Buy
DIRECT at Pro-Net prices — saving you hun-
dreds of dollars

* Hundreds of models to choose from in-
cluding double neck guitars, exotic wood
guitars. fretless basses, guitar amps,
equalizers, 800w power amps, CTOSSOVers,
concert speaker systems with JBL, Magna-
Lab, EV and Celestion speakers, pro mixers,
mics and guitar parts.

Write: CARVIN, Dept MPB3, 1155 Industrial Ave.
Escondido, CA 92025. PH 619-747-1710
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tory 12-inch single), Can

TIMOTHY WHITE Hot David Bowie -
full
(PolyGram). Randy Newman

Pennsylvania
NELSON GEORGE Hot DeBarge
Love (Solar), Z.Z. Hill

DAVID FRICKE Hot
Scoop (Atco), the Morells
(Borrowed) New Order
Delay 1968 (Spoon, German import). the Rain Parade
What She's Done To Your Mind” (Llama 45); Cold: Artin America
(Pavilion), Live: Dream Syndicate, Folk City. New York City
VIC GARBARINI Hot Yol (Soundtrack)
Days Of Wine And Roses (Ruby/Slash). Kevin Rowland & the Dexys — Come On
Eileen” (PolyGram 45), Scandal — "Goodbye To You™ (Columbia 45), David Salminen
From The Silence (D.SP), Cold: Artin America
NRBQ/14 Karat Soul. the Bottom Line, New York City
et's Dance (EMI-America). Marianne Faith-
A Child's Adventure (Island), Kate & Anna McGarrigle

Pete Townshend
Shake And Push

"Blue Monday" (Fac-

ArtIn America

(Warner Bros ), the Dream Syndicate

Art In America (Pavilion), Live

Love Over And Over

Trouble In Paradise (Warner Bros.), the Chieftains
Colton-Eyed Joe (Shanachie), Cold: Ric Ocasek
FRANCIS DAVIS Hot: Betty Carter — Whatever Happend To Love? (BetCar), Count
Basie — For The Second Time (Pablo), Misha Mengelberg
Parker — Gralffiti (Sahara), Sonny Rollins
Again And Again (Elektra/ Musician); Live: Amina Claudine Myers, Haverford College,

Beatituge (Geffen)

Japan Japon (FCP), Earl
Worktime (Prestige), Cold: Chick Corea —

All This Love (Gordy), the Whispers — Love For
Down Home (Malaco), the System — “You Are In My System”
(Mirage 45). Tyrone Davis — “Are You Serious' (High Rise 45); Live: Say Amen, Some-
body (United Artists Classics, distributor) 68th Street Playhouse, New York City

King Sunny from pg. 35

modern technology that can sound like
African drums and use it the same. You
can't just jump into it. In the African per-
cussion, when you are playing a sound
on one tempo, it is for the African to put
in anything. That's why, when we sit
down toward evening, when there is a
moon, cracking jokes, if anyone makes
any rhythm, it might be by word of mouth

alone, they make another rhythm. If
someone dies, and the only way we can
pay tribute is to sing a sorrowful song
and praise whathe hasdone, or what we
feel, if one song is sung, another one can
sing another song in a different lan-
guage without you understanding what
he is saying. All you have to do is tap
something, play bottles, play any metal,
take a stick, just knock like that. | think

Mfgd. & Dist. inthe U.S. by
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Power Corruption and Lies
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ALSO AVAILABLE ONCASSETTE w/BLUE MONDAY included

AVAILABLE EVERYWHERE

ROUGH
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the soul of Africa is the rhythm itself.
There are some musicians like Oniba
Kuta. He used to play only different kinds
of rocks and some three or four cala-
bashes (gourds), playing different rock
to rocks and have a sound coming out of
it and a rhythm. When you tell someone,
' have someone playing rocks, they will
be wondering, ‘ls he mad or not?’ This is
the area where Western musicians can
come in. Whatever they put on top, what-
ever melodies, whatever lyrics they
want, they have to remember the tempo;
the rhythmic foundation has to be
there.”

Rhythmically unsophisticated West-
erners have missed the sophistication of
African music because they judged it by

the wrong standards. At a soundcheck
in New York, the complexity of Sunny’s
African Beats was laid bare. The eigh-
teen musicians onstage patiently fol-
lowed the instructions of Sunny Ade,
who strolied around the stage, conduct-
ing as much by dips of the shoulder and
head and sudden chords or musical
accents as by voice. The discipline of
the group is impressive—the music
ebbs and flows, starts, stops, changing
tunes with almost no verbal command
from Sunny. They do a song for the tele-
vision news crews, Sunny launching it
with a single a cappella vocal phrase.
They finish with a well-rehearsed flour-
ish but Sunny wants them to try it again.
This time they retard the music as the

With more new music being released now
than ever before, you need a rock magazine

Trouser Press features articles on all the
best new bands (and some old favorites), as
well as informative reviews of domes-
tic, imported and independent
LPs and 45s. We’ll help you de-
cide which records are actually
worth buying, and tell you
where to find them. Plus the
free flexi-disc (exclusively for
our subscribers) lets you hear
complete songs by artists like
Ric Ocasek, Berlin, XTC and
the Divinyls. Use the coupon
below, or call our toll-free
number to order. <&

i

= 800-227-1617
EXTENSION 303

[ 1 year (12 issues) for $15.00
I enclose payment [ Bill me

Name ___

LISTEN UP!

Trouser Press is the only rock
magazine in America that includes a
free new music flexi-disc every month!

that helps you separate the original from the
irrelevant; the adventurous from the tedious.
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[J Tenclose $2.00 for a sample issue with flexi-disc (no phone orders please)
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RANK AND 1Lt

You can charge your
subscription to
Visa/Mastercard or
have us bill you

(initsal here)

Address

City/State/Zip -

These rates for US & Canada (US funds only)
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final vocal phrase slows, Sunny control-
ling the speed and mood by moving his
finger in a slow, circular motion inthe air.
Later they fall into a boppish jazz vamp, a
lark which doesn’t surface in the show.
He's a patient but relentless leader, put-
ting the band through its paces for a
long, long soundcheck. Even after
they've finished, he remains onstage,
tuning his guitar with the rhythm guitar-
ist. He's the last to leave the stage.

Nothing could prepare one for the
incredible show that night. It begins with
one of the singers stepping out onstage
and singing a brief invocation, proclaim-
iny the arrival of King Sunny Ad€. The
group answers in chorus offstage and
the crowd is pulled to its feet. Sunny, in
black waistcoat embroidered with gold,
hits the stage like a rock performer, taut
and energized. He stalks around the
stage like a shaman, exhorting, conjur-
ing, hitting chords with showy flourishes
but always among the group, never
staying in the spotlight for long. The
opening tunes are short, chopped-off,
dramatic, as Sunny does a slinky
African-style Chuck Berry duckwalk
with his guitar. His singers separate,
spin, dance and regroup, breaking down
instrumental passages with exuberant
dance contests.

The band is cooking, squeeze drums
sounding like pounding basses and &i.»
whole complex kaleidoscope of rhythm-
riffing churning away underneath vocais
sO pure and airy, you'd think you were in
some forest village. Sunny is content to
pick little riffs or stash chords at dra-
matic moments, leaving the soloing to
the drummers or the steel player who
sends stratospheric cascades of vibrato
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“Every time I sit behind
my kit, my cymbals inspire
my expression. Very often,
the first cymbal crash on
the downbeat of a tune will
set the mood of my per-
formance—cymbals are that
important.

They're the most ex-
pressive part of the drum-
mer’s kit and a drummer
who uses them well signs
his signature with their
sound.

That's why I play Paiste

—it's a matter of expression.
The wide variety of sounds
available from Paiste
should be an inspiration to
any drummer.~

In addition to being a
founding member of
Tota, Jeff's perfect
balance of taste and
power can be heard
on more records
than can possibly
be listed here. How-
ever, we do have
enough space to

list his Paiste’s.
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Expand your expres-

sion. Visit a Paiste
Sound Center
and experience
the wealth of
special Paiste
sounds. And for

a short course in cymbal ex-
pertise, get your hands on the
comprehensive 60-page
Paiste Cymbal Manual and
Profiles 3book of set-ups and
biographies of hundreds of
top international drummers
and percussionists.

For your copies of the Paiste
Cymbal Manual and Profiles 3
book send $3.00 to cover
postage and handling to:

Paiste America, Inc.
260 Atlas Street, Brea, CA 92621

CYMBALS SOUNDS GONGS
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sound at climactic points. Sunny goes
over to the drummers and conducts
them through a long, intricate phrase,
punctuating the final thud with a little
jump, landing on his feet as the thud hits.
His singers spinand hop their little ballet.

Between songs, Sunny Ade says
nothing, simply kicking off the next song
with a guitar rift or vocal phrase and the
band explodes into another fascinating
excursion. He dances, jokes and laughs
with his musicians. A Yoruba man leaps
onstage to spray dollar bills over him
He's turning the concert into a party,
taking everyone back to Africa with
him—it's not really a concert at all. He's
demonstrating his belief that music is a
universal language and Yoruba tyrics
are no barrier (he can sing in English
when he wishes). Finally, toward the
end, he speaks to the audience in Eng-
lish, introducing the band (giving a les-
son in rhythmic interplay in the process)
and making his case for African music

I believe African musicians are the
best percussionists in the world. In Eng-
land, the papers are saying | am now the
number one Third World superstar. |
don't know what that means but | love
you for it anyway. | love every one of you
here tonight. Africa needs you!"

He grins and rips off a ringing solo—
his first of the night—as the polyglot
crowd dances in the aisles and roars its
approval. Now they know why in Africa
the party always goes till dawn. M

Photo by Martin Cohen
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Smith Melabar Guitar.
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By J.D. Considine

Kate & Anna McGarrigle

Kate & Anna McGarrigle — Love Over
And Over (Polydor). Sweet vocal har-
mony and wry lyrics have long been
staples of the McGarrigle sisters’ sound,
but they seem to be having more fun
with both this time around. Perhaps it's
because they've discovered how much
fun the studio can be (as on the elec-
tronically enhanced intro to *Move Over
Moon"), or maybe it's just residual giddi-
ness from the genre jokes they're play-
ing (like the off-kilter spiritual “Jesus
Lifeline” or the French version of Bob
Seger's “You'll Accompany Me"). What-
ever the reason, Love Over And Over is
the sort of record that should be played
that way—over and over.

The Michael Schenker Group —
Assault Attack (Chrysalis). Schenker is
probably the last of the heavy metal
classicists, pushing the music over the
top through muscular, chops-conscious
riffs instead of relying on blunt power
and a jack-hammer beat. Assault Attack
isn't quite as incendiary as '81's MSG,
but makes up in songwriting what it
lacks in firepower, and even then, that's
not much to make up. A classy way to
make your ears bleed.

Chris Stamey — /t's A Wonderful Life
(DB). Not quite the hookarama you'd
expect from the dB's, but not far off,
either. It's A Wonderful Life emphasizes
Stamey's experimental side, so the pop
content arrives almost as a by-product
(not unlike the dB's “Soul Kill"). Sta-
mey's voice has never sounded better,
sticking close to the melody and bright-
ening each phrase with a subtle fullness,
and for all his playing around with song
structure, his melodic sense has neveg
been sharper. In short, a smart album
your ears will appreciate, tco. (DB
Records, 432 Moreland Ave., N.E,
Atlanta, GA 30307)
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Joan Armatrading — The Key (A&M).
More of Joan Armatrading, Electrofolkie,
except with added pop in the songs and
extra sparkle in the production. The
sparkle can be explained simply by
pointing out that Val Garay joins Steve
Lillywhite in the production duties.
But the pop? My guess is that it's
half melodic streamlining, as on the
wonderfully bouncy “Key To Your
Heart,” and half shifting the perspective,
so that she's no longer mired in first
person confessional. Whatever the
case, if this doesn't make her a star over
here, nothing short of outright bribery
will.

The Orchestra of the Eighth Day —
Music For The End (Flying Fish). New
music from Poland? Forget the moron
jokes—this is the most inventive fusion
of folk, jazz and space-sock I've heard
since David Allen first dropped acid. Not
that there's any hint of psychedelia here;
rather, there's a sense of fluid develop-
ment that takes the best from jazz and
the European Romantic tradition. Most
impressive of all is the way that these
two musicians can generate a sound
that truly deserves the orchestral
moniker.

Greg Kihn — Kihntinued (Berserkley).
The way Kihn turns out catchy melodies
and easy-going grooves, he could easily
turn into the Steve Miller of the 80s. Not
that I'm complaining—if insta-pop is
going to continue to prasper, it might as
well come from somebody whose taste |
respect.

Virgin Prunes — .../f | Die, | Die (Rough
Trade). It's a stupid name, | know, and
the pictures on the caver make them
look like real art-school jerks. But for
art-school jerks they've got a damned
fine musical sensibility, one which builds
grooves from the melody on down and

Chris Stamey

Joan Armatrading

not the other way around. Haunting,
hypnotic and not entirely without bluster,
this is not unlike what U2 could sourd
like if they end up as pretentious old
rascals. (Rough Trade, 326 Sixth Street,
San Francisco, CA 94104)
Dire Straits — Twisting By The Pool
(Warner Brothers EP). According to the
cover, this is a dance EP,butthat’s only if
you dance the way theydid twenty years
ago. Dire Straits rock it with more verve
than | would have expected, but some-
how it all seems like an inside joke, as if
Dire Straits adopted this pose imore to
make fun than to have fun. Dom't thraw
away your Rockprie albums just yet.
The System — Sweat (Atlantic). This
isn't a synth band with a lot of soul so
much as it is a soul band with a lot of
synths. David Frank's electronics
always keep the machinery out of sight
while putting the groove frontand center,
so the instrumental tracks remain on the
one. But it's Mic Murphy's vocals that
walk away with the album—he’sa singer
with so much presence, you almast
forget that there’s a band behind him.
Personal Effects — Personal Effecis
(Cachalot). Despiie it's raucous audac-
ity, garage rock is as prone to formula as
anything this side of heavy metal. Notas
practiced by Personal Effects, though.
Peggi Faurnier’'s vocals manage to
make a lack of polish sound like inno-
cence rather than incompetence, and
her confident sax work is an unexpected
bonus. But the real kick is in the way
Personal Effects play choppy riffs like
the chorus to “So Hard"” and make them
sound smooth. (Cachalot, 611 Broad-
way, Suite 214, New York City, NY 10012)
20/20 — Sex Trap (Mainway). Despite
the bargain-basement production—or
perhaps because of it—this is 20/20's
continued on page 110
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By Francis Davis

Philly Joe Jones & Dameronia — To
Tadd with Love (Uptown). The first
album by this octet whose laudable
intention it is to restore to currency the
writing of Tadd Dameron, the most rap-
turous and wistful of the bop composer/
arrangers, is not the unquaiified suc-
cess | hoped for. The ensembles rarely
soar, in part because Donald Sicklerand
John Oddo’s literal transcriptions are
too frequently literal-minded as well,and
the solos of saxophonists Charles Davis
and Cecil Payne seem discursive and
uninspired. Yet the album'’s pleasures
are numerous (they include the crisp,
on-the-ball drumming of the leader, the
elegant alto leads of Frank Wess, the
rumbling piano lines of Walter Davis,
and—unsurprisingly—the bright trumpet
solos of Johnny Coles, whose modesty
and melodic compression allow him to
sidestep the inevitable comparisons
with Navarro and Brown gracefully). The
concept remains a noble one which
hopefully will be better realized on sub-
sequent LPs. Dameron’'s own record-
ings insure him an eternal hereafter, but
since jazz is an art of the moment, it's
reassuring to know his music is still
being played here and now.

Derek Bailley — Aida (Incus). Com-
pany — Fables (Incus). Misha Mengel-
berg — Japan Japon (ICP). (Al
available from Kazunori Sugiyama, 214
E. 11th Street, New York City, NY 10003.)
! might never have heard these provoca-
tive imports had British guitarist Bailey
not shipped them to me out of the blue,
so I'm very grateful to him. The quiet,
single-minded intensity of Bailey's hack-
ing and strumming, together with his
odd-fellow humor and his innate sense
of form, make his newest solo LP one of
the most cohesive and emotionally
affecting I've heard by any of the Euro-
pean tabula rasa improvisors. Company
is the rubric for Bailey and whoever is
playing with him at the moment, in this
case trombonist George Lewis, saxo-
phonist Evan Parker and bassist Dave
Holland. Starting from scratch, these
players create a motile music distin-
guished by its wide range of textures
and dynamics and governed by a group
discipline one rarely hears even in more
conventionally “structured” improvised
music. But the real delight in Bailey's
surprise package was the LP by Mengel-
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berg, a Dutch pianist best known in the
U.S. for his Monkish digging behind Eric
Dolphy on Last Date. Here he leads a
ten-piece international orchestra which
somehow manages to weave free solos
around tangos, boleros, doowackadoo
big band harmonies, compapa marches,
and man-on-the-flying-trapeze fanfares
—the kind of thing we Americans like to
describe as “Carla Bley-ish,” but Euro-
peans probably just hear as “Euro-
pean.” Whatever you call it, it's
exhilarating stuff, with a rugged sense of
play Bley's own band has not been able
to capture lately.

Fred Frith, Bob Ostertag & Phil Min-
ton — Voice of America (Rift). Some
comparison of Frith to his countryman
Bailey might seem in order, but this is
less an improvisation than a collage,
and the actualities from Chile and El Sal-
vador, from Let's Make A Deal and the
Super Bowl, in addition to coming
across as shallow and condescending,
impose a polemical specificity on Frith's
guitar hammerings, Minton’s mouth
sounds, and Ostertag’s live electronics,
thereby robbing them of their primacy
and, therefore, their ambiguity. (From
New Music Distribution Service, 500
Broadway, New York City, NY 10012.)
Errol Parker — Graffiti (Sahara).
Parker's is surely among the most
monotonous music |I've ever heard,
intractable in its repetition and lack of
shading. Yet his infectious bitonal piano,
his hypnotic overdubbed drumming, and
the ingenious manner in which he gets
two horns improvising simultaneously
withaut sisking chaos all combine to
place it among the most arresting I've
heard lately. This French Algerian has
challenging theories as well as practical
Third World experience to offer jazz; he's
enlisted smooth accomplices in Jimmy
Owens, Monty Waters, and Byard Lan-
caster; and if he makes more records as
good as this one, he will not be a secret
much longer. (509 E. 72nd Street, New
York City, NY 10021.)

Count Basie — For The Second Time
(Pable). Speaking of secrets, when the
roll of great Basie soloists is called,
Basie himself is usually omitted. But
these are great times we live in, what-
ever else is wrong, because Basie the
pianist is finally claiming the limelight,
after much prodding by Pablo’s Norman

Granz. This trio date (with Ray Brown
and Louis Bellson) offers still more evi-
dence of Basie's sustained vigor, his tell-
ing wit, his deceptive simplicity.

Ron Carter — Etudes (Elektra/Musi-
cian). One of the preening bassist's
least overbearing dates and, not surpris-
ingly, also one of his best, with Art
Farmer as lyrical as always but more
inventive than has lately been the case,
Bill Evans making a more lasting impres-
sion on tenor than he has with Miles on
soprano, and Tony Williams keeping a
firm yet sensitive finger on the pulse.
Charles Lloyd — Montreux 82 (Elek-
tra/Musician). Closer to the old spirit
than any of his earlier comeback
attempts, this even includes a new
“Forest Flower” and generally finds the
first Coltrane popularizer in fine enough
form to remind us that popularizers have
their place in the larger scheme of
things, too.

Zoot Sims & Joe Pass — Blues For 2
(Pablo). Sims is not just a great soloist,
he’s one of those musicians whose
enthusiasm and consistent excellence
challenges others to give it all they've
got themselves, and here he works his
magic on Pass, a sometimesfussy tech-
nician who'’s rarely swung harder than
he does on these ingratiating duets.
Bill Evans — Paris Concert Edjtion One
(Elektra/Musician). Bassist Marc John-
son and drummer Joe LaBarbara are
present on only about half of this 1979
recital, which nonetheless confirms
reports that the pianist’s last working trio
was among the most graceful and
seamlessly integrated he ever led. But
since only the more contemplative side
of Evans' nature is highlighted, confir-
mation that he was approaching music
with renewed vigor in the final months of
his life awaits Volume 2.

Kevin Eubanks — Guitarist (Elektra/
Musician). Yet another talented brood
from Philadelphia, cradle of the Bryants,
the Barrons, the Breckers and the
Heaths. Present in addition to the slith-
ery Montgomery-influenced guitarist
are pianist Charles, bassist David and
trombonist/arranger Robin, whose burly
solos and thoughtful writing prove the
highlights of this album of enterprising,
low-key hard bop.

Tony Rice — Backwaters (Rounder).
Alliances of jazz and country are nothing




The latest in Rhodes’ line of key-
boards, the Rhodes Electronic
Piano is the product of intensive
research into the characteristics
of real acoustic pianos.

Using computerized wave-
form analysis, we identified the
subtle phenomena responsible
for the live, warm acoustic piano
sound.

To duplicate these effects,
the Electronic Piano contains
two independent tone genera-
tors, each with its own velocity-
sensitive keying system. The
relative pitch of the two tone
generators was made adjust-
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and a simulation of a classic
Rhodes tone bar sound.
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Only Nicholas Schaffner, au-
thor of The Beatles Forever,
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and David Bowie
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new, but what makes Rice's music so
refreshing is the emotional allegiance it
pays both the modal melodrama of post-
Coltrane jazz and the cockeyed opti-
mism one expects from a music made
with fiddles and mandolins. Lightweight
perhaps, but utterly unpretentious and
absolutely gimmick-free.

I'll Trade You Four Carl Furillos For
An Elmo Hope... Fantasy has just
reissued forty Prestiges and Riversides
from the late 50s and early-60s in their
original jackets, including five by Thel-
onius Monk; four by Miles Davis (but not
the fabulous Don Martin-drawn With
Horns!), three by Sonny Rollins; two
each by John Coltrane, Eric Dolphy,
Bill Evans, Wes Montgomery, Gene
Ammons, and Cannonball Adderley;
and one apiece by Milt Jackson,
Sonny Stitt, Clifford Brown, Wynton
Kelly, Art Farmer & Donald Byrd,
Gerry Mulligan, Kenny Burrell, Cole-
man Hawkins, Kenny Dorham, Art
Blakey, Billy Taylor, Pepper Adams,
Stan Getz, George Shearing & the
Montgomery Brothers, the Modern
Jazz Quartet, and the anthology Blues
For Tomorrow. Only the covers will be
new to younger listeners—the music,
which includes some of the touchstones
of modern jazz, has long been available
on Prestige and Milestone twofers, with
a few exceptions. ™

EL-15 Woofer

] 25-5000 Hz
] 200 Watts

(] 100 dB M/W
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For complete information:
(714) 632-8500
(800) 854-7181

EMILAR CORPORATION

1365 N. McCan St.,
Anaheim, CA 92806

Rock Shorts from pg. 106

best album, the one which finally
explains their reputation. The songs are
tight, hookish and immediately appeal-
ing, capturing at once the sparkle of
power pop and the grittiness of garage
band rock. And though the vocal har-
mony is basically just functional, that
tends to add to the charm. (Distributed
by Thunderbolt Records, P.O. Box 419,
Redondo Beach, CA 90277)

Paul Barrere — On My Own Two Feet
(Mirage). Sounds like somebody else’s
Feat to me, if you get my drift. Barrere is
pretty good at working out a palatable
rehash of Little Feat's sophisto-boogie,
but without Lowell George's sense of
humor (or smooth vocals), it might as
well be two fleft feet.

Allen Ginsberg — First Blues (John
Hammond). Ginsberg isn't much of a
singer, but with lyrics and a sense of
rhythm like this, who's compiaining?
The musical format is folk/blues with
light jazz overtones, so the accompani-
ment is spry and rhythmically fluid, per-
fect for Ginsberg's wacky asides and
more-or-less pro forma melodies. Nice
to see ol' Bobby Zimmerman among the
sidemen, too. But if you only know Gins-
berg as a name, keep in mind that this
should be taken as literature first, and
folk/blues second.

Smokey Robinson — Touch The Sky
(Tamla). Robinson’s voice is as achingly
beautitul as ever, and he soars effort-
lessly through these ballads and mid-
tempo groovers. Perhaps a little too
effortlessly, even; between Robinson's
easy-listening melodies and Sonny
Burke's air-brushed backing tracks, this
album spends a lot more time in Chris-
topher Cross country than it should.
Used to be where there was Smoke,
there was some fire.

Durocs from pg. 73

about swine, named their productions
Proud Pork; their logo is the hind legs
and rear of a pig. Within the music busi-
ness, these guys are notorious for their
eccentricities—and for updating the
“Wall of Sound” that Phil Spector pio-
neered in the early 60s. In addition to
producing, they are clever songwriters
whose material has been covered by
Barbra Streisand, the Jefferson Star-
ship, the Tubes, Pablo Cruise, Sammy
Hagar and others. As recording artists,
they call themselves the Durocs, which
they define as “abreed of large vigorous
red American hogs noted for superior
intelligence and exceptionally large
ears and genitals,” and have had one
critically acclaimed album—Durocs—
released. That record is a prime exam-
ple of what they call their “Wall of Mud”
sound.

“We're coming .from a particular
school of production,” explains Nagle,
who notes that the Proud Pork motto is,
'We shall overdub.' We're in San Fran-
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Ibanez rack systems liberate musi-
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the music business.

Berklee is where musical talent meets
} musical knowledge. The knowledge you
need to make it in the music business today.

Every day at Berklee, each student moves

one step closer to a professional career.
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recorded music, compos- 0

Gary Burton NG Music for television or

Berklee Alumnus  films, or playing as a
Jazz, pop, rock, theatre or studio mu-
sician, Berklee gives you the competi-
tive edge.

Berklee students and faculty are
dedicated musicians. Each newcomer
is caught up in the energy and enthusi-
asm that permeates the classroom, the
practice room, and the concert stage.

Here you'll learn music through hands-
on experience. You can experiment with
the latest recording techniques in our studios. Break new
ground in electronic music. Or, write for your own ensem-
ble. In addition, students and teachers present over 500
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Berklee will help you meet the challenges
of professional music, today and tomorrow.
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cisco where everybody was just, ‘Put a
mike in front of me and let me get it on’
And that's not our tradition. The tradition
we come from is kind of a Spector-Brian
Wilson combo sound of stacking instru-
ments. There's a magic in that. There's
some kind of audible, and | hate to use
that word—Michael Jackson, I'm
sorry—but | mean there is a certain
magic there that's because of the nature
of the sound. | mean, listen to Pet
Sounds or the Ronettes' records. Wow.
What the hell was going on? And a lot of
the quality of that sound is in the layer-
ing, the instruments slightly out of tune
and the combination of many elements.”

Of course, when Phil Spector created
his “little symphonies for the kids,” 16-
track recorders didn't exist and thus
overdubbing was difficult. Spector
brought the entire orchestra, whole
armies of acoustic guitarists and piano
players and singers into the studio and
recorded everything at once. “So by
virtue of the fact that you had an upright
piano, a grand piano and a Wurlitzer and
whatever else, you're going to get notes
that are slightly out,” says Nagle.

By contrast, Nagle and Mathews
create their sound by overdubbing or, as
they refer to it, "stacking.” For instance,
to get a “south of the border” feel on a
John Hiatt tune called “The Way We
Make A Broken Heart,” Mathews over-
dubbed three separate vibes parts, two
using rubber mallets and one using
wooden mallets, “Often times in our
stacking, we're VSOing at the same
time,” says Mathews. "We'll stack a cou-
ple of out-of-tunes, a couple of in-
tunes.”

“Scott knows to what degreeit's sharp
or flat to the track,” notes Nagle.
"There's a fine line between sounding
dissonant and pleasing.”

Nagle has been inthe music business
since the mid-60s when he played
organ and sangina San Francisco band
called the Mystery Trend. When the
Summer of Love was over, he emerged
with an excellent solo album, Bad Rice,
released on Warner Bros. He worked on
the soundtrack for The Exorcist. Thenin
1974, he met Scott Mathews, an
eighteen-year-old from Sacramento. As
Nagle soon discovered, Mathews was a
musical whiz kid—a one-man session
band—facile at playing any and all
manner of instruments: guitar, bass,
drums, horns, keyboards, you name it.
Mathews has since made a name for
himself playing sessions for the Beach
Boys, Barbra Streisand, Glen Campbell,
Bobby Womack and others. But his part-
nership with Nagle comes first, and they
have worked together for nearly a
decade.

Though they continue to record their
own material—a second Durocs album
will be released in Australia on the Rivet
label—the focus has been on produc-
tion, as well as making demos of their
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Performance and Reliability
in a Classic Format

If you liked Prime Time,
our new Prime Time I will blow ycu away!
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Time the warlc's most popula- digital delay processor . . . the preferred
cho.ce of thousands of stucio engineers and leading musical entertainers To
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Thompson Vocal Eliminator can actually remove most or
virtually all of a solo vocalist from a standard stereo record and
yet leave most of the background music untouched!' Not an
equalizer! We can prove it works over the phone. Write or call
for a brochure and demo record below.
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For:

» Time Delay/Ambience

« Studio Echo/Reverb

« Tape Noise Reduction

» Parametric Equalization
« Electronic Crossovers

* Compressor/Expanders
* Mic Preamp/Mixers

We manufacture a full line of high quali oF Teco
equipment. You will probably have to pay twice as much
elsewhere to obtain comparable quality. Only Direct Sales make
our prices and quality possible. Write or call for a 24 page
brochure and demo record.

Write to: L Sound. Dept. MU, P.O. Box 338,

Stone Mountain, GA 30086,  Phone (404) 493-1258

songs, since the completion of the Pen
two and a half years ago. They are cur-
rently producing Paul Kantner's solo
album, in addition to John Hiatt's record.

It took them five years to build the Pen.
“We have a song on our album called
‘Don’t Let The Dream Die,’ and we're
sitting in it,” says Nagle. “This is it. It
works. Just holding on. There’s some-
thing to be said for stubbornness and
tenacity. God, talk about patience.
Beyond Job.”

From the street, the Pen looks like a
rundown shack that hasn't been painted
in twenty years. But inside, this cottage
where Nagle once lived has been com-
pletely remodeled to Nagle and
Mathews' specifications. Small and inti-
mate with no clock on the wall, the Pen
reminds one of a 50s basement rec-
room where it's easy to get loose and
subsequently turn in an inspired perfor-

DOOMERS ' —THE SOUND OF POWER

qhs suan
BOOMERS

GHS Boomers give top-of-the-chart performers,
like Steve Housden of the Little River Band, power
they can feel with every note. Boomer’'s dynamite

metal alloy provides punch, sustain and a sound
that holds true — through to the back row. GHS
Boomers— a big selection of roundwound strings
for guitar and bass players

GHS Strings are manufactured by G H.S Corporation
2813 Wilber Avenue. Bartle Creek, Michigan 49015

¢s/]‘/ﬂ{/s

String Specialists ‘

mance. Musicians find it a relief from
some of Los Angeles’ large, impersonal
studios. The control booth is an 8-by-13-
foot room with a 4-by-7-foot bathroom to
the rear where they've recorded tim-
bales and acoustic guitars. The studio
proper is a 12-by-23-foot room with a
6-by-8-foot drum booth in the middle.
"We went for a completely live sound,”
Nagle declares.

Nagle and Mathews do all their mixing
at the Automatt, relying on the studio’s
Eventide 949 harmonizer and Lexicon
224 digital reverb for many of their
effects. But nearly all their actual
recording is done at the Pen. The control
booth includes a Quantum QM168 8-
track board, a one-inch TEAC 85-16
tape machine and an MXR digital delay.
Mathews also has a Scamp rack of
noise gates and compressors inthe Pen
that he takes with himto the Automatt for
mixing sessions.

While he notes that they rented a har-
monizer for the panting dog effect on the
Cat People soundtrack, Mathews insists
there is no need for him and Nagle to
bring in any more outboard gear into
their studio. “The character of the room
itself determines the sound.” But they
also have a few instrumental tricks up
their four sleeves. The deep resonant
snap of their drum sound is probably due
to their use of a marching band snare
drum as opposed to a regular kit snare.
A CS80 Yamaha synthesizer is good not
only for string parts but unusual percus-
sion effects and what Mathews calls

“fairy dust,”” shimmering top end
sweetening.
Their guitar armory is no small

wonder. In addition to a '54 Telecaster,
'57 Stratocaster and a 1952 Gretsch
Western Roundup with Western Round-
up amp to match, they get a lot of use out
of Mathews' three cheapo Silvertone
guitar-amp combo models (the ones
with the amplifier mounted in.the guitar
case). Add to that an ESP copy of a
1950s Fender Precision bass and anold
Gretsch bass with a hollow tree neck
that delivers both electric and stand-up
acoustic sounds. And be sure to listen
on the Paul Kantner LP for the sound of a
window sash weight being hit with the
metal leg of a bass drum.

“Probably a Iot of guys out there would
like to know, do we dbx or do we not
dbx?" Nagle says, with a hint of mild
sarcasm, fielding a question of sound
quality at the Pen. Nagle looks over at
Mathews conspiratorially. "Should we
tell them, Scott?" He pauses dramati-
cally. “We'll come out and say it. We
never use that. It just completely neuters
the sound. So we don't do that, even if
we stack tons of tracks. We would gofor
hiss and distortion before we would go
for using that."

"It's more than noise reduction,” says
Mathews. "“It's sound reduction.”

continued next page
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30th Anniversary Les Paul Standard.

The shape of ‘52 that shattered all the molds:
the classic gold top.

The bridge that perfected intonation;
the pickups that inspired a new sound.
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This beautiful poster from Castalia Publications gives you a lifetime’s
worth of musical reference power for the price of a set of strings. No
matter what level of player you are, owning a GUITAR POSTER is like
having a comprehensive roadmap to the guitar hanging right there on
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twists and turns, and let you take your music wherever you want it to go!

o e o o e e o i i e o o = e e S o o+ T = o e -

THE GUITAR POSTER is now available ‘rom MUSICIAN for just $5.95. Also available are
Pick-Pacas of ten guitar picks for just $1.00 (witn order of paster only). Postage anct
handlingis $2.00 for the first poster, $1.00 for each additional poster (foreign orders add
$1.00). MA residents add 6% tax. Allow eight weeks for delivery.

Please send me___ GUITAR POSTER(s} and ____Pick-Packs @ T O M O H [1 Mixed).
Enclosed is $

NAME e
ADDRESS ==
CITY/STATE/ZIP g™

Credit card # Eupiration date _ DOPayment enclosed
OBiN my VISA/ Mastercard

>,
)
o)
(@]
3
=
ke
<
<
O

Signature Date

Make checks payable to MUSICIAN MAGAZINE, Box 701 Gloucester, MA 01930

118

Toussaint from pg. 82

tribute to Art Neville, champion New
Orleans keyboard player with Tous-
saint’s late 60s-early 70s house band,
the Meters, and now with the city's First
Family of R&B, the Neville Brothers
Band. “He's the most important organist
I've heard and he plays the most perfect
because he plays exactly what's
needed. You could write a thousand
parts for the organ and the one you'd
miss would be the one Art would natu-
rally come up with. The right one,
according to logic, according to rhythm,
according to what fits in the pocket. The
perfect place.”

You can say much the same thing
about Toussaint. It's worth noting that
Toussaint’s favorite album is Highlife,
the 1974 album he produced for Scots
belter Frankie Miller. An unlikely mar-
riage of root soul feeling and a foreign-
er's individual style (notto mention rabid
enthusiasm), Highlife is a marvelous
example of those bright choral horns
and Miller's expressive (but not exces-
sive) growl locking in with the strident
rhythm section shuffle, everything not
just in the appropriate place but the right
place. That is also what /n The Right
Place and Desitively Bonnaroo, the
1973 and '74 albums Toussaint pro-
duced for Dr. John, are all about.

“Zig Modeliste (Meters' drummer) is
ultra-important on that first Dr. John
album. He came through with the
‘untameness’ of where the snap (he
snaps his fingers hard) had to be. When
we were doing the Dr. John album, |
particularly wanted some standard
snap. | never took for granted that the
world knew where that ‘one’ is in the
New Orleans rhythm. We know where it
is; it comes from the ‘second line’
parade rhythm. But on Dr. John's thing, |
wanted to get that snap up front, to regi-
ment that rhythm without taming it.

“One tune we didn't concern our-
selves with on the snap was ‘Same Old
Same Old." It just felt good, it didn't mat-
ter if people couldn't follow the rhythm.
And the bass player was not to play a
pattern. He was to play a note sometime
in the middle, then just land somewhere
else because that was the correct way
to do the song. | can't imagine anyone
covering that song. And if they did and
put a bass pattern on it, it would be all
wrong.”

The Studio

Sea-Saint Studios are located in a
surprisingly anonymous, rather squat-
looking building on a residential stretch
of Clematis Avenue, a short cab ride
from the hub of the French Quarter.
Record covers representing the artists
recorded at Sea-Saint and produced by
Toussaint dominate one wall of the
reception area while gold records line
the walls leading to the building’s single




studio and control r-om. (Sea-Saint
“has another recording room in the
making,” aceording to Toussaint. “But
it's been in the making for so long, | don't
mention it any more."}

Inside the control room, Toussaint
runs down the studio's main recording
artillery—a 32-track console custom
built by David Harrison; two 24-track
MCI 2424 tape machines (only using
one at a time); the "wall of tricks"” to the
left of the console featuring an ADR
vocal stresser, Lexicon 224 digital de:ay,
Lexicon Prime Time P193, Eventide 910
and 949 Harmonizers, Orban paramet-
ric equalizers, an Eventide phaser and
EMT echoplate.

"I primarily use this,” he says, patting
the LinnDrum machine sitting next to the
mixing desk, “to make demos, although
it's also good for timing commercials.”
He points to a Prophet 10 visible on the
other side of the studio window, noting
that he usesit both for "sweetening” and
for making demos with the LinnDrum
and a piano. Other keyboards include a
Fender Rhodes 88, a Yamaha Electric
Grand, a Roland Vocorder, a Hammond
B-3 organ, an RMI clavinet, and an
Oberheim synthesizer.

Sea-Saint engineers use an assort-
ment of Neumann, Sennheiser, Shure
and Electro-Voice microphones and do
their listening on two modified bi-amped
JBL 4320 speakers auginented by two
small Auratone reference speakers.
And there's the nine-foot Baldwin con-
certgrand p-ano. "l can't survive without
a piano,” Toussaint insists. "Whether a
track needs a piano or not, I'll slip one
on.”

Yet for all of Sea-Saint's modern
facilities—a far cry from the mono-
mania back at Cosimo’s—the records
coming out of the studio usually move
with a natural poise and s'y sensual bent
Nno computer can duplicate. "Most of the
recordings we are noted for here,” Tous-
saint points put, “have been fairly naked,
as opposed to where the world at large
has gone electronically. We've stayed
closer to the naked source than anyone
else. | think we kept the upright bass
here years aftereveryone else had gone
to the electric bass.

"We have the new gadgets here. but
we use them sparingly. The perfection
you should always be striving for—this
stuff enables you to reach it. Still, there
was a good feeling, a certain kind of soul
about recording before the new gadgets
came aloag. Then, the recording
machine just eavesdropped on what
you were playing. | remember at Cosi-
mo's studia, if we wanted to fade out,
we'd just play softer and softer until we
faded out.

“Yes,” he sighs nostalgically, “there
was something really heartwarming
about fading out.” M
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L. Bowie in His Own Words
compiled by Miles $5.95

Bowie speaks on: the early days, “sex
" drugs 'n' rock n" roll” (that's three
separate chapters). his albums, films
politics, and the Eno era

2. David Bowie Black Book

by Miles $12.95
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An lllustrated

4. David Bowie:
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Bowie from his first recording session
as David Jones in '63

5. Free Spirit
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Rock Read 799 Broadway New York, N.Y. 0003

Import $4.95

At OurNewlow Price ;
Silencels .omger Golden
No.5730 GATOR: Kit was $3485 now $29.95 43 ibs. shipping

¥ YES, please send me the books circled below. I've 1
- mdu ated quantity ordered next to the book numbe:
CHARGE TO VISA ORMC TOLL-FREE ) r N . 5 e 1 -
I’ ~ ‘4 = 1 4 _catalog
1-800-654-8657 9aM to 5PM SST MCN-FRI la:jr adding $1.00 shipping for one book. 50¢ for each :
. - i T e ddicional book. (N.Y. residents please add sales tax.)

Other Somparadly priced effects boxes in the serles ficlude: Bl ; - 1
Hot Lyx Scstain. Metion Filter/Follower, Mid-Ranger md rangs 5’;55;:3: ;:,y fhec'( O moneyTardsr made ou I 1
equalizer, Atctave octave divides, Axe Grinder Jistortioniunit, R 1

ASK ROR OUR FREE CATALOG Name H
Direct Mail erders ana inquiries to: Oept. 3L 1
PRA Electronics, | '
ronics, inc. Oy S 2 N
1020 W. 'Wi shire Bv., Oklahoma City, OK 73 16 {205)843 9626 Please aliow up to 3 weeks for delvery ol
i Rock Read 799 Broadway New York. N.Y. 10003 z_:

- e e e

s

3
ey
BUDYO,

B
— ""
- e

couu““""

BEFORE YOU
BUY ANYTHING,
BUY THIS.

Audio dealers can only show you what they've
got, and that's usually just a fraction of what's
available. We can show you everything. The 1983
Professional Audio Buyers Guide lists thousands of audio
products and accessories from over 70 manufacturers cf
PA and recording equipment. All in one easy-to-use book, complete with
pictures, model numbers, features, specs, and most importantly —
prices. Everything from amps, speakers, mixers and mikes, to re-
corcers, duplicators and lighting. You can't choose the right gear unless
you know what's available. Order now. Call with your VISA or Master-
Card rumber, or send your check for $9.95 to:

a= == SIE Publishing

ey ¥mmm 31121 Via Colinas #1003, Westlake Village, CA 91362, 213/706-0303

Ask about our special dealer, bookstore, and educational quantity prices

soun oW

Sena me Professional Audio Buyers Guides at $9.95 each,
plus $2.00 shipping cnarge. California residents add 6% sales tax.
Enclosedis mycheckfor% —— -
[J Charge my Visa or MasterCard (Circie one)

Account Na Exprration Date

Na™e
Address

City State 2ip




ART

ORIGINAL PORTRAITS CREATED QF your
band Favonte singer/group Most media. Individ-
ual, composites, onstage PORTRAITS ETC.. Box
202, Marlboro, MD 20772

- BOOKINGS

NATIONAL CLUB CIRCUIT begins in June
Major sponsorship. Over 3.000 clubs hsted Free
membership S.A S E brings details PERFORMING
ARTISTS NETWORK OF NORTH AMERICA, P.O
Box 162-1, Skippack, PA 19474

BOOKS & PUBLICATIONS

ROCK MUSIC BOOKS AT DISCOUNT PRICES.
POLICE $12 95, JUDAS PRIEST Anthology $7 95.
WHO Anthology $10.95. BLACK SABBATH Shatter-
ing Sounds $6 95. AC/DC For Those About "o Rock
$7 95, High Energy Hits $7 95.ZEPPELIN Complete
Guitar $9.95. The Best Of Zeppelin $595. Teach
Yourself Lead Guitar. Rock Theory, Rhythm Guitar,
Rock Bass. $4 95 each, HENDRIX Note For Note
$7.95. CLASH Anthology $795. YES Complete
$15 95, RUSH Anthology $12 95. JOURNEY Com-
plete $14.95. Shde Gunar $895. Biographies—
Stones. Zeppeln, Who. Pretenders. Springsteen.
Hendrnix. Ramones. $595 each. POLICE 312 95.
Send check or money order 50¢ for catalcg DIS-
COUNT MUSIC WAREHOUSE. P O Box 212M. Lin-
denhurst. NY 11757

MULTI-TRACK RECORDING TECHNIQUES
Get professional results with your four-track ar porta-
studio New guide reveals professional recording/
production secrets Send $595to CHURCH ROAD
STUDIOS. Box 2765, Aurora. IL 60507

INSTRUCTIONS

The Music Business Institute

A CAREER PROGRAM IN MUSIC. course includes
recording, studio. concert and video production. arfist
representation and management; retailing and whole-
saling. record promotion and marketing, copyright and
music Industry law, songwriters and music publishing,
and more Employment assistance Write for free bro-
chure and career guide MBI, Suite 400M, 2970 Peach-
tree Rd. NW. Atlanta, GA 30305 (404) 231-330:

EFFECTS—STRINGS: All major brands Low-
est prices anywhere Send $1 00 for catalog worth
$3 00 off first purchase NSM DISCOUNT MUSIC,
107 Munroe Street, Lynn. MA 01901

CELTIC FOLK HARPS, Legendary sound, mas-
ter quality, from $350 to $1,290. Writet CASWELL
HARPS, 14690W Carner Lane, Guerneville. CA
95446

MISCELLANEOUS

SATIN PANTS. etc for entertainers. etc Wnite/
call for catalog. enclose $1 00. refundable with
order SATIN SALES. Dept 34. 7 South 5th Street
Minneapolis, MN 55402 (612) 333-5045

SMOKING AND SNUFF ACCESSORIES.
Send for our catalog of the very finest. Catalog $2.
HIGH CLASS. 4009 Pacthic Coast Highway. Torrance.
CA 90505

MUSICIANS

THE MUSICIANS REFERRAL CENTER OF
Houston has helped thousands of bands and indi-
vidual musicians get together since 1977. Looking?
(713) 660-7500, 5301 Bissonnet, Belaire TX 77401.

JOBS FOR MUSICIANS. For information write
Musicians National Hot Line Association. 277 East
6100 South, Murray. UT 84107 Phone 1-801-268-
2000

MUSICIANS
GET WITH IT!

WHY WAIT FOR THE RIGHT GROUP OR RIGHT
MUSICIANS TO FIND YOU? YOU CAN FIND THEM!

CALL US! THe MUSIC INDUSTRY'S
LARGEST NATIONWIDE REFERARL

GETTHINGS ROWLING — NOW!

lkui(sﬂouﬁ \II\CI:\NS 'Ef&R AL

MOBY MUSIC

RECORDS * TAPES x IMPORTS
Send for your compiete Import & Domestic NEW 48-page
Moby Music Catalog—$100 (Refundable on first order)
We offer an extensive selection of European and Japanese
imports. domestic records, tapes and up-to-date new
releases at super discount prices Fast etficient mail and
phore order service If you're senous about records, send
for your catalog now
14410-M Ventura Bivd., Sherman Oaks, CA 91423

CALL TOLL-FREE: (800) 328-8660

ARE YOU A MUSICIAN, SONGWRITER
OR MAIL-ORDER ADVERTISER?
Do you have a music-related product of sefvice, or clas-
sic instrument for sale or trade? Place your classified
advertising in MUSICIAN $1 25 per word. $25 0t min-
imum Display $100 00 per column inch Enclose pay-
ment. street address and phone number Send to Cindy.
MUSICIAN Classitieds, Box 701. Gloucester, MA 01930
(617) 281-3110 MasterCard/Visa/Amencan Express

accepted

THE ATLANTA SCHOOL OF ROCK
Our Rock Soloist Program 1s designed to teach
beginning guitansts 1o become professional rock
players Send $15 00 for booklet and first cassette or
$59 00 for entire program ASR, PO Box 5284.
Atlanta. GA 30307

DRUMMER'S HYPNOSIS TAPE! Improves
drumming skills, memory. concentration. relaxation
and self-confidence Send just $14 95 plus $2 00
postage EXPERT DRUMMER. 1550 Orchid. Long-
view. WA 98632

INSTRUMENTS

DRUMMERS! Drum Recovenng Kits are avail-
able! Over 30 choices for Pearls, Sparkles. Flames
and Woodgrains Send $1 00 tor full info and sam-
ples (refundable on first purchase) Precision Drum
Company. Dept A. 151 Calforma Rd. Yorxtown
Heights, NY 10598

STRINGS. PICKS, PICKUPS at Discount Prices!
We carry only high qualty name brand merchan-
dise FREE price st Maill Amernica. P O Box 3939
Baltimore. MD 21222

LEFT-HAND GUITAR SHOP.New User and
Vintage. complete access Write 6615 Backhck Rd
Springhield. VA 22150 (703) 451-0752
FANTASTIC DISCOUNT ON STRINGS,
reeds, etc. for free catalog wnte RITCHIE'S
MUSIC, 50 West Main St.. Rockaway. NJ 07466

ALEMBIC SERIES Il GUITAR, cocobola wood
LED hghts in neck Like new $1.400 (606) 269 4118
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OPPORTUNITIES

HAVE YOU DEVELOPED an innovative program
or application in the computer music field. or a
possible service based on its use? Are you inter-
ested in selling or lcensing it? All submissions held
n stnictest confidence Non-Disclosure Agreement
offered Any ideas not feasible promptly returned
Contact MS ENTERPRISES. Department D. PO
Box 1222, El Toro. CA 92630

PHOTOS & POSTERS

ORIGINAL ROCK CONCERT POSTERS:
Jophn. Doors. Dead. Airplaine. Hendrix. Stones,
Who. Avalon Ballroom. Fillmore Auditorium $4 00
tor fabulous picture catalog L'TMAGERIE. 15030%
Ventura Boulevard. Sherman Oaks, CA91403 (213)
995-8488

COLOR CONCERT PHOTOS! Huge selection
hundreds of rock. country. southern bands Send
$1 00 for beautiful dustrated photo catalog Mention
your favorite SMILE PHOTOS LTD . Box 15293-M
Chesapeake. VA 23320-0293

RECORDS & TAPES

WORLD'S LARGEST RECORD COLLECTORS
magazine — Goldmine Over 50,000 records
offered each monthly issue Sample $300 (US)
Free music book catalog — rock, jazz. oldies
GOLDMINE. Box 187-MU. Fraser. Ml 48026

REGGAE RECORDS; CASSETTES; T-SHIRTS:
Giant selection—Retall/Wholesale Low prices
Write for catalog. $1 00 DUBWISE & OTHERWISE.
PO Box 50252. Tucson, AZ 85705 Call (602) 792-
9581

415! SLASH!' BOMP! RHINO! ROUGH TRADE!
Just five or more than 350 hard-to-find Independent
Labels from our 450+ page catalogs Free informa-
tion from SQUARE DEAL RECORDS. Box 1002.
Dept C. San Luis Obispo. CA 93406.

'World Radio History

NEVER BEFORE AVAILABLE! You can't buy
these records! NY Dolls, Buzzcocks. Television.
Bad Brains. James Chance. Dictators, Johnny
Thunders. Germs. BushTetras. many more' They
exist only as authorized album length cassettes —
top quality, professional iner notes. band photos,
colorful graphics Be amazed by our free catalog
wnte ROIR CASSETTES. 611 Broadway. Suite
214M. New York City. NY 10012

Would you believe REAL-TIME cassette copies
for $103 each? Exquisite sound. modest cost
Denon DR-F8 Recorders. AGFA Tape Full-color
printing and assembly avallable America’s most
expenenced Real-Time Duphcators Contact GRD
(602) 252-0077. PO Box 13054, Phoenix. AZ
85002

NEW FROM THE AMAZING RHYTHM ACES:
BEST OF Remastered selections from the first
four LPs for audiophile Contains all of the hits and
lyrics $9 98 LIVE 2-LP set guaranteed best sound-
ing ive LP in your collection or money back. Con-
tains 2 large posters $17 98 Please add $2 50 per
album for shipping and handiing Mail to. ACES. 416
So Lashley Lane. Boulder. CO 80303

RARE-OBSCURE—CULT COLLECTORS.
50-page catalog—3.00060s and 70s import/Amer-
ican albums/singles Psyche/punk/progressive/
all other rock Catalog every 2 months Get on mail-
ing ist NOW Send $1 (credited to first order) We've
satished customers since 1976 BE BOP RECORDS
PO Box 2610(M). Philadelpha. PA 19130

SERVICES

RUN YOUR CLASSIFIED ADin Americas 1
Trade Music Magazine ABC audited $1 55 per
word Display $64 00 per column inch Major credit
cards accepted Call Jeft at BILLBOARD MAGA
ZINE. {800) 223-7524

SONGWRITERS

LEAD SHEETS AND DEMOS: Beautitul sheet
music typed lyrics/pninted graphics Multi-track
demonstration recordings Free info EGI. PO Box
166M. Kearny. NJ 07032

LEARN SONGWRITING AND COMPOSE MUSIC.
Professional instruction by mail For course descrip-
tion AMERICAN CORRESPONDENCE INSTI-
TUTE. Box 31021-D. Cleveland. OH 44131

PROFESSIONAL LEADSHEETS for your origi-
nals. For details send SASE to SOUNDSCAPE
ENTERPRISES. P.O. Box 8285, M2, Ann Arbor, MI
48107

SONGWRITERS, we've got news for you' SONG
WRITER'S MONTHLY NEWSLETTER. 1626 N Wil
cox. #940. Hollywood. CA 90028 For latest issue
send $2 00

BEST SONGWRITER'S MAGAZINE GOING!
We have song charts! One year —six issues $12 00
(Canada $1500) Sample. $2 50 SONGWRITERS
WORLD. 2035 Summit Blvd . Pensacola. FL 32503

STUDIO QUALITY SOUND at much lower
prices We dub your home demo adding echo and
reverb Detalls SASE to AMBIENCE SIMULA-
TIONS PO Box 720343. Houston. TX 77272
THREE LEAD SHEET Sfor $2.25. Alsolooking for
new songs. Send cassettes. EMPTY SKY MUSIC,
BOX 626, Verplanck, NY 10596
PROFESSIONAL (songs recorded by five top
stars) collaborates with competent newcomers.
20¢ stamp for detals GREY. 118 SE 4th St.
Boynton, FL 33435.

OVER 500,000 PEOPLE COULD BE
READING YOUR AD.FOR ASLITTLE AS
$25 YOU CAN HAVE THIS SPACE. CON-
TACT: MUSICIAN CLASSIFIEDS, (617)
281-3110.




“Learn the Art of Recording at the largest and most renowned
school for sound/recording in the world. For over a decade,
our approach has been a practical, hands-on experience —

the studios literally become a working classrocm.”

- The first and foremost recording
workshop in the USA and Canada
since 1971

-Recognized nationally in the music/
recording industry

- Exclusively offers “the Recording
Engineer Apprentice” certificate
and cumculum

- 7 sessions offered year-round

+ License by the State of Ohio -
Board of $Scheol and College
Registration #80-07-0696T

State

THE RECORDING
WORKSHOP

CHOOSE WORKSHOP DATES

WINTER WORKSHOP '83 . Jan. 10—Feb 11
EARLY SPRING 83 ... . Feb 28—april 1
LATE SPRING '83 . April 18—May 214
EARLY SUMMER '8:3 June 13—July 14
LATE SLMMER '83 August 1—Sept. 2
EARLYFALL'83 ........ Sept 19—Qct. 21
LATE FALL '83 Nav. 7—Dec. 4

ikl

NO PREVIOUS EXPERIENCE NECESSARY

*Call Toll Free
(800) 848-9900

-Learn Recording Engineering, Sound
Reinforcement, the Business of Music
and Creative Record Production {how
to produce)

-Hands-or music recarding mixing in 24,
16, 8 track and digital recording studios
-Seminars taught by tap music pros
-5 recording studios - Job placerment
assistance . Co-educational

-Ideal experience in a relaxed country
setting - On campus housing

2 RECORDING

WORKSHOP

455-A MASSIEVILLE ROAD — CHILLICOTHE, OHIO 45601

Limited Enrollment — Write or Call Immediately

Ohio & Outside USA

(614) 663-2544
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MUSICIAN: /n terms of your own painterly zeitgeist, will you
ever do a public show of your own paintings?

BOWIE: I'm tempted in terms of my own ego and self-flattery,
because I've just seen the new exhibitions in Berlin of the new
young artists, and I've suddenly become aware of how close
what | started painting in Los Angeles is to their work. | was in
tune! | don't know if there's any real substance in my painting,
but certainly from a form standpoint | was excited to see how
close | was to what's been happening in Dusseldorf and
Munich, and with the new ltaliar Expressionists. I've seen it in
New York, too, with David Salle.

That's kind of scary (nervous chuckle), because look what

happened to the world the last time people felt the need to
work in this kind of form, with the feeling of: "Let’s strip every-
thing away, 'cause we've got no time to muck around with
decorative art, and there's just-about-enough-time-to-paint-
this!” But any fool can see the two going hand-in-hand: the
advent of nuclear destructiveness and that kind of art.
MUSICIAN: How did the “Fame"” session with John Lennon
for the 1975 Young Americans LP come about? 'm asking not
for the sake of nostalgia in the aftermath of tragedy but
because it was such an intensely solid collaboration, an
amazing song.
BOWIE: After meeting in some New York club, we'd spent
quite a few nights talking and getting to know each other
before we'd even gotteninto the studio. That period in my life is
none too clear, a lot of it is really blurry, but we spent endless
hours talking about fame, and what it's like not having a life of
your own any more. How much you want to be known before
you are, and then when you are, how much you want the
reverse: "l don't want to do these interviews! | don't want to
have these photographs taken!” We wondered how that siow
change takes place, and why itisn't everything it should have
been.

I guess it was inevitable that the subject matter of the song
would be about the subject matter of those conversations.
God, that session was fast. That was anevening's work! While
John and Carlos Alomar were s«etching out the guitar stuff in
the studio, | was starting to work out the lyric in the control
room. | was so excited about John, and he loved working with
my band because they were playing old soul tracks and Stax
things. John was so up, had so much energy; it must have
been so exciting to always be around him.

MUSICIAN: Funny that such an urgent record as “Fame”
would be so danceable too, but maybe, at the root of it, that’s
all of a piece.

BOWIE: (Nodding vigorously) Look at the blues! | mean, you
keep having to go back to that. in our music, rock 'n’ roll, the
blues are our mentor, our godfather, everything. We'll never
lose that, however diversified and modernistic and cliché-
ridden with synthesizers it becomes. We'll never, ever be able
to renounce the initial heritage.

MUSICIAN: Keith Richards has said that rock 'n’roll is about
two things: sex and risk.

BOWIE: They're a foundation of it. Life is about sex and risk
but that doesn't meanthat's all that lifeis. | think he's quite right
that they will always be a strong element of it, but they're
merely a starting point. (chuckling) ! think it can expand its
horizons a little more than that—but | think that a life of sexand
risk can be very satisfying as well. I've had a lot of it myself. But
| would add relationships to tha:.

MUSICIAN: Humanistic glue.

BOWIE: Yes, indeed! Humanistic glue. (Wistful smile) That
reminds me of something. You know, John Lennon had such
an incisive point of view and a way of capturing just what was
going on around him or anybody else with five or ten words or
one sharp line that was a precis that didn't need to be fleshed
out. | once asked him, “What do you think of what | do? What
do you think of glam-rock?" He said (imitating Lennon), "Aww
now, it's great you know, but it's just rock 'n’ roll with lipstick
on.”

Nobody has ever said it better. ™
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Bowie’s Saxophone Struggle
BY STEVE WEITZMAN

David Bowie has always seemed a most unlikely saxophone
player. His style is one of quintessential elegance and the vision of
him honking away on a cumbersome tenor sax Is a startling one.
But then, any vision of Bowie is usually that.

When he entered the ranks of London's working musicians in
the late 60s, he did 1t as a progressive rock violinistand sax player.
"For me the saxophone always embodied the West Coast beat
generation. as | was very enhanced by that period of Americana. it
became sort of a token, a symbol of freedom; a way of getting out of
London that would lead me to America, which was an ambition at
that time. | picked up originally on people like Eric Dolphy, Ornette
Coleman. Somebody who really riveted me was Eari Bostic, just for
the tonal quality.

“Then when | started working with it." he adds, fidgeting with a
cigarette, I found | didn't have a very good refationship with the
sax and that's lasted right the way through. We're sort of pretty
embittered with each other. It lies there waiting for me to touchiit. It
defies me to (laughs). | really have to go through traumas to get
anything out of it that has anything to do with what | want it to say.
So it's not a steady relationship; it's not a good one. It really is a
iove/hate relationship.”

“"Space Oddity,” recorded in 1969, had Bowie credited with
playing a stylophone which he explains “is a tiny computer that
produced that kind of eenhh sound. They came out years ago and
only lasted a short while. | used one on a number of things but
“Space Oddity” was the one it got featured on.”

On Hunky Dory, "Space Oddity”’s follow-up, Bowie's soft end-
solo on "Changes"” was somewhat reminiscent of David Sanborn,
whom he wouid later work with. "That's when | was still going
through ideas of doing melodic saxophone,” he notes. The Rise
And Fall Of Ziggy Stardust And The Spiders From Mars saw his
playing develop a bit more verve.

“l like to do my own line-ups,” he offers, "and | would play
baritone, tenor and alto and form a thick wedge of sound very
much based on Little Richard's sax line-up patterns—the typical
R&B sax line-up. And | would compress them very tightly.”

How comiortable at that time did he feel playing sax? "I've
always felt grossly uncomfortable playingit. Iwant it to do one thing
and it wants to do something else, and between us, we get some-
thing that comes and sounds peculiarly like my style of playing.”

tronically, rock fan music polls perennially have him garner
"Best Sax” kudos, and in one national rock magazine recently, he
came in first once again. That bit of information nearly put him in
hysterics. “That's glorious!” he roared. “Well, I'll stand by myself
and say | don't think you have to love something to be able to
produce something which is creative out of it. | have the same
relationship with paint. it's a struggle and we hate each other. but it
doesn’t mean you can't eventually get something onto a canvas
that has a lot of spikiness to it."”

On 1973's-Pin Ups, Bowie’'s playing style abruptly.changed. On
“Here Comes The Night” and “I Can't Explain” he fllls the breaks
with riveting barrelhouse sax lines. “That was a combination of
rock 'n’ roli and Earl Bostic.” he states. “Some of my favorite stutfis
on "Neukoln” (Heroes). | remember being very pleased with that.”

On “Neukoln™ his playing seems marked!ly humorous in contrast
to what else is going on musically. "Il give you some background.
Neukoin is an area of Berlin which is primarily Turkish and | had to
work out a way of putting a Turkish modai thing into it. it was very
hard tor me to use that scale against the background, so that
probably produced the humorous aspect.” The squawking sax as
opposed to the very ethereal basic track...? “Yes, and whole
notes where one would take a half note, it goes into whole notes on
the Turkish scale. So it was really difficult to keep it going. Yeah
(laughs). There's kind of a lot of Ornette Coleman at the end of it.”

He puts out his cigarette and continues. "There's another nice
piece, | think, at the end of 'TVC15." Again, it takes up an Eastern
scale. | quite enjoy playing around the Eastern scale with
saxophone.”

With David Bowie's diversity of talents, he's probably the only
actor who's an accomplished sax player. Did he ever imagine
himself doing Robert De Niro's sax player role in New York, New
York?

He grinned broadly. “That would have been a cookie. I'd love to
have done that. Yeah." He shakes his head and laughs. “But |
could have never gotten that New York thing down.”
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NECK: INNOVATIVE. Lo

#1 of a series of technical

Acoustic Electric Custom Legend 12-String

updates for the gl.IltaIlSt. " NO WOOD REMOVED FROM
) 3 / THINNEST PART OF NECK

Wooden neck guitars, for literally hundreds of years, "\ SIGNIFICANTLY REDUCING

have been prone to/bowing and warping, especially RISK OF BREAKAGE.

among 12-string models. It was precisely to overcome

these problems that our engineers developed the

Kaman Bar neck, creating the strongest, most twist- KAMAN BAR

resistant guitar neck possible. A feature of all our PERMANENTLY

Adamas, Adamas |1, and Ovation guitars (except e S ey

nylon string and Ultra Series models), the cast alumi-
num Kaman Bar literally doubles the neck’s rigidity,
while deflection under a given load is half that of stand-
ard neck construction. In addition, the neck is attached
to the molded Lyrachord® guitar bow! with steel bolts
to reduce pressure on the wooden parts of the guitar,
further protecting the instrument. We've even put the
neck adjustment inside the bowl to eliminate the weak-
ness in the peghead region associated with traditional
truss rods, substantially reducing the: risk of neck

breakage. KAMAN BAR TAKES ;
Alltold, the patented Kaman Bar with its adjustable P g

tension rod forms the superbly rigid heart of Adamas
and Ovation guitar necks, another reason why our
roundbacks have been so widely accepted around
the world.

Complete details about all Ovation guitars may
be found in our publication, Ovation INFORMA-
TION. Ask for it. It’s free. At your Ovation dealer.
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§ § Ovation Guitars are distributed through a network

: L.~ | of Ovation authorized dealers who are identified
n by an “Ovation Authorized Dealer"decal.

Ovation Instruments, Inc., A Kaman Company
Blue Hills Avenue Extension, Post Otfice Box 4
Bloomfield, CT 06002-0004






